
DOCTOR OF PHILOSOPHY

Appropriating James VI and I
 reading the King of Scotland/England from the 16th to the 21st century

Abraham, Ruth

Award date:
2011

Awarding institution:
Queen's University Belfast

Link to publication

Terms of use
All those accessing thesis content in Queen’s University Belfast Research Portal are subject to the following terms and conditions of use

            • Copyright is subject to the Copyright, Designs and Patent Act 1988, or as modified by any successor legislation
            • Copyright and moral rights for thesis content are retained by the author and/or other copyright owners
            • A copy of a thesis may be downloaded for personal non-commercial research/study without the need for permission or charge
            • Distribution or reproduction of thesis content in any format is not permitted without the permission of the copyright holder
            • When citing this work, full bibliographic details should be supplied, including the author, title, awarding institution and date of thesis

Take down policy
A thesis can be removed from the Research Portal if there has been a breach of copyright, or a similarly robust reason.
If you believe this document breaches copyright, or there is sufficient cause to take down, please contact us, citing details. Email:
openaccess@qub.ac.uk

Supplementary materials
Where possible, we endeavour to provide supplementary materials to theses. This may include video, audio and other types of files. We
endeavour to capture all content and upload as part of the Pure record for each thesis.
Note, it may not be possible in all instances to convert analogue formats to usable digital formats for some supplementary materials. We
exercise best efforts on our behalf and, in such instances, encourage the individual to consult the physical thesis for further information.

Download date: 23. May. 2023

https://pure.qub.ac.uk/en/studentTheses/336c34b6-6149-4bb2-b7c5-dbd380817829


APPROPRIATING JAMES VI AND I

READING THE KING OF SCOTLAND/ 
ENGLAND FROM THE 16th TO THE 21st

CENTURY

A thesis submitted to Queen’s University in partial fulfilment of the 
requirements for the degree of Doctor of Philosophy

Ruth Abraham

BA in English Literature 
MA in Reconceiving the Renaissance

School of English 
Queen’s University, Belfast

June 2011



Contents

List of Illustrations 2

Introduction: The Self-Fashioning and Appropriation of King Vl/I. 3

Part One: '[B]ookes are viue Idees of the authours minde' BasWkon Doron

Chapter 1: Reading the Monarch in the Early Works of James VI and I:
- The Poetical Years and the Early Scottish Reign. 41

Chapter 2: Reading the Monarch in the Political and Minor Prose Works of
James VI and I: The Late Scottish Years and the English Reign. 99

Part Two: '[A] King is as one set on a stage' Basmon Doron

Chapter 3: Constructing the Monarch: King James and the Myth-Makers. 158

Chapter 4: Decline and Fall of the Jamesian 'Image' in the Seventeenth Century. 207

Chapter 5: Appropriations of James VI and I in Romantic and Victorian Culture. 258

Chapter 6: 20th/21st Century Evolutions: The Progressive Construction of
James as a Social and Political Symbol. 303

Epilogue: Continued Afterlives: The King James Conspiracy 360

Works Cited: 371



Illustrations
2

Figure 1. 'The Colomne’ in James VI and I. Essayes of a Prentise in the Diuine Arte of Poesie. 1584. S.T.C. 
14373: G4. (64)

Figure 2. 'The Expansion of the Former Colomne' in James VI and I. Essayes of a Prentise in the Diuine 
Arte of Poesie. 1584. S.T.C. 14373: G5. (65)

Figure 3. Artist unknown. Mary Queen of Scots and her Son. (1583) From the collection of the Duke of 
Atholl. (162)

Figure 4. 'Nisi desuper’ in Minerva Britanna (1612) 1. (188)
Figure 5. 'Sic pacem habemus' in Minerva Britanna (1612) 11. (188)
Figure 6. 'Quae plantavi irragabo' in Minerva Britanna (1612) 12. (189)
Figure 7. 'Hibernica Respub: ad Jacobum Regem' in Minerva Britanna (1612) 45. (189)
Figure 8. 'Auspice caelo' in Minerva Britanna (1612) 15. (190)
Figure 9. 'To the Right Flonourable Robert, Earle of Salisbury, and Lord High Treasurer of England, &c' in 

Minerva Britanna (1612) 19. (198)
Figure 10. The Tower of the Five Orders (1619). The Bodleian Library, Oxford. (201)
Figure 11. Paul Van Somer. King lorries /. c. 1620. Nation Portrait Gallery , London. (211)
Figure 12. Peter Paul Rubens. The Apotheosis of James I. c. 1630-34. Whitehall Banqueting House, London. 

(232)
Figure 13. The Apotheosis of James I. c. 1630-34. The Glynde Sketch. (232)
Figure 14. Peter Paul Rubens. The Union of the Crowns, c.1630-34. Whitehall Banqueting House, London. 

(234)
Figure 15. Peter Paul Rubens. The Peaceful Reign of James, or the Benefits of his Government, c. 1630-34. 

Whitehall Banqueting House, London. (236)
Figures 16 and 17. Peter Paul Rubens. The Putti Freizes. c. 1630-34. Whitehall Banqueting House, London. 

(237)
Figure 18. Diagram of the Lines of Vision of the Installation, as planned by Rubens. Held 275. (238)
Figure 19. Unknown. The Death of King James I of England and VI of Scotland including unknown figures.

Line engraving, possibly late 18th to early 19th century. National Portrait Gallery, London. (267) 
Figure 20.Géricault, Jean Louis André Théodore. Un Officier Des Chasseurs a Cheval De La Garde Impériale 

or The Charging Chasseur. 1814. 13th Plate in Galerie lithographiÈe de son Altesse royale 
Monseigneur le Duc d* OrlÈans [sic], Paris. (273)

Figure 21. King James I of England and VI of Scotland. Charles Turner, published by Samuel Woodburn, 
after Francis Delaram (mezzotint). 1814. National Portrait Gallery, London. (274)

Figure 22. King Charles I when Prince of Wales. Charles Turner, published by Samuel Woodburn, after 
Francis Delaram, (mezzotint) 1813. National Portrait Gallery, London. (275)

Figure 23. Frederick V, King of Bohemia. Charles Turner, published by Samuel Woodburn, after Unknown 
artist (mezzotint) 1816. National Portrait Gallery, London. (275)

Figure 24. The Entry of James I into London (by James Parker, after Thomas Stothard (line engraving)
1797. National Portrait Gallery, London. (277)

Figure 25. 'King James, Prince Charles and Nigel'. R. Staines (Steel engraving after a drawing by Alexander 
Chisholm. G. N. Wright). Ed. Landscape: Flistorical Illustrations of Scotland and the Waverley 
Novels Vol. II. London: Fisher, Son & Co.,1836-38. (278)

Figure 26. Sir William Sanderson. 'Aulicus Coquinariae'. Retitled 'James I: About to take Assay of the 
Deer'. Reprinted in Scott 1811, I, Flyleaf. (280)

Figure 27. 'We Swear' in 'Guy Fawkes; or, The Fifth of November'. Boys of England: A Young Gentleman's 
Journal of Sport, Travel, Fun and Instruction. 23 December 1871: 80. (296)

Figure 28. 'The Claimant' in 'Guy Fawkes; or, The Fifth of November'. Boys of England: A Young 
Gentleman's Journal of Sport, Travel, Fun and Instruction. 30 December 1871: 96. (296)

Figure 29. 'Henry VIII' in 'Comic Lives of the English Kings'. Boys of England: A Journal of Sport, Travel,
Fun and Instruction for the Youths of All Nations. 18 August 1876: 192. (297)

Figure 30. 'Falstaff' in Albert Bigelow Paine Th. Nast: His Period and His Pictures (New York: The 
Macmillan Company, 1904) 135. (297)

Figure 31. 'The True Story of the Gunpowder Plot'. Judy, or the London Serio-Comic Journal. 02 
November 1887: 216. (298)

Figure 32. Keith Hunt 'James I’. Remember! Remember! http://www.firstnight- 
cabaret.co.uk/RR/Lewes/08-James-Main.jpg. (345)

Figure 33. Keith Hunt 'Guy Fawkes'. Remember! Remember! http://www.firstnight- 
cabaret.co.uk/RR/Lewes/10-Fawkes-Main.jpg. (345)

http://www.firstnight-cabaret.co.uk/RR/Lewes/08-James-Main.jpg
http://www.firstnight-cabaret.co.uk/RR/Lewes/08-James-Main.jpg
http://www.firstnight-cabaret.co.uk/RR/Lewes/10-Fawkes-Main.jpg
http://www.firstnight-cabaret.co.uk/RR/Lewes/10-Fawkes-Main.jpg


3

Introduction

The Self-Fashioning and Appropriation of King VI and I.

Preaching at the funeral service of King James VI and I, King of Scotland/England 

(1566-1625), John Williams (Bishop of Lincoln, later Archbishop of York) offered the 

congregation two glimpses into the future of the Jamesian legacy. Williams states 

that the King's 'History ... shall be written, and set out by all the Muses, they all shall 

joyne in the writing of his Booke, the Booke of the Acts of our British Salomon' 

(Williams 62). In terms of James' relationship with historians across the ages, 

Williams' prediction certainly rings true. From the early modern period to the 

present day, countless history books, both academic and otherwise, have appeared 

in print documenting the reign of King James VI and I.1 However, Williams' 

additional prediction has not proved to be quite so accurate. He claims that 'if 

ungratefull posteritie should forget the King (as believe me it will not, for like one of 

Demetrius his Statues, this King will shew better and better with time) yet if it 

should, Learning will never forget the Scholler’ (Williams 61 -  62). Whilst historians 

may have demonstrated an interest in the first Stuart King, this 'posteritie' that 

Williams foretold has yet to be unveiled precisely because 'Learning' has forgotten 

the 'Scholler'.

This thesis does not attempt to offer another potted history of the early 

modern King or of his writings, nor does it attempt to present an assessment of his 

'authority,' a subject which, as shall be seen, has dominated much of modern 

Jamesian criticism. Rather, what this thesis offers is an investigation of memory,

1 To name just a few: Barroll and Houlbrooke; Coward; Goodare and Lynch; Lee 1980; and Patterson.
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looking at how James has been remembered across time. James is often measured 

against Elizabeth I's popularity in terms of screen appearances; yet, academic 

interest in James' writings far outweighs interest in the Queen.2 Michael Dobson 

and Nicola J. Watson's 2002 study, England's Elizabeth: An Afterlife In Fame and 

Fantasy, tracked the appearance of the early modern queen after her death in 

1603. Their approach investigated Elizabeth I in a similar context to my 

appropriative study of James. They highlight that, for the purposes of their project: 

what matters about Elizabeth I is not what scholarship currently 

thinks is true about her career but what has entered her mythos, and 

when, and why, and which different aspects of that mythos 

successive generations have felt they needed to argue about.

(Dobson and Watson 6)

This thesis hopes to do the same for the much neglected figure of King James VI and 

I. However, given James' reputation as a prolific writer and publisher, I argue that 

he was a key participant in the creation of his own 'mythos' and therefore, unlike 

Dobson and Watson's text, an investigation of how James represented himself is 

vital to any enquiry of the Jamesian 'mythos'.

Rather than emulating Dobson and Watson's pattern and beginning with the 

moment of his death, the current study combines investigation of the 'Scholler' and

2 There have been a number of editions of James' works such as: Akrigg 1984; Bergeron; Bruce ; 
James Craigie 1958: 2 vols; 1982; 1950: 2 vols; Mcllwain; Halliwell-Phillips; Sommerville; Rhodes, 
Richards and Marshall; and Westcott. There have been countless editions of James' Demonologie. 
One example of this is Paul Tice's edition. There have also been a number of critical texts produced 
on the King's works. Fischlin and Fortier 2002; Goldberg: and Rickard. It was only on the cusp of a 
new millennium that an interest in Elizabeth's writings began to emerge, approaching the 400 year 
anniversary of her death. To date, there have only been six dedicated editions of the Queen's various 
writings. See Marcus, Mueller and Rose; Prior; Mueller; Bell and, Beal and loppolo deal specifically 
with a critical look at the Queen's writing.
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the 'Muses', providing a broadly chronological survey of Jamesian self

representation, and subsequent appropriation. Such a study has not yet been 

attempted in the field of renaissance criticism. This thesis addresses this deficiency 

and presents a two part investigation into the significance of Jamesian 

appropriation across a variety of temporal, medial and generic boundaries.

The two studies of self-presentation and later appropriation complement 

each other. As well as shedding light on the emergence of the Jamesian 'mythos,' 

examination of James' self-fashioning also aids the assessment of the impact of 

appropriative reconstruction. Indeed, the protean nature of the King, emerging 

through the examination of James' works, is precisely why James becomes such a 

fascinating appropriative subject. James remains an enigmatic figure within 

historical exploration, and this mutability carries through to later depictions. 

Without a basis in how James represented himself, we cannot identify those traits 

later appropriators chose to emphasis or dismiss. Therefore, without a study of the 

King's texts, we cannot gauge the significance of variability in later appropriations. 

The second part of the project illustrates how the early modern King is not only 

shaped by a changing culture, but is also used to interrogate these cultures, 

providing a useful tool for a renewed investigation of various artistic eras.

The history of criticism concerning James has always been varied and often 

extreme in opposition. Christopher Durston outlines the result of such a 

pronounced tension due to the protean nature of the King. He writes, 'Faced with 

such complexity, historians have too often indulged in crude dissections of James,
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labelling his qualities as either admirable or discreditable on the basis of their day' 

(Durston 7). Frequently, James' memory has been negatively cast. Anthony Weldon, 

writing in the mid-seventeenth century, describes the King in the following terms: 

hee was naturally of a timorous disposition ... his eyes large, ever 

rowling after any stranger that came in his presence ... his tongue too 

large for his mouth, which ... made him drink very uncomely ... he 

was not able to stand at seven years of age, that weaknesse made 

him ever leaning on other mens shoulders. (Weldon 178-179)

This negative depiction of King James as a 'weak' and 'uncomely' monarch has 

become ingrained in the legacy of the early modern King of Scotland and England, 

impacting upon the reception of his writings and on subsequent appropriations.

Jane Rickard describes this passage as an 'orthodoxy' which has planted itself firmly 

within discourse surrounding King James.3 Re-viewing the depiction of James Vl/I 

presented by the King's most renowned biographer, D.H. Wilson, and by critics such 

as Jonathan Goldberg and G. P. V. Akrigg, there appears to be some truth to 

Rickard's claim.4 However, it is not just Weldon's description that influences 

modern Jamesian criticism. In many historical works figuring the early modern King, 

the pithy epigram from W.C. Sellar and R. J. Yeatman's 1931,1066 And All That, that 

'King James slobbered at the mouth and had favourites; he was thus, a Bad King,' is 

also a frequently rehearsed maxim (Sellar and Yeatman 61).5 It is perhaps

3 She continues to refute Weldon's opinion on the grounds that he is 'writing not only for a position 
of bias but forty-nine years after an event that took place when he was just nine years old’ (Rickard 
24-25).
4 See the Wilson; Goldberg; and Akrigg.
5 Both S. J. Huston and Gregory Colon Semenza refer to this sentiment as exemplary of the 'tradition' 
of writing about King James Vl/I (Huston 101; Semenza 87). Alastair Bellany also addresses the
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perpetuation of these views that has resulted in the kind of escalated attack on 

James as exhibited by Paul Tice in the introduction to his 2002 edited version of 

Daemonologie. Tice combines historical fact (James liked to hunt) with James' 

interest in demonology and suspicions of the King's homosexuality to conclude that 

'he [James] was a sadist who loved killing animals, then would delight himself by 

rolling around in the blood. He called it "hunting." There are claims that he would 

also practice bestiality while the animal was dying' (Tice ii). Despite the example of 

Tice's unfounded observations, recent criticism has begun to dispel the negative 

image of pre-revisionist historians by returning to the body of the King's discourse, 

examining his literary legacy as opposed to legacy bestowed upon him by somewhat 

biased reports. In the introduction to James' collected correspondence, G. P. V. 

Akrigg suggests that the emerging sympathy towards the King stems from changing 

culture. Using James' sexuality as his example, Akrigg claims that the stigma of 

homosexuality that existed in the Victorian era no longer exists in general terms and 

critics are now beginning to look at James in a new light.6 In an evolving culture, the 

reception of the early modern King is as much in transition as culture itself.

Perhaps the most significant articles for the emergent revisionist culture are 

Marc L. Schwartz's 1974 article 'James I and the Historians: Towards a 

Reconsideration' and Maurice Lee's 1984 'James I and the Historians: Not a Bad 

King after all?' Schwartz presents an argument for the developing shift in Jamesian

significance of Sellar and Yeatman's epigram, claiming that it represents the 'prevailing pre
revisionist assessment' of Jamesian criticism (Bellany 12).
6 As Akrigg states: 'The repugnance caused by the aura of homosexuality that surrounds King James 
in his relationships with his handsome male favourites has now moderated somewhat, in 
consequence of the changing moral attitudes of the late twentieth century. We are looking at King 
James with clearer vision' (Akrigg 1984: 15).
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perspective from one of critique to one of more objective exploration, whilst Lee's 

article expands upon Schwartz's observations, concluding that the turning tide in 

Jamesian criticism was a welcome evolution. Kevin Sharpe acknowledges this 

renewed interest in James in his preface to Daniel Fischlin and Mark Fortier's Royal 

Subjects: Essays on the Writings of James VI and I (2002). Sharpe records that, 

'While revisionists have -  through revisiting the histories of the court and church, 

faction and Parliament -  rehabilitated James, they have shown little interest in his 

writings, beliefs and values' (Sharpe 2002: 16). Although Schwartz and Lee, among 

other Jamesian critics, began the rehabilitation process, it was not until the 

publication of Fischlin and Fortier's Royal Subjects in 2002 that the first book length 

study was offered, dedicated to critical examination of the King's written word.

Whilst historians have debated the character of the King, few have 

examined his writings. To date, there have been three academic works which have 

offered a sustained criticism of James' literary work in addition to a number of 

influential articles. Fischlin and Fortier's collection offered a critical look at a wide 

selection of James' poetry, political prose and religious discourse. Constructed to 

'[explore] the contradictory ways in which James' literary output simultaneously 

enhanced, diminished, and made problematic his position as sovereign,' Royal 

Subjects was the first sustained examination of James' works as a body of literature 

(Fischlin and Fortier 2002: 40). The articles collected within Fischlin and Fortier's 

text are primarily concerned with the effect of James' writings, more so than the 

construction of these texts. They look more at how the impacted on James and the 

implementation of his monarchical policies than how they filtered into the image of
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the King that James tried to forge. Part One of this thesis attempts to close this gap 

in scholarship by focusing on how these texts helped to construct the Jamesian 

'image'.

Exception to the Jamesian literary boycott prior to Royal Subjects was 

Jonathan Goldberg's James I and the Politics of Literature: Jonson, Shakespeare, 

Donne and their Contemporaries (1989). Although Goldberg may have redirected 

study of James towards a new historicist reading of the King, considering James' 

literature as a site of exploration for representation, 'not just of the King's authority 

but as the King's authority,' Goldberg's method of examining monarchical literature 

met with critical hostility (Sharpe 2002: 17). In Sharpe's opinion, 'literary critics 

remained more at home with canonical texts and authors' (Sharpe 2002: 17). 

Fischlin and Fortier's offering demonstrates a shift in this perspective. However, to 

an extent, this sentiment still holds some truth in terms of Jamesian criticism, 

particularly in regards to appropriation. Goldberg's contribution, like Fischlin and 

Fortier's text, is more concerned with the King's authority, and how it translated to 

page and stage. This thesis continues this examination but refocuses its exploration 

towards how these appropriations shaped the image of the King, rather than their 

external impact.

An examination of how James was shaped by his own texts or through the 

texts of others continues to be absent from Jane Rickard's Authority and 

Authorship: The Writings of James VI and /, published in 2007. Rickard's text returns 

to the construction of James' 'authority' as its central premise. Like Goldberg, and 

Fischlin and Fortier, Rickard's text marks a significant moment in Jamesian literary
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criticism as the first monograph to focus solely on the King's works. Expanding upon 

Goldberg's examination of authority in monarchical representation, Rickard engages 

with how authority was constructed through the King's written word, reading from 

the King's words, out to their political impact. I, in contrast, offer a reversal of this 

strategy, reading back to the King through his texts, identifying the 'image' he 

chooses to represent. Both Rickard, and Fischlin and Fortier address a variety of 

generic forms throughout their studies. Kevin Sharpe also comments that 'In the 

case of James VI and I, scholars have not sufficiently noticed the range of genres in 

which the King wrote' (Sharpe 2002: 21). Throughout the course of his career,

James produced two published poetry books, not to mention the unpublished 

poetry that exists in manuscript form, correspondence, paraphrases, scriptural 

exegesis, religious prose, political prose, treatise, a demonology, and a masque.7 

With such a range of literary genres in public circulation, it is fitting that Fischlin and 

Fortier conclude that 'James was a complex character, whose literariness was a 

symptom of a carefully staged public persona' (Fischlin and Fortier 2002: 43). With 

each of these generic additions, James forges an additional facet to his 'staged 

public persona'.

The term 'persona' is used by Fischlin and Fortier as a conclusive note 

referring to James' publically staged self-depiction. However, this notion of 

'persona' is never interrogated. Other critics such as Rickard and Neil Rhodes, 

Jennifer Richards and Joseph Marshall also use this term in reference to James' 

public presence, but again it remains nothing more than a fleeting comment

7 The manuscripts referred to are James VI and I Add. MS. 22601, Add. MS. 24195, Add. MS. 34195 
(all in the British Library) and MS. Bodley 165 (housed in the Bodleian Library).
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(Rickard 59, 98, 196; Rhodes, Richards and Marshall 19; Fischlin and Fortier 43). This 

thesis addresses this critical deficiency, examining this notion of James' 'persona' or 

'personae' that has heretofore only been intimated by previous scholars. Currently, 

there has been no study of the King's texts as a vehicle for looking inward -  as a 

mechanism to examine the King behind the pen. The writings of King James have 

thus far been read through the title of 'King', yet James as a writer remains a 

neglected concept. This thesis proffers a new way of thinking about James' 

literature, considering James, not just as a King who is a writer, but as a writer who 

is also a King.

By considering James as an author, the concept of James' 'persona' can be 

more readily explored as the project considers how James presents himself rather 

than why he issues these texts. Flowever, what is revealed is that James the author 

is as complex and enigmatic as historians record James the King to be, suggesting 

that the two are intricately connected. Whilst Fischlin and Fortier refer to James' 

'staged public persona,' it becomes apparent that the King also constructs a 'staged 

private persona'. By reading back to James through his texts, it becomes 

increasingly evident that James' 'persona' is both multifaceted and shifting -  even 

as an author, James is in a state of flux. The one definitive conclusion that can be 

made about the King is that, through his literature and publication, James is a 

protean figure, demonstrated not least by the variety of generic forms in which he 

wrote.8 This thesis attempts to identify a number of these 'personae' manifest in 

James' writings that have previously been referenced but never critically examined.

8 A person who or thing which changes form, character, nature, role, etc., rapidly or frequently.



12

The degree to which James utilises them to construct a staged public and private 

depiction of himself, and how he draws upon them in order to influence his subjects 

will also be taken into consideration.

Whilst James has been neglected as a writer, the early modern King has 

been even more absent from any afterlife study. Kevin Sharpe addresses the void in 

Jamesian scholarship, stating:

Full understanding of the importance of James VI and I's writings 

awaits a study, too, of the traces of the readings of the King's works 

in marginalia and glosses, and, more broadly, a study of the 

reception of the King's texts -  that is, of the King as a text.

(Sharpe 2002: 22)

The latter part of this thesis goes some way to answering the last clause in Sharpe's 

statement. Unlike Henry VIII or Elizabeth I, James VI and I has escaped the attention 

of appropriate scholars. To date, there has been no work conducted on Jamesian 

appropriation in literature or media after the publication of Weldon's controversial 

tract. The later chapters of this thesis, once again, attempt to bridge the gap in 

criticism and constitute the first attempt to document Jamesian 'afterlives' from the 

time of James' rule to the twenty-first century. This study offers a new mode of 

thinking about the King that has heretofore been neglected. Despite the gap in 

Jamesian scholarship on the subject of appropriation/adaptation, there have been 

many instances across the centuries, with each offering some variation on the 

previous depiction. The protean nature of the King's self-representation, as 

exhibited in the first part of the thesis, informs the second part of the study as the
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appropriated James continues to shift and vary. The fluidity of the King allows the 

figure of James to be moulded Into a variety of modes that far outweigh the 

nuances of the Elizabeth I and Henry VIII borrowings, therefore lending to cultural 

commentary mechanisms.

As this investigation constitutes the first study in Jameisan appropriation, 

this thesis will examine a number of case studies in order to track the evolution of 

the James figure at the hands of subsequent authors. To cover all the instances of 

Jamesian appropriation far exceeds the capabilities of this thesis and would require 

a longer study. Similarly, to only examine a few in detail would fail to provide an 

overview of the variety of appropriative constructions that the figure of 'James' has 

undergone. Ben Beiske, author of Research Methods, claims that 'a case study 

enables the researcher to focus on one -  or a small number of cases -  to gain a 

thorough knowledge of the context and implications of the data at hand' (Beiske 9). 

He further argues that the case study is 'considered valuable in order to shine new 

light on an under researched area' (Beiske 9).Therefore, in investigating such an 

under examined topic, the case study method, coupled with a chronological 

trajectory, offers the most efficient methodology to track the progression of the 

'James' character through a variety of media such as literature, theatre and film. It 

will also offer a fuller examination of the range of ways in which James has often 

been moulded in order to provide some sort of political, cultural or social 

commentary. In order to see how the image shifts, and to recognise the particular 

characteristics adopted / neglected, and read their significance, both aspects of 

James must be considered -  his self presented image alongside his subsequent
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interpreted image. To that end, the thesis has been divided into two parts. Part One 

looks specifically at James' works, whilst Part Two looks at Jamesian appropriation 

in the works of others from the 16th to the 21st century.

Part One: '[BJookes are viue Idees of the authours minde'

The first two chapters of this thesis attempt to survey a generous cross- 

section of James' works. Rickard bestows the title of 'writer-king' upon James, yet, 

whilst Rickard makes this claim, and indeed identifies further facets of James' 

'identity,' she does not offer an analysis of how these 'titles' were forged (Rickard 

33). As has previously stated, Rickard is not the only critic to claim that James 

demonstrated a series of 'personae' through his writing, yet fails to go back and 

investigate these particular constructs at work, much less identify what these 

'personae' are. This section attempts to offer a re-assessment of such concepts, 

exploring how they came to be, rather than assuming their existence. I expand upon 

Rickard's more general title to examine the variety of 'identities' James appears to 

carve through authorship, arguing that James is involved in complex processes of 

self-fashioning.

Stephen Greenblatt, the first proponent of self-fashioning in the early 

modern period, comments that 'in sixteenth century England there were both 

selves and a sense they could be fashioned' (Greenblatt 1). Of course Greenblatt 

acknowledges that this is not some new idea 'springing up from nowhere' in 1500, 

but rather, 'in the sixteenth century there appears to be an increased self- 

consciousness about the fashioning of human identity' (Greenblatt 1-2). The
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concept of self, or the 'internal-self is something that still escapes definition and 

has been widely debated in recent years by authors such as Katherine Eisaman 

Maus, Catherine Belsey, Alan Sinfield and Jonathon Dollimore, and Francis Barker, 

among others.9 For Catherine Belsey, the 'subject' is fragmented, impacted by social 

and cultural discourses, whilst for Greenblatt, the 'self', although it may be 

decentred and impacted by external forces, is afforded a degree of 'inwardness' -  a 

concept very much explored by Katherine Eisamn Maus. Robert Ellrodt argues for 

the notion of an 'unchanging self,' whilst cultural materialism argues for a more 

'decentred subject' (Sherwood 6). Part One of this thesis, however, is not charged 

with the task of identifying James' conception of 'self'. Rather, it is centrally 

concerned with identifying how he presents that 'self' within his writings.

Greenblatt's objective was to analyze how writers of the 16th century

'created their own performances' and 'to analyze the choices they made in

representing themselves' (Greenblatt 256). I intend to follow a similar analytical

pattern, looking at the choices James made in representing himself. Greenblatt

proceeds to note that in this period, the term, 'fashion' came to be understood as 'a

way of designating the forming of the self' but he continues that 'more significantly

for our purposes,' and indeed for the purpose of this present thesis, ' fashioning

may suggest the achievement of a less tangible shape: a distinctive personality'

(Greenblatt 2). Greenblatt notes the that the primary example of this kind of self-

’’ Maus gives a summation of the critical debate on 'inwardness' thus: 'Goldberg argues that "the 
individual derived a sense of self largely from external matricies"; Jones and Stallybrass that "the 
supposedly 'private' sphere ... can be imagined only through its similarities and dissimilarities to the 
public world." Stockholder claims that in the English Renaissance "one's place in the world was 
identical to one's self-definition, and to 'know oneself' was ... to know the duties entailed by one's 
membership in an order on the hierarchical ladder". Fumerton maintains that "the private could be 
sensed only through the public," and that "the 'self' was void'". (Maus 2-3) See also Sherwood 1-4 
for a general summation the debate on 'self' in the Early Modern period.
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fashioning is Christ, but, moving away from this type of religious construction into 

the more secular, he claims that self-fashioning achieves a new variety of meanings. 

One of these new meanings includes the notion that self-fashioning 'suggests 

representation of one's nature or intention in speech or actions,' foregrounding the 

central trust of part one of this thesis (Greenblatt 3).

Linguist, Emile Benveniste claims that:

it is literally true that the basis of subjectivity is in the exercise of 

language. If one really thinks about it, one will see that there is no 

other testimony to the identity of the subject except that which he 

himself thus gives about himself. (Beneviste 226)

The same can be said for James as it is only through his writings that the 

investigator can attempt to unearth the King's 'identity'. Yet, even then it can only 

even be an 'identity' that is constructed by James himself, through the medium of 

language. With such a range of literary genres in public circulation, the 'identity' of 

James becomes even more difficult to locate as, with each generic shift, comes a 

new facet for examination. I argue that the multiplicity of generic variations is an 

integral part of locating the King's 'presented self'. Therefore, it is important that 

Part One provides an overview of James' works in order to consider the King across 

all these variations. Rather than reading James' shifting opinions and varying 

personas as contradictory or negatively impacting on the King's reign, Rhodes et al. 

claim that these differences show that:

Unlike his successor, James knew when to drop an argument, to 

change his tone or to adopt a different persona ... James may have
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felt disillusioned at the result of his struggles to convey his vision in 

words, but the struggle itself may have preserved peace for another 

generation. (Rhodes, Richards and Marshall 19)

Rhodes, Richards and Marshall measure James’ inconsistencies as a method of 

pleasing his public, a tactic that helped establish his peaceful reign. James' 

constructed multifaceted existence worked to his advantage.

As outlined earlier, the term persona, is one that has been glossed over in 

critical discussions concerning James. Yet, there is certainly a case for the 

investigation of the concept of 'persona' in relation to debates about subjectivity. 

Terry G. Sherwood observes that 'Conspicuously absent in discussion of both 

Beisey's depersonalized "subject" and Greenblatt's more fully conceived "self" is a 

common and everywhere-present early modern terminology of "person"'

(Sherwood 4). Tied to the idea of 'person' is the concept of 'persona'. According to 

the OED a persona is 'An assumed character or role, esp. one adopted by an author 

in his or her writing, or by a performer... The aspect of a person's character that is 

displayed to, or perceived by others'. For the King as author, the concept of 

'persona' can be connected to his works, therefore, through his pen, James projects 

a particular 'persona'. The OED offers a further definition of 'persona' taken from 

the psychological perspective -  chiefly, from the observations of Carl Gustav Jung. It 

states that 'persona' is also 'the outer or assumed aspect of character; a set of 

attitudes adopted by an individual to fit his or her perceived social role'. This 

definition ties directly to the concept of self-fashioning -  the 'person' displays

adopted characteristics in order to present a perceived sense of identity. It also links
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to the central thrust of this thesis -  how James constructed his perceived 'identity' 

and in turn, how did others perceive his presentation of self. Part One of this thesis 

hopes to investigate the notion of presented 'personae' in the construction of 

James' 'staged public persona', looking for the first time, not only at the concept of 

James' 'persona' but how the notion of 'persona' functions within a discourse of 

'self-fashioning'. Part Two will then continue to explore how this presentation of 

'self' impacted on subsequent readings of the King.

Although, as Sarah Dunnigan points out in her essay 'Discovering Desire in 

the Amatoria of James VI,' the most personal of James' poetry may have been 

written in collaboration, it is how James presents himself to his public through his 

texts that the first part of this thesis is most concerned with, not whether James 

was authoring or authorizing (Dunnigan 151). Rather than redressing the singular 

title of 'writer-king', this thesis will consider James' self-constructed roles of poet- 

king, master poet, preacher, exegete, translator, psalmist, peacemaker, 

demonologist and political philosopher. What emerges is a type of Jamesian 

'mythos' as various characteristics become attached to the concept of the early 

modern King -  concepts such as 'peacemaker' and 'divinely installed monarch'. 

These concepts work their way into the cultural orthodoxy surrounding later 

discussions and appropriations of James. These first two chapters examine the ways 

in which James helps to mould some of these concepts himself-some more 

successfully than others.

In terms of Jamesian literary criticism more generally, the King's poetry has 

received less attention than his political enterprises. Fischlin and Fortier



acknowledge this disproportionate attention in the introduction to their collection 

(Fischlin and Fortier 2002: 47).10 To that end, Chapter One, 'Reading The Monarch in 

the Early Works of James VI and I: The Poetical Years and the Early Scottish Reign', 

looks at the poetical and exegetical work of King James, produced in the King's early 

Scottish reign, in order to give a more nuanced reading of the King's body of work. 

This chapter examines the ways in which James works to establish himself as a poet 

and an exegete (among other things), through publication of his early works. He 

does this by aligning himself with classical authors, and by trying to adhere to poetic 

convention, albeit in a mutated fashion, due to his status as King. By looking at 

James' poetry in this way, we begin to see the emergence of those tropes that 

would become integral to the Jamesian 'mythos'. In this way, James becomes a key 

figure in the establishment of his own identity, and of his own legacy.

Beginning with an examination of the proclamations produced in James'

name in conjunction with his first poetical verses, this chapter addresses the culture

into which the King was interpolated, connecting terms associated with the infant

James to his later repetition of status as divinely instituted monarch. Exploration of

the King's first poetical publication, Essayes of a Prentise in the Diuine Arte of Poesie

(1584), reveals the extent to which James was concerned with forging a reputation

as poet. The collection consists of sonnets, a minor epic, translations and his 'Revlis

and Cavtelis,' James' poetic manual. Two elements emerge from this first collection,

which are further developed in his correspondence and in his later poetical and

exegetical writings; his concern with interpretation and the development of his

10 Fischlin and Fortier write, 'Our decision to foreground James’ poetry in this volume is in part a 
response to the fact that James' prose, and especially his political prose, has received a 
disproportionate amount of critical attention over the years' (Fischlin and Fortier 2002: 47).

19
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literary persona. The King's poetic and exegetical writings are also inflected with 

political concerns. His exegetical writings, for example, show the King's desire not 

only to have his writing understood in his terms, but to have the writing of others 

interpreted as he so wishes. His exegetical work, therefore, plays an important role, 

not only in James' process of self fashioning, but in paving the way for his later 

political policies. His Maiesties PoeticalI Exercises at Vacant Houres in 1591 

continues this method of governing and self-fashioning. By examining the language 

and circumstances of James' later Scottish poetry, and in particular, 'The Lepanto', 

this chapter demonstrates that, in his early publishing career, James works to 

identify himself as a poet who is also a King.

However, in his political writing, James reverses this method, illustrating his 

political policies with poetical language but withdrawing from the public circulation 

of any further poetical collections. In his later Scottish reign, and during the course 

of his English sovereignty, this relationship is inverted: James fashions himself as a 

King who is also a poet indicating that the King's presented 'identity' is not fixed but 

rather malleable, fitting into the argument that King James presents a protean 

vision of self.

Chapter Two, 'Reading the Monarch in the Political and Minor Prose Works 

of James VI and I: The Late Scottish Years and the English Reign', addresses the 

King's political prose works in the main, considering James' later poetry where 

appropriate. This chapter continues to look at James' forged identities and how 

they play into the establishment if the 'cult' of James. However, what is also under 

investigation here is James' literary strategies for rule. Through exploration of his
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methodologies for self-presentation, there emerges a dual sense of 'self' -  a public 

self and a private self. Yet, the concept of a private self here is, in fact, false as both 

'selves' are constructed for public consumption. Investigation of James' use of 

pronominal variation helps to interrogate these ideas of public and private self

projection. Similarly, James utilises the figure of Prince Henry in order to further 

this notion of a 'private-self' as projected in Basilikon Doron. This chapter also 

continues to look at James' concerns regarding misinterpretation. The King 

expresses concerns that his words will be misinterpreted, and repeated publication 

of his texts is a symptom of this anxiety. If the King's words are interpreted 

incorrectly, then James runs the risk of his image, also being falsely interpreted. 

Indeed, as will be seen across the scope of this thesis, James could not police his 

reading public and so, as illustrated in Part Two, interpretation of the King is more 

varied that the King's presented 'personae'.

With the publication of Daemonologie, James' focus shifts from the divine 

art of poetry to the realm of political philosophy. As the only monarch to ever pen a 

demonology, James' entrance into the realm of political publication is trumpeted by 

a pioneering work. The King follows his demonology with Basilikon Doron, perhaps 

his most well known publication. This chapter examines the intricacies of James' 

language in these later works, mapping the processes through which James carves 

his later literary associations of demonologist, political philosopher and biblical 

translator, using them to cement his divine authority. These texts will also be 

considered in relation to James' strategies of government by pen. The King's 

political speeches and orders are also taken into account, particularly in relation to
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James' attempt to 'control' interpretation, something than begins subtly in his early 

literary enterprises but becomes part of political policy in his later reign, particularly 

in the case of His Majesty's Orders and Directions, concerning Preaching and 

Preachers (1622).11 James' final literary enterprises reveal a combination of poetry 

and proclamations. The 'poet-king,' publicized in the first chapter, reappears at the 

end of his reign in dual combination with the political philosopher. However, 

although demonstrating continued innovation in leadership strategies, the 

combination of these two methods of government by pen, in these last few 

instances, reveal a King whose authority, along with his status, is in decline.

Part Two: '[A] King is as one set on a stage'

However, James' publishing career would not have made any significant 

impact, were it not for his reading public. His readers ranged from the general 

public to Elizabeth I, Catholic controversialists, playwrights, poets, bishops, 

preachers and antiquarians.12 Graham Rees and Maria Wakley comment that:

the accession of James I had an immediate impact on the London 

book trade. Indeed, as monarchs went, James was more than usually 

keen to exploit the printed word and use it to establish his authority 

at home and abroad. (Rees and Wakely 470)

Although his poetry and political texts began their circulation in manuscript form, 

therefore limiting the potential readership, they soon made their way to print,

11 Printed as King James, his letters and directions (1642).
Unfortunately there is very little evidence to explicitly reveal James' reading audience. Apart from 

Gabriel Harvey, an early modern commentator discussed in Chapter One, all other assumptions are 
based on the replication of ideas found in James' texts within ideas expressed by others and 
attributed to the King in some fashion, including through appropriation.
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expanding their potential readership in spectacular fashion. Yet, offering his texts to 

such a wide and varied audience was not without its problems.

For Stephen Dobranski, the relationship between author and reader is one 

of reciprocity-the author both authorizes and is authorized by his readers. 

However, in James' case, and as Rickard points out, this means that the King is also 

'being authorized by and authorizing his subjects' (Rickard 13). In other words, 

through publication, James opens himself up to interpretation and to 

misinterpretation through processes of reading. Speaking of James' use of Samuel 

in defence of his divine status, Alan Sinfield records that:

This prominent biblical example could hardly be ignored, so James 

cites it and says that Samuel was preparing the Israelites to be 

obedient and patient. Yet once James has brought Samuel's 

pronouncement into visibility, the reader is at liberty to doubt the 

King's tendentious interpretation of it. It is hardly possible to deny 

the reader this scope: even the most strenuous closure can be 

repudiated as inadequate. (Sinfield 104)

By defending the idea of divine sovereignty in his texts, James opens up the subject 

to debate by his readers. In Privacy and Print (1999), Cecile Jagodzinski makes the 

argument that reading in the early modern period, helped to establish the concept 

of individuality (Jagodzinski 1-22). As reading 'individuals,' James' audience 

internalise the written signs in accordance with their personally established schema 

and interpret the words presented to them accordingly. Their interpretation, 

however, does not necessarily have to equate with the intended meaning of the
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author. In Vox Regis (1624), Thomas Scott tries to proffer an argument that the 

King's words must always be constant, claiming that:

I doe assure myself it can be no presumption in me for my owne and 

other mens resolution, to observe his words, and to reade his 

writings, thereby to learn to know him perfectly and to expect 

without doubt the accomplishment of his promises. (A2r-v)

Despite Scott's presumption, the process of reader interpretation means that the 

King's words can never be constant -there will always be some level of variation in 

meaning due to the concept of the authorizing reader.

Therefore, far from closing down interpretation, by publishing his works and 

making them available to a wider audience (as seen in Chapter Two), James fuels 

the risk of misinterpretation. In terms of James' wider, cross temporal readership, 

Kevin Sharpe's observation that 'James was right to suspect and fear the 

independence of readers,' is even more poignant (Sharpe 22). This is true for James 

as it is this independence that generates such varied readings of the King's texts 

during his reign. Yet, the impact of such reading practices extends far beyond the 

King's lifetime as James continues to be read and interpreted according to each new 

era, consequently maintaining his protean image, not just within his own era, but 

continuing across the scope of his many afterlives.

Rule number nine of Greenblatt's 'governing conditions' of self-fashioning 

states that 'Self-fashioning is always, though not exclusively, in language'

(Greenblatt 9). Part One of this thesis examines James' construction of self through 

his own writings, Part Two looks at how other writers 'fashion' James. This section
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interrogates how we remember James, looking at how the Jamesian 'mythos' is 

extended from Port One and picked up and moulded by appropriators in the 

creation of Jamesian afterlives. It is here that Greenblatt's rule nine clause, 

questioning the exclusivity of language comes into play as, from the sixteenth to the 

twenty-first century, appropriations of James have appeared in a virtual 

smorgasbord of generic forms, including the visual, that far outweigh the generic 

multiplicity of the King's own writings. The remaining chapters examine those 

moments at which James is remembered by other literary and visual 'artists,' 

moving from ideas of self-fashioning to theories of adaptation and appropriation 

where the 'King as text' is translated into new literary, visual and temporal 

locations.

According to Julie Sanders, adaptation, at its most basic, involves a 

'sustained engagement with a single text or source constituting more than a 

glancing act of allusion or quotation' (J. Sanders 4). The OED offers a definition of 

'adaptation' as 'The process of modifying a thing so as to suit new conditions'.

Taken together, adaptation, for the purposes of this thesis, is a sustained 

engagement with a text, albeit re-imagined for a new audience. Although one 

might talk about an adaptation of history, history cannot be adapted in the 

theoretical sense of the word. Sarah Cardwell, in her book, Adaptation Revisited 

(2002), asks the question 'When is an adaptation not an adaptation?' (Cardwell 15). 

Cardwell considers Shekhar Kapur's Elizabeth (1998) in terms of the 'adaptation' 

debate. She makes the point that, whilst the film 'uses history as a basis ... the film 

is more a creation of Kapur's than an adaptation of "history"' (Cardwell 16). But can
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history be adapted? Cardwell proceeds to consider this query in terms of Elizabeth I. 

She claims that representations of Elizabeth I are:

all based upon a real person and the events with which she is known 

to be connected; in this sense, all such films are adaptations -  they 

are adaptations of history. Yet it is their very basis in history that 

disallows their inclusion within the genre of "adaptation".

(Cardwell 17)

The same can be said for all appropriations of James. Whilst they each have some 

essence of history within them, they are primarily the vision of the writer or 

director. Dudley Andrew observes that: 'We reserve a special place for those films 

which foreground this "adaptive" relation by announcing themselves as versions of 

some standard whole. A standard whole that can only be a text' (Andrew 97).

Whilst James may be read as a 'text', he is not a 'standard whole'. Part One of this 

thesis illustrates that, even within the King's own self-representation he does not 

appear as a unified 'standard' text, but rather a series of glimpses or fragments that 

combine together to offer some sort of loose conception of what the King may be. 

Therefore, the King cannot be adapted to page or screen. The term 'adaptation' 

applies only to those texts/films which constitute a relocation of an alternative, 

tangible 'text'.

Appropriation, on the other hand, 'carries out the same sustained 

engagement as adaptation but frequently adopts a posture of critique, even 

assault', affecting 'a more decisive journey away from the informing source into a 

wholly new cultural product and domain' (J. Sanders 4, 26). In other words, whilst
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interacting with the text in a similar manner to the process of adaptation, 

appropriation goes beyond the act of 'modification'. Appropriation, rather, modifies 

the source 'text,' whilst simultaneously interrogating the subject of appropriation. 

Throughout the course of Jamesian reinvention, not only do James' literary works 

become the subject of appropriation but so too does James, particularly in the 

twentieth and twenty-first centuries. Fragments of the King are moulded together 

in a type of 'pastiche' to create a new vision of the early modern King, again 

relocated to an alternative era. Therefore, these later chapters are primarily 

concerned with processes of appropriation or representation. For example, in 

Virginia Woolf's Orlando (1928), Woolf offers an appropriation of James, 

highlighting some reported characteristics, but dismissing others in order to create 

a specific Jamesian representation. However, the term 'adaptation' does have a 

place within this thesis; Sally Potter's film version of Orlando (1993) for example, 

constitutes an adaptation of Woolf's text, offering sustained engagement of a 

tangible text, modified to suit presentation within the new medium -film . 

Therefore, this thesis will draw upon the term adaptation when discussing those 

texts that have a tangible textual source, and the terms appropriation and 

representation (as a version of the source but not depicting the whole) when 

discussing the James figure as presented in these later re-imaginings.

Sanders states that 'the idiom in which adaptation and appropriation 

functions is rich and various; that is part of its essence and importance, and any 

study of the same should surely reflect this fact' (J. Sanders 3). The study of 

Jamesian representation meets Sanders' proposed criteria, providing material that



not only crosses temporal boundaries but traverses a variety of generic borders. 

Depictions of James that occur in later centuries, exhibit a more complex form of 

representation. Appearances of James in works stemming from the late 17th to the 

21st century present a type of appropriate pastiche, spliced from earlier textual 

representations, formulated in the late 16th and early 17th centuries, not least from 

the King's own writings. The Jamesian 'mythos' builds and reforms through 

repetition of these 'motifs' such as James' status as 'peacemaker,' his fear of the 

sword, his tendency to drink and his love of the hunt.

This appropriative study not only produces an overview of how James is 

figured during his reign and the ensuing centuries, but also showcases the cultural 

climate in which the adaptation/appropriation is produced. Sanders writes that 'In 

some instances, a historical event is depicted and deployed both for its own rich 

literary and imaginative content and for the parallels and comparisons it evokes 

with more contemporary topical concerns' (J. Sanders 139). A type of 'cultural 

osmosis' occurs, blending together a reflection of the past with concerns of the 

present through the act of appropriation (J. Sanders 13). Success of these referrals 

depends upon the connectivity of the hypertext (appropriation) and the hypotext 

(James) experienced by the reader. John Ellis writes that 'adaptation trades upon 

the memory of the novel, a memory that can derive from actual reading, or, as is 

more likely with a classic of literature, a generally circulated memory' (Ellis 3). For 

Ellis, what constitutes the 'classical' hypotext is not the text itself but a viable
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memory of that text, or, in other words, the residual 'myth'.
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Sanders dedicates a number of chapters to the expulsion of myth, folklore 

and fairytale as material for appropriation. She claims that the nature of these 

textual creations depends on a 'communality of understanding,' therefore providing 

a rich source for appropriation (J. Sanders 45). In Mythologies, Roland Barthes 

states that: 'Mythical speech is made of a material which has already been worked 

on so as to make it suitable for communication' (Barthes 110). This phenomenon 

involving the transmutation of history into myth applies to the consequence of one 

of the most infamous events in Jamesian history. Retellings of the Gunpowder Plot 

of 1605 are frequently referred to across each of the chapters in this section. The 

memory of the Gunpowder Plot is one that could be considered to have entered the 

realms of 'myth'. That is not to say that the Gunpowder Plot never happened, 

rather perversion of the tale over the course of four centuries, has bestowed 

elements of mythical proportions upon the seventeenth century event. It is in this 

way that the Gunpowder Plot takes on the status of 'myth'. Added to this, the 

common refrain of 'Remember, Remember the 5th of November, Gunpowder, 

Treason and Plot' certainly adheres to Barthes' equation of myth, providing a 

suitable example of material moulded for the purpose of communication, in this 

case through repetition.

Sanders writes that 'This, perhaps, is the essence of literary archetypes: their 

availability for rewriting means that they are texts constantly in flux, constantly 

metamorphosing in the process of adaptation and retelling' (J. Sanders 62). This is 

perhaps the reason behind the popularity of the Gunpowder plot as an 

appropriate choice -  it provides the 'good guys' and the 'bad guys'. However, just
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which side is which, and how binary these distinctions are, is what distinguishes one 

appropriation for the other. Indeed no appropriate narrative demonstrates James 

to be a character in flux more than the Gunpowder Plot retellings, for each new 

version of 'James' is different to in some respect to the previous. This illustrates 

that the protean nature of the early modern King does not reside solely within the 

boundaries of his own writing, but rather extends into the Jamesian afterlives, 

demonstrating them to be equally, if not more fluid than the James' presented 

'personae'.

The speculative narratives woven around these historical events colour the 

depiction of the Jacobean monarch and potentially distort the common historical 

narrative. A further example relating to the Gunpowder treason is Terry Deary's 

Slimy Stuarts (2007) which questions whether James had a hand in the formation of 

the Plot in order to secure his own crown and win the love of his subjects.13 Sanders 

writes: 'History is not being undone by means of these appropriations and 

adaptations, but its stability is being questioned' (J. Sanders 143). Examples such as 

Deary do not erase history but confuse it. As a result, history experiences 

metamorphic shifts with the application of each new perspective.

The appearance of Jamesian representations across multiple centuries and

genres demonstrates a type of progressive evolution. Sanders' work supports this

kind of hypothesis as she posits a Darwinian approach to adaptation (J. Sanders 24).

As the medium of adaptation/appropriation evolves, so too does the method of

that representation. Citing Shakespeare as her example Sanders states that 'If

13 Deary writes: 'Not everybody loved James when he arrived. What James needed to give the 
English was a shock. He needed to say, "You'd be worse off if I was dead!" ... then arrange an 
attempt on his own life. A failed attempt, naturally' (Deary 139).
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drama embodies within its generic conventions an invitation to reinterpretation, so 

the movement into a different generic mode can encourage a reading of the 

Shakespearean text from a new or revised point of view' (J. Sanders 48). This new 

viewpoint, emerging from the evolution of generic custom, brings with it a type of 

intertextuality that stimulates the furtherance of adaptive/appropriative 

occurrence, creating for the reader new schematic intertextual networks (J. Sanders 

2). Ellis' claim that 'Adaptation into another medium becomes a means of 

prolonging the pleasure of the original presentation, and repeating the production 

of a memory' is interesting, particularly in terms of the Gunpowder Plot 

appropriations (Ellis 4-5). Retelling the 1605 Gunpowder Treason certainly fits with 

this convention. Over the course of four centuries, the plot has been 

commemorated in sermons, poems, plays, cartoon, film and musical form. On a 

more general note, for a King whose literature displayed a desire to be 

remembered, the continuation of memory through progressive appropriative 

techniques is surely an apt legacy.

The perspective of the appropriator dictates the ratio of celebration or 

critique surrounding the 'remoulding' of the Jamesian image, interjecting various 

contextual motivations into the history of Jamesian appropriation/adaptation. 

Sanders writes that, regardless of the degree to which the appropriation adheres to 

the hypotext, 'what is often inescapable is the fact that a political or ethical 

commitment shapes a writer's, director's, or performer's decision to re-interpret a 

source text' (J. Sanders 2). Examination of the Jamesian appropriation indicates the

truth of Sanders' observation. Terry Eagleton states that, 'To understand literature
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then, means understanding the total social process of which it is part' (Eagleton 5).

If Eagleton's conviction is accepted, then it is a necessary conclusion that literature 

is influenced by the social environment in which it is produced. Therefore, the 

translation of James into numerous texts indicates that the appearance of the first 

Stuart King in such a variety of genres must serve more than a wholly historical 

purpose. By reading these moments of adaptation and appropriation in this broadly 

chronological fashion, the evolution of James in his afterlife can be traced, 

culminating in the emergence of James as 'sign' -  a figure to be interpreted rather 

than merely remembered.

Chapter Three, 'Constructing the Monarch: King James and the myth- 

makers,' looks at the first appearances of King James as an appropriation, emerging 

in Scotland and later in England. This chapter continues to investigate the formation 

of the Jamesian 'mythos'. The process of appropriation cannot take place without a 

source text to 'read'. In this case, the source text is James' image, as constructed 

during his reign. The motifs discussed in Part One are picked up by the 

appropriators in the early modern period and expanded. Although the King sowed 

the seeds of these characteristics which would make their way into how he would 

be remembered, the writers of the Jacobean period greatly contributed to this 

process. Whilst Goldberg's text looked at how James' 'authority' was picked up and 

reflected in this period, there has yet to be a study of the way in which notions of 

James as 'Solomon' or 'peacemaker' etc. would become a somewhat orthodox 

association. I hope to address this deficiency and offer a survey of how the Jamesian 

'mythos' was added to during this period. Therefore, Chapter Three investigates a
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number of key moments in Jamesian appropriation during the King's reign, marking 

the impact the 'myth-makers' had on the solidification of the Jamesian 'mythos'. 

This chapter also explores those mythic elements that were attached to the figure 

of the King through appropriate methods -  elements relating to classical and 

biblical mythology for example. Beginning with the dedicatory sonnets attached to 

Premise and Poetical Exercises, this chapter examines the evolution of Jamesian 

mythology.

By considering the terms in which the King was represented, it becomes 

increasingly evident that certain classical and biblical tropes, such as the 'sun' and 

the Saloman/Solomon images, become central to the myth-making process. The 

King's entrance to London and ensuing pageants play a role in translating the 

formulated Scottish associations to a new English audience, as well as establishing 

some new ones.

James' literary texts played a vital role in this transition as they offered a 

way in which the new English subject could 'know' their King, even before he 

crossed the Tweed. Although this chapter does not delve into theatrical 

appropriation in an attempt to avoid regurgitation of those appropriative 

connections already established by critics such as H. N. Paul and Herbert Howarth, it 

does briefly revisit Shakespeare's Measure for Measure (1604) and a number of Ben 

Jonson's masques to look specifically at the impact of James' published texts upon 

theatrical representation. The King's works also play a significant role in visual 

representation within this period as evidenced by the production of Henry 

Peacham's Minerva Britanna (1612). Finally, this chapter explores the first
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appropriations of the Gunpowder Plot. During this period, appropriations of the 

Gunpowder Plot offered a reworking of the 1605 event, reshaped into mythical 

proportions. This process would work its way into the fabric of historical memory 

and impact upon subsequent representations of the Plot, as will be addressed in 

later chapters. Through examination of the early commemorative Gunpowder 

poems, a pattern of decentralisation begins to emerge as mythical constructions of 

the King within the narrative begin to wane in his later years.

Chapter Four, 'Decline and Fall of the Jamesian "Image" in the Seventeenth 

Century,' marks the shift in accolade to remembrance, beginning with the moment 

of James' death. The accession of Charles I began what can only be described as the 

most turbulent period for the monarchy Britain has ever witnessed. As such, the 

recurring figure of James is never really addressed within criticism of this time (or 

thereafter). Therefore, this chapter hopes to redress the balance, looking at the 

ways in which James has been appropriated across the scope of the seventeenth 

century, particularly in relation to the perception of the monarchical institution. 

What emerges is that the variations in Jamesian appropriation across this time 

period correlate to the shifting perspective on monarchy. Investigation of these 

representations therefore offers a new method of reading the decline and fall of the 

monarchical institution from Charles I to James II.

The chapter begins with an examination of the King's funeral sermons and 

memorials which indicate the success of the Jamesian mythos as constructed 

throughout James' career (Chapters One -Three). Many of the established 

associations are replicated within tributes paid to the late monarch. However, a
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return to the Gunpowder plot appropriations, this time forged in the Latin tradition, 

demonstrates an emerging mythical construction of plot rather than of the King. Yet 

one figure in this period works to commemorate the Jamesian legacy — his son 

Charles I. Not only did the new King reissue James Book of Sports (1633), but he 

commissioned the Peter Paul Rubens ceilings in the Banqueting House at Whitehall. 

But Charles' tributes were far from a sentimental homage to the late King. Rather, 

they were a method through which he could attempt to appropriate his father s 

legacy. By examining these 'tributes’ in detail, this chapter argues that Charles 

commemorations hastened, if not instigated, the fall of the Jamesian image.

Tainting of the Jamesian 'mythos' continued throughout the course of the 

seventeenth century, not least through the publication of Anthony Weldon s 

infamous scathing attack in The Court and Character of King James VI and I (1650). 

The emergence of such open criticism led to the publication of poetical satires and 

derogatory treatises concerning James. This chapter maps the shift from celebration 

to criticism. By the end of the seventeenth century, even James' peacemaker image, 

a facet of the Jamesian 'mythos' that had withstood all previous attack, was now 

drawn into question. Through an examination of John Dryden s Amboyna. or the 

Cruelties of the Dutch to the English Merchants, a Tragedy (1673), alongside later 

tract references, the last section of chapter four traces the eventual demise of the 

Jamesian image, replacing celebrated legacy with tyrannical associations.

The fifth chapter, 'Appropriations of James VI and I in Romantic and 

Victorian Culture/investigates how James is remembered within the eighteenth 

and nineteenth centuries. The case studies presented in this chapter have never
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been examined explicitly in terms of their representation of James. Nor has there 

ever been study of the James figure in this period. Again I hope to address this gap 

by examining a few key texts that emerge over the course of these two centuries. 

Jamesian appropriation appears to emerge at cultural key moments in this period.

He is utilised in the debates surrounding the French Revolution and he is a selected 

subject for experiments in literature -  chiefly in William Landor s Imaginary 

Dialogues project and in Walter Scots creation of the Historical Novel . James 

becomes a source text at these key moments of cultural and literary revolution and 

therefore an investigation of James in this period lends to a new investigation of 

these emerging genres. However, whilst Jamesian appropriation may contribute to 

cultural advancement during this period, that same culture, namely Victorian, 

impacts upon the legacy of James and the King becomes subject to censorship and 

ridicule. Chapter Five begins with a brief survey of Jamesian appropriation in 

the early eighteenth century. After such a decline in reputation over the course of 

the previous century, representation of the early modern King is minimal during the 

first seventy years of the eighteenth century. Replaced by appropriations of Charles 

I and II, William of Orange and James II, creative enterprise had little use for 

appropriations of a 'writer-king', little use that is until the moment of the French 

Revolution. Discussing those authors who have traversed history, Sharpe writes that 

'James VI and I was not among them. His was a pen and a mind manifestly engaged, 

in verse no less than in polemical tract, with his time' (Sharpe 2002:16). However, 

appropriative appearances in the later eighteenth century and thereafter 

demonstrate that this is not the case. By looking at the invocation of James' name in
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political pamphlets such as Edmund Burke s Reflections on the Revolution in France 

(1790), it becomes apparent that, in the relatively quiet period for Jamesian 

depiction that bridged the gap between the late seventeenth and the late 

eighteenth century, Jamesian appropriation experienced its own revolution. An 

understanding of how the King tried to present himself in Basillkon Doron and The 

True Lawe of Free Monarchies (as presented in Part One) is key in understanding the 

significance of such an invocation at this juncture in history. Burke, through his use 

of James' name, also invokes his policies and beliefs as laid down in these early 

modern texts. However, this new found revitalisation was short lived. Sir Walter 

Scott attempted to offer a more balanced view of James in his Secret Flistory of the 

Court of James I (1811), by presenting tracts such as Weldon's alongside more 

favourable reports of the early modern monarch. In The Fortunes of Nigel (1822), 

Scot presents an equally complex vision of James in which the King straddles both 

conventions of praise and critique. As the reading community expanded in the 

Victorian periods, so too did the variety of genres. Walter Savage Landor's 

Imaginary Dialogues (c. 1882-3) offers a new medium into which Jamesian 

appropriation was interjected. Yet these evolving forms did not produce ground for 

revitalising the Jamesian myth. Rather, echoing the decline of the seventeenth 

century, this period witnesses a similar shift in Jamesian appropriation, from the 

invocation of the divine monarch in Burke, to representation of James as the comic 

buffoon character, appearing in illustrated form within a number of periodicals of

the late nineteenth century.



Finally, Chapter Six, '20th/21st Century Evolutions: The Progressive 

Construction of James as a Social and Political Symbol,' considers appropriations of 

James in the twentieth and twenty-first centuries. This period introduces new 

technology and, with it, a host of new genres into which James is translated. 

Representation of James in this period is a wholly neglected area and this chapter 

constitutes the first study of its type. Chapter Six argues against the view held by 

Roland Hutton that James is not a tantalising enough prospect for appropriation on 

screen (Hutton 250). Rather, by looking at a series of moments in which Jamesian 

appropriation emerges, this chapter demonstrates that there are certainly enough 

examples of James on screen to warrant critical consideration. This chapter surveys 

a wide variety of genres from film and television to theatre, historical fiction, 

animation and the musical. By looking at the shifting patterns of representation, the 

chapter maps the evolution of James from early screen appearances of the King as 

framing device to more sustained appropriations such as Gilies McKinnon s 

Gunpowder Treason and Plot (2004). What emerges from this loosely chronological 

study is that, over the course of the twentieth and twenty-first centuries, James 

becomes a tool for cultural commentary. Perhaps the most frequent of these 

appropriate substitutions is again via depiction of the Gunpowder plot narrative. 

Through contemporary interpretation, representation of James in this context 

speaks to modern anxieties of terrorism. The final section of this chapter assesses 

the degree to which James becomes a disembodied sign, acknowledged less for its 

historical value, and more for its new existence as literary device.
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This thesis cannot hope to cover all of James' texts in detail, nor can it hope to cover 

every instance of Jamesian appropriation. What the project tries to do is to offer a 

substantial cross-section of these works, covering those texts that provide greatest 

insight into the King or into the moment in which he was appropriated through a 

selection of key case-studies.



Tart One
[Tjookes are vine Idees of the authours minde

Basilikon Doron
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Chapter One

R e a d i n g  t h e  M o n a r c h  i n  t h e  E a r l y  W o r k s  o f  J a m e s  V I  a n d  I :  T h e  P o e t i c a l

Y e a r s  a n d  t h e  E a r l y  S c o t t i s h  R e i g n . _____  __

James' poetical ventures have remained largely unnoticed in the body of Jamesian 

literary criticism. Daniel Fischlin and Mark Fortier make this point in the preface to 

Royal Subjects: Essays on the Writings of James VI and I, the first study to provide a 

sustained engagement with the King's verses (Fischlin and Fortier 2002. 47).

Perhaps his political treatises have provided a more intriguing study but, whatever 

the reason, the sheer volume of the King's poetical works, coupled with his skill and 

poetical variation, present a body of literature that warrants critical examination. 

Early in his literary career James displays a competence with poetical language, 

infusing many poetical tropes common to the Renaissance into his own work.

Whilst there is nothing new about many of James' metaphorical or conceptual 

expressions, what is interesting is his choice to display these particular aspects, or 

'ingredients' of early modern cultural thought, in the creation of his own 

mythological narrative.1 As Michael Lynch points out, even at this youthful stage 

'the young Apollo was trying to acquire gravitas and developed other personae 

after 1588, including those of theologian and political commentator' (Lynch 82). 

Expanding from recurring use of the word 'personae within Jamesian criticism, this 

chapter develops the concept of James' emerging constructions of self. I will first 

examine James' fashioning of himself as poet, and proceed to trace the formation of 

the King’s alternate 'selves' developing throughout this early period. James exhibits

1 In the introduction to Selected Writings, the authors use the term 'ingredients' to describe the 
common aspects of poetic language adopted by James (Rhodes, Richards and Marshall 140).



himself as translator, poetic apprentice, master poet, psalmist, exegete, preacher 

and teacher. Each of these aspects facilitate James politics in some way, but this 

study is primarily interested in the mechanisms through which these characteristics 

are forged.

Although Lynch's category of 'political commentator does not fully mature 

until the political writings expounded in Chapter Two, traces of James budding 

political policies can be seen peppered throughout his early poetical and exegetical 

works. David Norbrook claims that 'Some of the greatest English Renaissance poets 

were politicians, and all of them tried to influence public affairs through their 

writings' (Norbrook 1). James then is no exception. As poet, James simultaneously 

carved out the reputation of 'poet-king,' whilst producing texts that reflected his 

political policies. Where James differs from other poets in this period is that other 

poets could merely influence public affairs, James had the power to change them. 

Thus, engaging with James' poetry was one way for the general readership to 

identify the King's policies, away from the formal nature of his proclamations. It is 

therefore evident that, even in his early literary projects, James was working 

towards the establishment of certain images of self which would function to cement 

his status as not only King, but as divinely instituted monarch. This chapter 

examines the chronological development of the depiction o/King James by King 

James, stepping in to fill the void in current criticism, assessing the various 

monarchical 'personae' that emerge as his writing progresses. Chapter One and 

Two combine to provide an overview of James' work, picking up on moments 

scattered throughout the King's multifarious generic enterprises that illustrate 2

2 1 refer to the major works that have focused specifically on James' writing, Fischlin and Fortier 
2002; and Rickard.

42
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manipulation or construction of images. These images then feed into what would 

become a type of Jamesian 'mythos,' utilised by subsequent appropriators (as

explored in Part Two).

James' literary skills are not just limited to his published compositions. This 

chapter also takes account of James' relatively neglected correspondence. In the 

critical attention given to James' literary achievement, his correspondence has 

rarely been included as anything other than a fleeting point of reference.3 Yet, his 

letters not only reveal a vast amount of information pertaining to his reign and the 

cultural epoch in which he wrote, but often demonstrate many poetical moments 

embedded within their composition. Rayne Allinson purports that James' letters 

provide a 'new and unique perspective on areas such as Renaissance diplomacy, 

letter writing, royal authorship and the history of ideas. Elizabeth and James’ 

correspondence sheds new light on the political philosophies and diplomatic 

strategies of both rulers' (Allinson 9). In his early correspondence, James often 

expresses his 'political philosophies' and 'diplomatic strategies' through use of 

classical or even poetic language. His letters frequently contain moments of 

anecdote, regularly linking the recipient and himself to figures of antiquity in a bid 

to flatter and to persuade. These moments will be examined in collaboration with 

James' poetic attempts to win favour, demonstrating the emergence of what would 

later become the King's strategy of government by pen.

^irTthe preface to Rhodes,"Richards and Marshall's King James V, and I:
acknowledge the problem of considering James’ correspondence in an edited collection. They write. 
'We decided at an early stage not to include the letters, since anything like a
from James' enormous correspondence would have been at the expense of severa other important 
texts' (Rhodes, Richards and Marshall xi). The collection is therefore limited to poetry, political texts 
and meditations. Despite its limitations, Rhodes' edition is the first text since James own 1616 
Works to print the King’s poetical works alongside his political and religious discourse.
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Section one looks at use of the royal vernacular in the first proclamations 

made under the King's name in conjunction with the King's first venture into 

correspondence. What emerges are the first buds of James' anxiety concerning 

interpretation, or more specifically, interpretation of his words, particularly in the 

case of the King's first poetic verses. Section two expands from this, turning to the 

King's first printed poetical text, Essayes of a Premise in the Divine Arte ofPoesie. 

This collection of poetry was a landmark text as never before had a monarch 

published a book of verse. This section considers the King's policy for granting 

literary acumen to his first anonymously printed work. It also questions the 

anonymity of Premise, proposing that it constituted a strategy in order to establish 

James as a 'poet-king' and not a King who liked to dabble in poetry. Further to this, 

his first published poems reveal an additional facet to the King s evolving literary 

identity. Through inclusion of 'The Reulis and Cautlis', James begins to carve out the 

role of the poetical educator or the master poet.

The next section deals with a further two aspects of James' early literary 

enterprises -  his masque and his exegesis. Through the production of his masque, 

James engineers a controlling mechanism for understanding his poetry. If, as has 

been thought, James delivers the masques himself, oral performance goes 

someway to restraining interpretation. Consideration of James meditations and 

biblical paraphrases reveals a similar function. Not just concerned with rigid 

interpretation of his own word, James attempts gain control of the biblical text 

through the publication of these religious treatises. The King's emerging political 

concerns can also be disseminated by scrutinizing the language of such work.
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This chapter concludes with the King's second and final published poetical 

collection, His Majesties Poeticall Exercises at Vacant Houres (1591). No longer 

hiding behind the anonymity of the first collection, the King s later verses are 

presented to a reading public. In terms of James' poetry, The Lepanto has received 

perhaps more than its fair share of scholarly examination, most likely due to its 

status as the only poem republished in its own right at James accession. This last 

section revisits 'The Lepanto', considering it as a political enterprise. Again, turning 

to an examination of the linguistic details of the poem, it becomes clear that, 

through the retelling of an old story, James negotiates current political relations.

1.1: The Early Years

One of the first proclamations issued in 1567, given in the name of the newly 

crowned 'cradle-king,' opened with a summary of the state of Scotland: 'Now we 

are [constra-nit] to mantene and fortifie be force of armes our persoun and royall 

authorise, againis lie tressonabill conspyratouris and unnaturall subiects to us thair 

native Prince and king' (James VI and I 1567:1). This passage gives some indication 

of the cultural moment into which the cradle-king was interpolated, and presents 

two items of note. Firstly, this early proclamation evidences the established threat 

to the crown of Scotland by 'tressonabill conspyratouris and unnaturall subiects .

Not only was James born into a country under the threat of treason (a situation that 

had already resulted in the murder of his father, Lord Darnley), but the country had 

also witnessed the enforced deposition of a monarch (Mary).4 Exposed to the threat

4 , „ j  .„¡thin the bodv of the proclamation. The text refers to theBoth of these incidents ere re.erenc d within th bod P De„est fathe,  and speaks
a. ebhotninebii, murthe, ^  J e s t  mother' ,James V, and 11567 1).
of the renouncing and passing of tne crow y
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of rebellion and regicide, the climate of the Stuart court perhaps gives rise to the

notion of James as ‘native Prince' is established, gesturing to an authority and a 

monarchical right necessarily instilled in James through inheritance. The sentiment

king'. According to this treatise, the authority of James' kingship stems from an 

ancestral (native) foundation as well as from a divine (natural) source. Here, the 

variation of adjectives gestures towards an instillation of the medieval construction 

of 'the King's two bodies'. Such a notion was readily accepted in early modern 

England. Indeed, James' cousin and neighbour Elizabeth resorted to this doctrine to 

settle a Lancastrian land dispute in the first years of her reign. The crown lawyers at 

Serjeant's Inn presented a case for the King's two bodies, agreeing that 'the King 

has in him two Bodies, viz., a Body natural and a Body politic' (Plowden 212a).5 

Application of this theory to the terms of monarchical address in this early 

proclamation indicates that, even as an infant, James was interpolated into this 

concept of divine right kingship and hierarchical inheritance.6 It is unsurprising then 

that these concepts infiltrate the King's writings, explicitly in the later political 

doctrine that becomes the focus of Chapter Two. Yet, even in James' earlier poetical

second point of note stemming from this short passage. Even at this early stage, the

is reiterated later in the same piece, this time forging James as 'naturall Prince and

writings, these common concepts filter through.

be invalidated or frustrated by any
In this case, the usual term used t 

divine or ethereal.
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A further aspect of court culture revealed in the early proclamations, linked to 

the concept of the King's two bodies, is use of the Royal vernacular. As James was 

only 23 months at the time of the proclamation's composition, the document is 

granted monarchical authority through selection of collective pronouns by its 

author-the Regent, Earl of Moray.7 Darnely's murder is referred to as the murder 

of 'our father' and Mary is referred to as ‘our mother'.8 The use of the possessive 

collective 'our' reoccurs in the conclusion of this and many other proclamations.

The collective pronoun 'Us' is also used throughout. The royal 'we' suggests a type 

of collaboration process, not between Moray and the infant King, but between the 

regent and the King's 'authority' encapsulated by his name. It suggests a separation 

between the person of the King and the authority of the King. The two are linked 

but are not mutually inclusive. Therefore, royal authority is something that is 

invoked. It presumes that the King's voice, echoing through the text, grants licence 

to its content. After James retires the regency and takes control of his own throne, 

the signatures on the proclamations change to: 'Guien under our Signet, and 

subscriuit with our hand' (James VI and I 1841:1). Notably, James retains the 'our' 

of the regency authorship. Rickard claims that.

James was ... writing in accordance with a culture in which 

collaborative textual production was widespread and royal singular

’ Proclamation1567 is unique in that it is published without the collaboration dause«ha.appears 
late, proclamations unde, the hand of the re6ent. A proclamation given in
example, is titled Ane Proclamation set/urtb be m , Lord Regen the Nome ’
i , . ' , , , ,  hn „rrictit with our Soverane Lordis Mother 1568). Thedeclaring the purpose of thame quha assistnwuri uui j d  n n n f n n H m o t f i r o t

. H F . „„„turn the clause set furth be my Lord Regen, andsoattirstproclamation given in 1567 does not contain ' , , , . t th„ hand of the
glance appears to be in the hand of the King. It is not until the end of the piece that the hand of 
Regent (Moray) is acknowledged.

’ The proclamation is concluded as follows: 'Guion under our Signet and subscriuit Ibe our-said 
derrest sousing and Regent', This signature is found in the Proclamations of 1567,1568 and 1573,
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authorship valued. The whole project of kingship was in many ways 

collaborative: royal rule was largely dependent upon the cooperation 

of the political elite and the obedience of the subject. (Rickard 11)

In concurrence with Rickard's observations, the maintenance of this royal collective 

pronoun highlights James' loyalty to the traditional royal vernacular. However, its 

appearance in the regency script suggests that the royal collective pronoun 

automatically enforces a sense of monarchical authority. To that end, James would 

always be working in a type of collaborative relationship, between himself (the 

Body natural) and monarchical authority (the Body Politic).

Although unable to produce his own proclamations until much later, James 

began writing very early in his career. The first letter G. P. V. Akrigg records in his 

collection of James' correspondence was addressed to Annabel Erskine, Countess of 

Mar in the mid 1570s, placing James at around eight or nine. Although this letter 

was nothing more than a brief note to one of his carers, James soon became a 

prolific letter writer -  a habit he retained throughout his lifetime. Like the 

proclamations, James' letters were often written in collaboration. At the beginning 

of his solo reign, letters regarding state matters were written by a scribe, 

particularly in response to his cousin Elizabeth.10 The scribal letters are identified by 

their official terms of address: 'Most Excellent, right high and / mighty princess, our 

/ dearest sister and cousin, in most heartiest manner we recommend us unto

10 James would order scribes to produce a letter. If the recipient was deemed important enough he 
would copy out the letter in his own hand, if not, he would merely add h,s signature; therefore those 
that were written in James' own hand were not necessarily conceived by the King s own mind. As a 
result, the authenticity, authority and accuracy of these scribal letters are somewhat less than 
concrete. For more on the specifics of identifying the hand in Jamesian correspondence, see G. P. V 
Akrigg 1984; 20-30.



you'.11 The language of these letters Is more regal and complex as opposed to the 

letters conceived by James and written in the King's own hand. Akrigg observes:

Only in letters calculated to impress did he trouble himself with 

literary polish. Paradoxically, for one who prided himself on "the 

concised shortness of my style," James (possibly relaxing after a day 

of hunting) could write long slovenly letters, confusing in syntax and 

anything but precise in phrasing. (Akrigg 1984: 30)

The scribal letters contain the same 'our,' 'us,' 'we' formulation of the 

proclamations, suggesting the need of the Scottish monarch to assume the 

monarchical authority embedded in the collective Royal vernacular when engaged 

in matters of state. He did not rely upon his own literary dialogue for such 

correspondence, but made use of the 'literary polish' provided by the official 

scribes. Therefore, the scribal letters were produced with the King's authority, but 

were not necessarily the King's own words.

For the purposes of this study, however, the holograph letters are of greater 

consequence. The holograph letters provide an example of the less formal aspects 

°f the King's writing, particularly when he expects no audience but the recipient. 

Those letters James penned to his friends in the Scottish court, to his mother, and 

later to Elizabeth are distinctly different from those penned by his scribes for the 

English queen in James' early state correspondence. These letters appear more 

Personal and personable, often displaying moments of wit and crudity. For example,

49

James VI and 11984: 30. (19 June 1582). There are multiple occurrences of address echoing this 
example throughout the early correspondence.
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in a letter to his mother he describes his servant as 'my little monkey' (1580).12 The

private letters contain more use of the singular possessive 'my' and the pronoun

'me' as opposed to the 'our' and 'we' of the proclamations and scribal letters. Their

style is more 'literary' in terms of phrase and content. For example, in a letter to

Queen Elizabeth on 11 Sept 1594, James includes the following line 'yet, according

to an old proverb, it is better late thrive than never' (James VI and i 1984: 135).

Drawing upon this old maxim, James integrates familiar phrasing into his less formal

terms of address. Further to this in a letter to William Cecil, Lord Burghley, dated 14

October 1584, James opens with the following anecdote of Alexander the Great:

Alexander the great conqueror of the world reading one day,

according to his accustomed manner, on the Iliads of Homer, which

he ever carried about with him, he did burst forth in these words

following: "I esteem not," said he, "Achilles to have been so happy

for the good success he had in the wars as he was in having so

worthy a trumpeter to blow abroad and immortalize to all posterities

and ages his worthy fame as Homer was". (James VI and 11984: 59)

Offered as a means of flattery in James' attempt to woo England and Elizabeth to

establishment of an Anglo-Scottish alliance, James recognises Lord Burghley's

importance in England's ultimate decision. Therefore, James attempts to flatter

Burghley by comparing him to Homer, simultaneously fulfilling the loyal role of

Achilles himself. This classical alignment, coupled with later scriptural alignment,

would become a part of James' 'imperial style,' forging links with Achillies, Homer,

Constantine, Caesar, Solomon and David, among others. These links would be

2 'Madame, I recommend unto you the fidelity of my little monkey, who stirs not from my side by 
whom you will often send me news about yourself (James VI and I 1984: 45).
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picked up again by the King's appropriators, particularly during his coronation (see 

Chapter Three) and his funeral (see Chapter Four). In addition to classical 

referencing, his correspondence frequently contains moments of anecdote and 

proverb, establishing James as a writer and not just as a correspondent. Such self

alignment with writers and figures of antiquity grant James a particular type of 

literary authority and authentication that his monarchical authority could not 

provide. These phrasings also work to solidify the mythology of Jamesian kingship 

that the King was at length to establish, particularly in his later poetry and Psalter. 

According to the relationships established in these analogies, James was not just the 

temporally located King of early modern Scotland, but a King who paralleled the 

heroes of antiquity.

James' letters are not the only source in which the young King displayed his 

evolving literary competence. In 1581, at the age of fifteen, James produced his first 

Poem, 'Song. The first verses that euer the King made' (James VI and I 1958: 132).13 

The poem begins:

since thought is free, thinke what thou will 

0 troubled hart to ease they paine 

Thought vnrevealed can doe no euill 

Bot wordes past out, cummes not againe 

Be cairefull aye for to inuent 

The waye to get thy owne intent.

13 Although this poem was not published within his lifetime, it was included in ADD. MS 24195, a 
manuscript complied towards the end of James' career and thought to carry the King's authority. The 
manuscript bears the title 'song. The first verses that euer the King made' though it written in a 
different hand to the poem itself. The poem has been reproduced in Craigie. Where possible I have 
quoted the anglicized version of James’ poems to best allow for understanding.
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(James VI and I 1958: 132 11.1-6)

In these lines the young James peruses the notion that thought does not necessarily 

have to be replicated in action -  internal does not necessarily equate with external. 

Rather, thought and action can sit at odds because, according to James' first lines, 

no one can know the inner thoughts of the mind -  'thought is free'. Akrigg uses this 

poem as proof that James 'was already learning the arts of concealment' whilst 

Rickard suggests a similar reading, implying that the poem 'hints at the tantalizing 

prospect of the King's private self, but also suggests that this may be 'vnreuealed' 

within the public utterance' (Akrigg 1984: 6; Rickard 2). Therefore, if we take Akrigg 

and Rickard's comments onboard, it is perhaps within James' less political literary 

enterprises that the King offers a glimpse into the 'person' of James the man rather 

than James the embodiment of the monarchical institution. But even here, in these 

early, more personal verses, James is still involved in the construction of a particular 

viewpoint. Rickard claims that these lines demonstrate 'a writer concerned to 

foreclose interpretation and debate: the opening phrase -  'since thought is free' -  

Presents questionable claim as a given fact' (Rickard 1). James closes the 

interpretation of the piece by depriving the reader of a question. As will be seen, 

James sought to exercise the same degree of control in his later correspondence 

and in his exegesis. Here, his early verses pre-empt a somewhat futile 

preoccupation with interpretation that would repeatedly infiltrate the King's 

Poetical, political and exegetical writings alongside theories about divine right and 

lineage.

Despite the definitive nature of the poem as suggested by Rickard, these 

verses are still open to interpretation, and appear to be overcast with a sense of
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longing. James speaks of a way to 'get thy owne intent', suggesting that the young 

poet is contemplating a means by which to achieve his intent of desire, therefore 

insinuating that this 'intent' is not yet fulfilled. In the Maitland Quarto MS the poem 

is recorded in the Scottish vernacular and is republished in Craigie (James VI and I 

1958: 133). In this version, James includes a few accompanying lines entitled 'The 

Subiect'. He writes:

Sen thocht is frie, think quhat thow lykis

& play thy self with thy awin consait.

let aboundance brek out bot zit in temperace

preferring Wisdome to Will, mak Vertew

of neid, Sen necessitie hes no law, zit

not doubting bot patience in end

salbe Victorious.

(James VI and I 1958: 133 11.1-7)

These lines generate a few points of note. Firstly, James presents the notion of 

Playing' the 'self', suggesting that the young King's conviction that one should allow 

the outward presentation of 'self' to yield to what is expected whilst simultaneously 

thinking 'quhat thow lykis'. This ties to the notion of interior and exterior self and 

the differentiation between public display and the King's 'inwardness' (see 

Introduction), suggesting that James is already engaging with the intricacies of 'self' 

-  a habit that would continue through to his political texts. Secondly, James asserts 

the idea that 'patience in end salbe Victorious'.14 In these lines, James implies that

This is the general tone of the final stanza of the poem which reads: 'Since foole haste cumes not 
greatest speede / I wolde thou shoulde learne for to knaw / How to make virtue of a neede / Since
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wisdom shall outshine will. Therefore, wisdom is the most effective weapon to 

secure wants and needs.15 However, James refuses to give the reader a sense of 

what or to whom this longing is directed. In order to estimate the poem's direction, 

one must look outside the content, first to the form and then to its cultural 

moment. The poem is written in the 'Commoun Verse style of the Revlis and 

Cavtelis' which was best used for 'materis of loue', its private nature also suggesting 

secrecy (James VI and I 1954: 329). In 1579, the King's cousin, Esme Stewart, arrives 

in Scotland and quickly finds himself in the affections of the King. 'The Phoenix', 

published as part of James' Essayes of a Prentise in the Divine Art of Posie in 1584, 

deals with the loss of Esme Stewart (who by this stage was titled the Duke of 

Lennox). Even at this later stage, James' feelings are masked with an allegorical tale 

about a phoenix. Therefore, it is not unthinkable that the secret 'thoughts' that 

James speaks of here, in this poem designed for 'materis of loue,' are the first 

indications that James' feelings towards Lennox had moved beyond those of 

friendship to feelings of longing.

1.2: The E ssa yes  o f  a P ren tise  in the D iv in e  A r t  o f  P osie

Writing on the nature of James' poetical interludes, David M. Bergeron asserts that: 

To refer as James does to the "divine art of poesie" in the title of his 

volume of poetry suggests that this young writer took himself and his 

poetry seriously. In fact, James gathered about him a coterie of poets

that necessities hath no law / With patience then see thou attend / And houpe to vanquish in the
end'(James VI and 11958:133 11.13-18).
“  The wisdom idea would become a significant part of the King's struggle to solidify h,s Solomonic 
image in his English reign.
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and served as their patron, even as they assisted him in his writing. 

(Bergeron 53)16

This 'coterie/ now known by the title of 'Castalian band/ accepted James as their 

poetic leader.17 The collection was published in Edinburgh, 'making it unlikely that 

more than a handful of people in London had read it' (Herman 2002: 93). However, 

one English scholar certainly read the Scottish King's poems. Gabriel Harvey, 

collector and annotator of books, is one of the few examples we have of who read 

James' poetical material. Assumptions can be made about James' readership in 

Scotland. As leader of the Castalian band, no doubt the work was read within this 

circle. Yet Harvey's eagerness to read the King's works, a book Richards claims 

Harvey read 'hot off the press on 24 February 1585' suggests that the text must 

have been eagerly awaited in England -  no doubt made popular by its powerful 

'celebrity' author (Richards 2008: 306). Harvey compares the text favourably to that 

of Philip Sidney and George Gascoigne, noting in his comments that James VI was 'A 

perfect Orator, & divine poet' (Richards 2008: 307).

The collection was originally circulated in manuscript form, the preferred 

medium for most gentleman authors' (Loewenstein and Mueller 69). Whilst the text 

circulated in manuscript, James, as poet, replicated the habits of his literary 

counterparts. However, both Jenny Wormald and Peter C. Herman signal the 

importance of the publication of Premise on both a local and a more national scale. 

Wormald points up the significance of the monarchical publication in general 

stating that 'It was remarkable in the extreme for a Scottish King to [write books]...

“ Th is is also picked up by DanidHschlin and Mark Fortier in their introductory essay, to Fischlin and
Fortier 2002 :40-41. . Al , u . ,
17 Among its members the 'Castalian band' boasted Alexander Montgomerie, Alexander Hume, John 
Stewart, William Fowler and Robert Hudson. See Dunmgan 151 and Jack 1957.



because before the sixteenth century there had been, in sharp distinction to 

England, virtually no tradition of political theorizing' (Wormald 1991: 38). Herman, 

on the other hand, presents a broader argument for the collection s originality, 

reporting that 'no monarch before James had their verses printed in a book for 

circulation as a commodity in the marketplace' (Herman 'Best of Poets' 2002: 83). 

For James to be the first Scottish monarch to publish was quite an achievement, but 

to be the first monarch in Britain to publish a collection of verses renders James' 

Premise a ground-breaking work. Therefore, by publishing such a text, James not 

only begins to carve a name as 'poet-king' in the early modern period; he sets 

himself up as the first 'poet-king,' breaking precedents on a local, national and 

temporal level.

To cast his poetical verse into the public sphere indicates that James was 

confident his poetical enterprise was of a high enough calibre to match those 

already in circulation.18 No doubt his position as the accepted leader of the 

Castalian band offered James a means by which to test his skills, developing poetic 

methods common to his contemporaries. In the following lines, James invokes the 

muses in a similar fashion to other renaissance poets:

And at your handis I earnestly do craue,

0 facound Mercure, with the Muses nyne,

That for conduction guyde I may you have,

56

"  According to James C,algie, James’ poetical dlscoorse was no doubt influenced b , erre de 
Bonsard’s Attrégé  de M rt Poet,due François (1565), Joachim Du Bel a/s Defense et m stra m n  de to 
Langue Française (1549) and George Gascoigne’s Certopne Notes 1575 Man» of the

poetical outlines discussed In James' text echo one if not all of these influential texts (Craigie 1955. 
xxxvi-xxxvii).
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Aswell vnto my pen, as my Ingyne. (James VI and I 1584: II.1-4)19 

James calls upon the classical god Mercury and the muses to influence not only his 

mind but his pen. Continuing in the same classical invocation exhibited in his 

correspondence, James draws upon figures of antiquity in order to grant a 

particular literary kudos to his latest scholarly enterprise. Rather than placing his 

invocation at the beginning of the sonnet collection, James moves away from the 

common practice of his predecessors, and interjects the passage at Sonnet 11. 

Prior to this, James moves through the hierarchy of the gods, fashioning himself as a 

poet influenced by a higher authority. Firstly, the mythologizing traits of his early 

letters reoccur, only this time directed to the mythologizing of James as public poet. 

Preceding the invocation of the Muse, James progresses through the hierarchical 

order of the classical gods, associating each with his pen, drawing upon the 

authority that lies in each of their names. The title of James' collection indicates 

that poetry is more than just a literary genre but a 'divine-art'. It is therefore fitting 

that the divine monarch would call upon the name of classical gods to situate his 

'divine-art of posie'. The placing of these mythologizing verses prior to the 

invocation suggests that James' alignment with the classical literary tradition was of 

greater importance to the young King than adhering to traditional poetic traits such 

as invocation. Rather than displaying himself primarily as Renaissance poet, James 

imagines himself as straddling the link between classical poetical origins, early 

modern poetical advances and the divine art form. Through this process of 

alignment, James creates his own literary authority of 'poet-king', a title befitting of 

this precedent-breaking monarch.

example, George Puttenh^begins his 'Partheniad 11 Urania' with the invocation '0  mightye 
Muse' (Norbrook and Woodhuysen 533).
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Whilst these sonnets reveal the King's attempt to fashion his own image, 

they also reveal a desire to fashion the minds of his subjects. James presented The 

Essayes of a Prentise in the Divine Art of Posie for publication in 1584.20 James's 

poetry, fashioned as private reflections, yet publically circulated, function to 

enhance the private experience of his readership and, in return, create a publically 

private King -  a King who is an individual. Cecil M. Jagodzinski proposes that the 

emergence of the concept of privacy as a personal right, as the very core of 

individuality, is connected in a complex fashion with the history of reading' 

(Jagodzinski 1). By offering elements of himself as a text, James presents a version 

of himself that can be internalised by the individual subject through processes of 

reading whilst simultaneously affecting the construction of his subjects 

'individuality' by allowing them to 'read the King.

In his ninth sonnet concerning 'Dreidfull Pluto,’ it seems that James is 

attempting to invoke a feeling of the encroaching apocalypse through a series of 

images. In the following example, he appeals to his readers to 'see the physical 

manifestation of hell on earth:

And see dog Cerberus rage with hiddeous beare,

And all that did Aeneas once befall.

When as he past throw all those dungeons dim,

The foresaid fields syne visited by him. (James VI and I 1594:11.11-14) 

He calls for his readers not just to read the images he presents for them, but to 

actually see, feel and experience them. Furthering the alignment of 'poet-king' with

“ The work comprises of a num b^of sonnets, 'The Phoenix', three translations (Guillaume de Salust 
du Bartas’ 'L'Vranie' 'A Paraphrasticall translatioun out of the Poete Lucane and The Cllll. Psalme of 
Dauid, translated out of Tremellius') and James’ 'Revlis and Cavtelis to be Obserbvit and Escewit in 
Scottis Poesie' (James VI and 11584).



classical tropes, these stanzas create a tenuous link between James and Virgilian 

mythology, drawing upon Aeneas' descent into hell. However, rather than descent, 

James is calling for the ascent of hell into the mortal sphere, an act which would 

render James' poetical images visible. In 'Sonnet 4' James writes: 'And shortly, all 

their senses so bereaued, / As eyes and earis, and all may be deceaued' (James VI 

and 11584:11.13-14). These lines refer to the ability of the poet to deceive the 

reader into thinking he or she can see, sense and experience the elements that are 

described in these stanzas, hearkening back to the idea of the false external and its 

conflict with internal thought displayed in the King's first verses. Rickard comments 

that:

As James lays bare the mechanics of poetry, he also may be read as 

laying bare the mechanics of kingship, pointing towards a 

Machiavellian model of rulers as needing to employ cunning and 

fraud. His expression of a desire to affect the senses of his readers 

may indeed reflect a deeper desire to control his subjects. (Rickard 

53)

For any other poet, to engage in this type of poetic discourse would have no 

consequence. However, because James is in the unique position of the 'poet-king,' 

Promotion of deception signals to his readers, and therefore his subjects, that he is 

not only capable of deceit, but that this deceit may be created by his pen.21 Indeed, 

the King's desire to affect the minds of his readers as revealed in these verses 

supports Rickard's notion that the revelation of the 'mechanics of kingship' in this
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21 Rickard also picks up this point in Authorship and Authority (16).
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way 'might call into question his political integrity' (Rickard 53). It is perhaps for this 

reason that James publishes Prentise anonymously.

Herman remarks that the anonymity of the title page of Prentise 

'demonstrates the tentativeness with which James approached this precedent 

breaking move’ (Herman 'Best of Poets'2002: 83). Herman's suggested 

'tentativeness' is further implied by the various moments of self-deprecation that 

appear within the text. For example, the preface to James' translation of Salust de 

Bartas' 'The Vranie, Or Heavenly Muse' the King laments:

God, by nature hathe refused me the like lofty and quick ingyne, and 

that my dull Muse, age and Fortune, had refused me the lyke skill 

and learning, I was constrained to haue refuge to the second, which 

was, to doe what lay in me, to set forth his praise, sen I could not 

merite the lyke my self. (James VI and I 1955:16)

°nce again, the matter is complicated by the fact that James is a 'poet-king'. Here, 

James sets himself up in a document, presented for scrutiny under the public eye, 

as lacking in 'the lyke skill and learning' as his admired du Bartas. Although the King 

is not involved in a strictly creative poetic task at this point, James works towards 

establishing himself as 'translator,' a name that would bear more weight in his 

religious period (circa.1588-1589). Nevertheless, even as a translator he places 

himself in a position of subordination, not only to du Bartas, but to a selection of 

readers. By including a copy of the original poem in the French, James invites his 

readers to judge his capabilities as a translator and correct the text where he is in 

error. In other words, he implies that there are those within the reading public that 

are more adept at translation than the King himself. By doing so, the King places



himself in a position of inferiority to certain members of his kingdom, conflicting 

with his declaration of supremacy as absolute monarch.

However, the self-deprecation manifest in this preface is typical of the 

dedicatory preface of the Renaissance period. Kevin Dunn refers to this 

Phenomenon as 'classical modesty' (Dunn 5-7). Here, James may simply be 

conforming to poetic tradition rather than doubting his literary skills. Similarly, the 

success of the anonymity of Prentise must be called into question as the insertion of 

Patrick Adamson's dedicatory 'Acrostichon' revealing the name 'IACOBVS SEXTVS' 

would most certainly have aroused suspicion of the King's penmanship. Perhaps this 

'anonymity' is another forged facet of the self-deprecatory motif. James' adherence 

to these poetic customs points more towards the King's self-fashioning as legitimate 

Poet than to poetic insecurity.

A further point at which the Prentise offers a glimpse of James' self- 

deprecatory pattern is in the presentation of 'The Revlis and Cavtelis' alongside his 

translations and poetry. James does not adhere to the rules as presented in his own 

Poetical doctrine. Seemingly aware of this contradiction, James attempts to pre

empt criticism of 'The Vranie,' offering the following explanation pertaining to the 

difficulties of translation:

I must desire you to bear with it, albeit it be replete with 

innumerable and intolerable faultes: sic as, Ryming in tearmes, and 

dyuers others, whilkis ar forbidden in my owne treatise of the Art of 

Poesie, in the hinder end of this booke, I must, I say, praye you for to 

appardone mee, for then free inuentions are. Therefore reasoun 

would, that it had more libertie in others. Secoundlie, because I
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made nought my treatise of that intention, that eyther I, or any 

others behoued astricktly to follow it: but that onely it should shew 

the perfection of Poesie, whereunto fewe or none can attaine. 

Thirdlie, because, that (as I shewe alreadye) I avow it not for a just 

translation. (James VI and I 1955: 17)

This passage illustrates a number of points. Firstly, for James, translation is confined 

and restrictive. Secondly, his 'rules' are meant to demonstrate the perfection of 

poetry which can only be attained by few at best.22 James removes himself from the 

rank of 'perfect' poet as he fails to occupy the position of one of those 'fewe'.

Finally, he reminds the reader that he is not claiming to have produced a 'just' 

translation. If translation is restrictive and the finished article fails to live up to 

James' own rules then one must question why such a piece is included.

J. Richards states that 'James Vi's writing of Essayes is evidence enough to 

suggest to Harvey a willingness to engage in dialogue' (Richards 2008: 319). Harvey 

appears to suggest that this is evidence of James' interaction with his reading 

subjects. Rather than attempting to close down interpretation, as is seen in later 

texts, Harvey interprets James' self deprecation as a genuine form of dialogue with 

other poets (see Richards 319). I, however, would argue an alternative justification 

for the inclusion of self-deprecatory work. I suggest that the inclusion of the du 

Bartas translation among James' poetical collection operates in the same capacity 

as the 'classical modesty' presented in the dedicatory preface. James, at the top of 

the cultural hierarchy, could not have a patron. Therefore, in order to achieve the

22 _
Craigie makes the claim that 'James was not always able to follow perfectly his own advice' and 

sights a number of instances, but the introduction to the 'The Vranie' takes care of this. Craigie 
neglected the significance of this passage (Craigie 1955: 308).

62



authority of prefatory endorsement, James sssociates his name and his work with 

those poets already established and admired within the Renaissance poetical field 

or with figures of antiquity. It is also conceivable that the du Bartas inclusion 

operates on this additional level within the collection. To have his own work 

translated by du Bartas ('The Lepanto') at a later stage was to add further 

compliment and support to King James as poet.

The greatest example of original poetical material in James collection is 

'The Phoenix'. The poem follows James' translation of 'The Vranie' in the collection 

marking a shift from Jamesian translation back to original poetical exercise. Craigie 

acknowledges the unique quality of James' sonnet structure, highlighting his 

preference for the abab bcbc cdcd ee formation that would rise to fame with 

Spencer. Yet James' work pre-dates Spencer's.23 The uniqueness of James' verse 

indicates that he was an innovative poet, creating new forms and becoming an 

instructor as well as a student of method. Whilst the idea of James as poetic 

instructor gains further ground in 'The Revlis and Cavtelis,' published at the end of 

the collection, it appears to be exponentially developed here. James includes a 

Pattern poem introducing 'The Phoenix' entitled 'The Colomne'. This poetical 

example appears to be unique to James for a number reasons. George Puttenham, 

in The Art of English Posie (1589) describes no less than fifteen geometrical figures
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"  Speaking of the sonnets contained in Pceatise. Craigie writes that 'James employed the rhyme- 
scheme abab babe cdcd ee, which is now generally associated with the name of Spencer [Amocett, ] ... 
James' sonnets in this form ante-date those of Spenser by several years and were as ar as can be 
ascertained among the first, If not actually the first, to be published in this form (Craig,e. 1955.
«Kvi). Western, also address s the similarity in poetical formation. Although he argues for Spenser as 
the firs, to use this form, he recognises tha. the order of publication gives James the edge in terms of 
Popular print culture (Westcott li).
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which have been frequently used by poets James Colomne' is not among them

(see Figure l) .24

Figure 1. 'The Colomne’. James VI and I 
1584: G4r.
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Rather than adopting the more common practice of manipulating rhythm and 

rhyme to form a pattern, James forces the text to fit the shape. This unnatural 

formation indicates that for James the shape must carry a particular importance. 

The column can be equated with the 'Piller' or architectural structure outlined in 

Puttenham's discourse. The subject then becomes associated with strength, with 

support and with providing a foundation for the poet. Failure to amend his metre 

and rhyme to form the shape 'naturally' demonstrates that the words themselves 

are equally important. James was willing to compromise on neither shape nor

^Chapter XI in Book II of"George~Puttenham's The .rte  ofEng,ish

ekphrastic styles common to English poetry pr° ^ d^  ^olom nTappears to be a combination of the 
Whilst James' particular choice is not one of them, The colomne app 'Lozanse'
'I n, , , j  tu,Q'piiipr pillaster or Cillinder as outlined by Puttenham. I he Lozange
Lozange or Rhombus and the Piller, P.llas ^  of iK  accommodatlng shape. The 'Plller'

he describes as being l it  for this purpose V V a| the rest 0, the Geometrical most beawtlfull in 
he describes as follows: The P.HerMSa f gu 8 bo „ „ m ,o the toppe. In architecture
respect that he ,s tall and upright and » < * neS base, and ,  chapter or head, the body is the 
he ,s considered with two accessary parts a pede a . ,p„tte„ham 76-80).
shaft. By this figure is signified stay, support, rest, state ana magnmeer *
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Figure 2. 'The Expansion of the Former Colomne'. 
James VI and 11584: G5r.

content and so printed the poem in two forms, revealing that James' ekphrastic

poem hides a second stylistic attribute. 'The Colomne' is also an acrostic poem (see

Figure 2). As the sonnet spells out the name of Esme Stewart, Duke of Lennox, the

column model suggests that the King gained his strength and stability from his

favourite. In Anthony Weldon's The Court and Character of James VI and I, Weldon

claims that 'weakness made him [James] ever leaning on other men's shoulders'.

tu , ,  , minmnp' reveals that there may be a truth toThe construction of James T h e  Colomne revedi^

Weldon's observations.

The shadow cast over James' strength in kingship by his self-deprecation in 

the preface to 'The Vrame/ and his reliance on others in 'The Colomne' is expanded

25—1 , , . . . . introduction to his edited collection of James'writings: 'TheRhodes supports this idea in the introductio ¡, hM i„c , rm ctir
suggestion that the poem is reflecting on Stewart's fall is persuasive, since it begins with an acrostic 
on his name and there was also a proverbial saying in the late sixteenth century which James may 
have known! that "a faithful friend is like a phoenix" (Rhodes, Richards and Marshall 7). See also 
Whaler 47.



in the imagery of 'The Phoenix’.26 James negotiates a resemblance between the 

phoenix, a symbol of kingship, and the 'Aegle', also a bird traditionally connoting 

regality and majesty. He writes that the phoenix 'dois resemble neare / Unto the 

foule of mightie Jove, by name / The Aegle calid’ (James VI and I 1584:11.56-58). If 

James is represented by the 'Aegle' then the poet-king constructs the phoenix, or 

the signified Lennox, with the same characteristics as those assumed to be held by 

the monarch.27 Two things are therefore happening. Firstly, the King is expressing 

his mortality, constructing himself in the same terms as he symbolises Lennox. 

Secondly, the retention of monarchical symbolism (the phoenix and the eagle) 

expresses the complexities of the position of King. By creating this alliance between 

the phoenix and the eagle, James presents a literary example of the King s two 

bodies at work. The death of the phoenix and survival of the eagle in the form of 

the poet-king solidifies the myth of the King’s body politic. The ethereal King is an 

essential construct.

Nevertheless, constructing the Lennox figure through the same symbols of 

monarchy is somewhat problematic for James' image of divinely-ordained ruler. 

Despite the phoenix's death, presenting Lennox as a recognised monarchical symbol 

complicates the notion of the King as unique. To rectify this, it is possible to argue
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"  Identification of the poem with D'Augbigny was first made by Thomas McCrie in Life of Andrew 
MeMH (1819). James Sibbald, in Chronicle of Scottish Poetry (1802) previously suggested it was about 
the suffering of his mother but admits that it was written with so much caution that one can 
scarcely recognize the resemblance'. Nobody has seriously challenged McCne, especially because of 
the appearance of the acrostic sonnet at the beginning of the poem. Craig,e reports that Dr Agnes 
Mure Mackenzie in Scottish Literature to 1744 (1932) suggests the phoenix of the poem stands for 
kingship (Craigie 1955:304-305). , , , ....
27 A similar image appears a few lines later, this time invoking the metaphor of the sunne : wh I 
shae did shame / The Sunne himself, her colour was so bright, / Till he abashit beholding such a light 
(James VI and 11584:11.60-62). Traditionally, like the eagle, the sun represented majestic light. This 
not only draws a link between the King and Lennox, but also allows Lennox to supersede the 
traditional image of the King, placing James in a position of sub ordinance.
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that this equality stems from James’ construction of the phoenix/Lennox as a wife 

figure. Later in his poetical career, James uses the metaphor of two bodies forming 

one whole in a description of his marriage to Anne. If the phoenix is fashioned as a 

lover or wife figure then equality between the two figures fits with biblical tradition. 

The phoenix of James' poem is feminized throughout. He writes: 'But I lament my 

Phoenix rare, whose race, / Whose kynde, whose kin, whose offspring, they be all / 

In her alone, whome I the Phoenix call' (James VI and I 1584:11.30-32). Through 

interpretation of the allegory, Lennox is therefore also feminized. Later, in the 

passage dealing with the allegorical narrative of the capture of James by the 

Ruthven Raiders and the flight of Lennox, James casts the following images.

When she could find none other saue refuge 

From these their bitter straiks, she fled at last 

To me (as if she would wish me to iudge 

The wrong they did her) yet they followed fast 

Till she be[...]uix my leggs her selfe did cast.

For sauing her from these, which her opprest,

Whose hote pursute, her suffred not to rest.

Bot yet at all that servd not for remeid,

For noghttlheless, they spaird her not a haire.

In stede of her, yea whyles they made to bleid 28

28 In 'Song I', the eleventh instillation of the 'Amatoria/ James alludes to the Christain epithet of the 
conjoining of man and woman into one body. In reference to the state induced by the couple's 
separation he writes, 'For now the whole is from the part / Diuided each in diuers place' (Craigie 
1958: 94: 3-4). This language is in keeping with the biblical teaching on marriage found in Matt. 19:6 
'Wherefore they are no more twain, but one flesh. What therefore God hath joined together, let not 
man put asunder' (King James Version).
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My leggs: (so grew their malice mair and mair).

(James VI and I 1584:11.161-171)

This section has often been registered as evidence of James' homosexual feelings 

towards Lennox.29 Roderick Lyall has suggested that it was through the 'intensely 

private experience of his loss of Lennox that James found his vernacular poetic 

voice' (Goodare and Lynch 60). Yet, as has already been demonstrated, James' 

poetical career began much earlier, although the intensely private experience of 

feelings for Lennox, rather than loss, may well have been the trigger for James 

venture into the poetic sphere with his 'First Verses .

Jonathan Goldberg makes the claim that The Phoenix’ Is moved by James' 

'self-pleasing thoughts’. Rhodes sees these pleasing thoughts as stemming In 

particular from the phoenix 'cowering between the narrator's bleeding legs' 

(Goldberg 23; Rhodes 8). Such comments suggest a particular delight procured by 

the superior position of the narrator over the 'cowering' phoenix. However, as has 

already been demonstrated, the narrator places the phoenix equal to or above 

himself In status. To demonstrate delight In his own elevation now would be to 

depict the narrator as harsh and selfish. Therefore, I would suggest that the 

bleeding legs can be read In two alternate ways. Firstly, depending on the exact 

date of composition, the image could signify the pain James endured in his capture 

and the Immobility caused by his Imprisonment. Secondly, the blood on the legs 

also suggests sexuality and. In more explicit terms, the menstrual cycle. Yet It is the 

male narrator that experiences these signs of procreation, or rather lack thereof,

**in their introduction Rhodes, Rfchards and Marshall w rite:' The "Phoenix" <°r
the ,„ ¡ ,0  different reason that it is often regarded as "proof" 0 James mtimate, homosexual 
relationship with Esme Stewart' (Rhodes, Richards and Marshall 8).
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and so the sexual connotations embedded in this image are of a love that can never 

naturally bear fruit. The only resulting legacy that can be 'born' of this relationship 

lies in the 'fruit' of the pen. In the final invocation to the gods in 'Sonnet 12' of the 

opening sequence, James negotiates a deal saying:

In short, you all forenamed gods I pray 

For to concur with one accord and will,

That all my works may perfyte be always:

Which if ye doe, then sweare I for to fill 

My works immortall with your praises still.

(James VI and 11584:11.1-5)

These lines demonstrate a trope that would appear in James' works time and time 

again. They would in fact become his 'legacy', usurping the place of his heir. The 

sentiment expressed here is that, as far as James is concerned, the written text has 

the potential for immortality. Therefore, although both James and Lennox had their 

own natural offspring, the mythological legacy of the pair is housed in this 

allegorical poem granting their narrative immortality.

The final entry in this collection is James' 'Ane Schort Treatise, Conteining 

Some Revlis and Cavtelis to be Observit and Eschewit in Scottis Poesie'. Here James 

continues his didactic quest to establish himself as the master poet. R.D.S. Jack and 

P-A.T. Rozendaal point out that the young King's 'precocity in assuming to teach and 

Practice poetics while still in his teens was safeguarded by the modesty topos under 

which his works were published' (Jack and Rozendaal 460). In other words, the 

forged anonymity allowed James to construct his role as master poet, without 

appearing too immodest. He begins this process by firstly outlining in the preface
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the pre-requisites required for the study of his text. He writes: 'I esteem all thais 

quha hes already some beginning of knowledge, with ane earnest desire to atteyne 

to farther' (King James VI and I 1955: 67). For James, poetry is not a common 

Pastime but one that can only be conducted by the privileged, educated few. He 

also limits the readership of 'The Revlis an Cavtelis' by rendering It the only piece 

within the collection to remain in its Scottish vernacular. James states that 'as for 

thame that hes written in it of late, there hes neuer ane of thame written in our 

ianguage' (James VI and 11955: 67). Rhodes suggests that the reasoning for this was 

simple; claiming that discourse on Scottish poetry has no relevance for an English 

audience and so should remain printed in Scottish diction (Rhodes 2). However, 

Rickard draws attention to Rhodes' dismissal of such an anomaly as simply national 

interest and suggests that the construction of this piece in Scottish vernacular 'is 

more to do with James balancing competing needs: within a collection partially 

anglicized for English readers, he reserves a space for promoting the specificity and 

importance of certain aspects of Scottish culture' (Rickard 41). However, it is 

Possible to move one step further and argue that 'The Revlis and Cavtelis' retains its 

Scottish vernacular, not just because it is meant for the direction of Scottish poetry 

and to maintain a cross border balance, but because James wanted to crown 

himself master of Scottish poetry.

The succession situation in England created an aura of anticipation very 

early on. The Anglicization of most of his poetical and political works for an English 

audience thus suggests a degree of foresight on the part of the King, exacting 

influence as early as possible. Yet, even after the accession, 'The Revlis and Cavtelis' 

d|d not appear in print in an anglicized form. To choose to deprive his possible



future nation of his poetic advice, as well as the majority of his poetical works, 

suggests a deeper political agenda than either Rhodes or Rickard proposes. It would 

seem that James chooses poetic instruction as the genre in which he can 

legitimately display his national heritage as he was, as previously mentioned, 

Scotland's only publishing monarch and leader of the Castallan band. History shows 

that James achieved his goal in Scottish posie as Wescott reports 'Daniel is the only 

English poet who adopts the rhyming of Spenser in any of his sonnets; but it is 

found more frequently among Scottish writers, and is in such cases a sign of the 

influence of James' (Westcott li). By retaining the Scottish vernacular in his poetical 

instruction, James left a poetical heritage to his native country. Heritage and 

descent are themes which permeate James' later work, and so it is perhaps no 

surprise that James retains at least one genre in which he can display his Scottish 

foots, before as well as after the English accession.

In her work on James and authorship, Rickard poses the question 'what is 

the relationship between literature and politics and how far can each be used in the 

service of the other?' (Rickard 3). The interaction of literature and politics can be 

identified in a 1586 letter from James to Elizabeth, requesting feedback on a 

Previously dispatched sonnet. The poem deals in the main with the idea of forged 

alliances between seemingly contrary strands. A series of opposing working 

relationships are established at the outset; 'Full many time in Vulcan' [s] burning 

stow / The smith does water cast with careful ee' is just one example (James VI and 

11984: 72:11.3-4). The poem acts as a metaphor for the uniting of elements -  

England and Scotland -  creating a powerful alloy against a common enemy -  Spain. 

James' argument for alliance is reinforced in the final lines: 'Even so this coldness
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did betwixt us fall / To kindle our love as sure I hope it shall' (James VI and I 1984:

72: II.13-14).30 James expresses a hope in these lines that this period of animosity or 

'coldness' will in the end create a bond between himself and his 'Sister Cousin'. 

There is a particular anxiety shown in the accompanying letter (written in 

holograph). The frustration appears to stem either from the failure of Elizabeth to 

comment on the poem in general, or from her failure to comment on its subject 

matter. This is strengthened by the signature of the piece. He ends the letter thus: 

Your more loving and affectionate 

brother and cousin than (I fear) 

yet ye believe.

JAMES R. (James VI and I 1984: 72)

The parenthetical inclusion in James' signature expressly notes the author's disquiet 

with the current relations between himself and Elizabeth. His anxiety manifests 

itself in James' usual poetical terms embedded within his correspondence. James 

returns to the comfort of classical metaphor to express his emotions, describing his 

impatience in terms that echo the imagery of the sonnet. James writes, 'I doubt not 

ye have read how Cupid's dart is fiery called because of the sudden ensnaring and 

restless burning' (James VI and I 1984: 71). The letter provides an unmasked 

example of James utilizing his poetic skills for political gain -  a peaceful working 

relationship with England.

On this occasion, James sent a servant with the letter to secure a response to 

the hope expressed in the concluding lines of his sonnet. Through the act of

30 T
1 he allusion to hope suggests that this letter dates to sometime before July of that year for, in July 

the treaty between Scotland and England was signed at Berwick and placed James in receipt of a 
hefty pension.
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correspondence accompaniment, James indicates his belief that there is something 

that cannot be achieved through script. He ascertains in this 1586 holograph letter 

to Elizabeth that certain expressions can only be achieved through direct speech, 

writing:

For ye know dead letters cannot answer no questions; therefore I 

must pray you, how unapparent soever the purpose be, to trust him 

in it as well as if I myself spake it unto you face by face (which I would 

wish I might) since it is specially and in a manner only for that 

purpose that I have sent him. (James VI and I 1984: 71)

James repeatedly sent servants with his letters, either to receive an answer in flesh, 

°r to converse with the recipient as to the legitimate 'intention' of the King. In this 

case the servants would be as well versed as possible in ideas of the King's mind. 

Without being physically present, James had no control over the interpretation of 

his own voice. He therefore tried to monitor reception of his written word by 

employing a method of pre-emptive translation, imparting knowledge unto his 

messengers to conduct his own thoughts.31 It is clear then that James' concerns 

with interpretation carry through to his correspondence. Whilst Rickard notes the 

control of interpretation in James' early poem by closing off debate concerning 

'thought', here the King attempts foreclosure of interpretation by infiltrating the 

translation process through use of his messengers. By 1586, however, James was in 

the first throes of moving beyond this messenger system, taking back his voice and 

delivering it himself by penning, and possibly performing in his own masque.

31
rurther evidence for this can be found by examining the instructions tacked on to the end of some 

° f  the holograph letters. For example, in a letter sent to Elizabeth on 8 February 1587, James 
deludes the note: 'This bearer hath somewhat to inform you of in my name, whom I need not desire 
You to credit for ye know I love him' (James VI and I 1984: 85).
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1-3: Masque and Meditations

James' masque entitled An epithalamion vpon the Marques of Huntlies manage is, 

as far as is known, the first and only Scottish Masque.32 Michael Lynch comments 

on the significance of this movement from throne to stage stating that:

The public persona of James as poet was probably never more 

prominent than in July 1588, when he composed and appeared in a 

masque for the wedding of the Earl of Huntley to Henrietta, daughter 

of his former mentor Esme Stewart. (Lynch 82) 

ln the production and presentation of his masque, James melds his quasi- 

established self-constructed image of poet-King with the notion of a 

Performative-King as exhibited in the language of the masque. Rickard 

concurs with this view, stating:

James is here self-mythologizing, suggesting that four years on he is 

no longer a mere "prentise", and may even have delivered the first 

thirty-four lines of his masque himself. He was casting himself in a 

role he wanted to play: the role of poet. (Rickard 55)

Here Rickard concurs with Rhodes Dunlap who also adheres to the notion that 

these opening lines were intended for monarchical performance, claiming

« .  , . . Iame H.mtlev married on 21st July 1588, the event for which theJames’ Masque raises dating problems. Huntley mameu u..

masque as written. However, as Craigie points out, Huntley was not named . ^ “ C a f a  later 
Frequently titles in ADD MS 24195 appear to have been written in a second hand, often at a la 
date. 'To the Queene Anonimous,' for example, posed a problem because the records show that the 
introduction of the w'ord 'anonymous' into the English language is later than its appearance here 
revealing that the title must have been added long after the poem's composition However unlike 
this poem, in James' masque there is no second hand to fall back on for
two possible explanations: either James added this masque to the manuscrip po 1 1599 or he made 
the title addition himself at a later date, demonstrating the King to be a serial editor, 
assumption is made in James VI and 11958: 259.



that they are 'unmistakably intended for James himself to recite' (Dunlap 250- 

251). James' adoption of this role, in a public arena, ties to the notion that 

James attempted to construct a 'persona' to exhibit to his audience, be it 

through text or performance (see Introduction). His seemingly eager attempt 

to be publically acknowledged as 'poet,' illustrates the arguments made in the 

introduction to this thesis-James is eagerto display a particular image of 

himself -  in this case, taking on the role of 'poet'. Quite often the royal names 

associated with innovative involvement with the masque are that of Queen 

Anne or later King Charles. However, here, in the latter part of the sixteenth 

century, a Scottish monarch is not only writing a masque, but tailoring it to 

facilitate his own performative involvement.

The assumption that James intended to perform the opening lines 

stems from examination of the use of the personal pronoun 'I':

If euer I 6 I mightie Gods Haue done yow seruice true 

In setting furth by painfull pen your glorious praises due 

If one the forked hill I tredd, if euer I did preasse 

To drinke of the Pegasian spring, that flowes without releasse 

If euer I on Pindus dwell'd , and from that sacred hill 

The eares of euerie liuing thing did with your fame fullfill 

Which by the trumpet of my verse I made for to resounde 

From pole to pole through euerie where of this immobile rounde 

Then graunte to me who patrone am of Hymens triumphe here 

That all your graces may vpon this Hymens band appeare.

(James VI and I 1984: II.1-10)
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James does not hide behind the 'we/our' authority of the proclamations or the 

scribal letters. He claims sole authorship of the masque, stating that it was the T  

which penned the masque and that that 'I' was James. This T  is therefore the 'I' of 

the King's 'body natural', not the 'we' of the institutional monarchy. It is James who 

is performing these lines, not the monarch. The indication of James' personal 

involvement in the performance of this masque suggests a further relationship 

between James and his written word. By speaking the opening lines of the masque 

himself, James controls the meaning of his own words through oral delivery and 

intonation. Whilst the King attempted to control reception of his written word years 

before by sending accompanying servants to clarify the content of his letters, 

delivering his own words provides the King with a further degree of control over 

interpretation.

Yet, attempts to control understanding are not limited solely to 

interpretation of the King's own writing. Rickard asserts that James 'seems to have 

been acutely aware that not only the production of his own writing but also the 

interpretation of the writings of others might serve to reinforce his authority' 

(Rickard 69). Around the time the King creates his masque, James also produces two 

Meditations, one on Chronicles and one on Revelation. The 'Paraphrase on 

Revelation' that appears as part of James' 1616 Works also dates to around this 

Period. Further to this the King penned a Psalter which, although dating is 

speculative, could conceivably have been written around this time.33 Although

33
After outlining the various debates surrounding the dating of King James' Psalter, Craigie presents 

the following conclusion: 'since the version of Psalm 104 printed in The Essayes of a Premise in 1584 
is explicitly stated to be taken from Tremellius, it is probable that these others, like it, are early 
rather than late. Accordingly, there seems to be no good reason for refusing to accept the contents 
°f MS. Royal lS.Bxvi as the versions of the Psalms referred to in the Preface to the Poeticall Exercises
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translation of the Psalms seems to carry on throughout his career, James exhibits a 

Period of prolific exegetical writing akin to his periods of poetical fruition. 

Chronologically, the first of these exegetical manuscripts is James' Psalter. Printed 

as part of the Prentise collection in 1584, the translation of 'Psalm 104' appears to 

Predate the meditations. The rendering of this text into Scottish by the monarch 

suggests three things. Firstly, James was undoubtedly influenced by the Latin author 

Tremellius.34 Emulation of this prolific biblical scholar would serve a similar function 

to the du Bartas translations, operating as a discourse of flattery, whilst 

simultaneously creating an associative link between the King and a renowned 

biblical exegete. By penning a Scottish Psalter, James entered his name into the 

culture of religious translation, creating a reputation for himself as Davidical 

Ecclesiastical psalmist.35

In becoming the 'religious translator,' James performs a similar task to the 

oral sermon, attempting to control and constrict interpretation of the biblical text. 

This last point is evident through the additions made to the Psalms. James flexes his 

Poetical muscles, adding descriptive embellishments to the Psalms as well as a few 

Meaningless 'filler' additions such as his rendition of Psalms 17: 'Most michtle 

hande ...MortalI men ... Sinful uorle ... Tresoure fillis by thee layde up in store ... I

of 1591, and there promised for early publication. In that case, they are a product of the late 1580's,
Jam es'most fertile period as a poet'(Craigie 1958: xvi). . . . . . .  tr_nciaf.inn,
34 James chose Tremellius' Bible as his copy text for most, if not all of his biblical translations.
Tremellius also rendered the Psalms into Latin, creating his own Pso/ter.

35 The opportunity to assume such a position arose from the distinct lack o f ;3 d ’ ^  SOund
translation of the Psalter in Scotland at this time. Craigie discusses this opportunity stating that. On 
both literary and musical grounds the Psalter of 1564 proved unsuitable for Scottish use. Its language 
was crabbed and often well-nigh u n sta b le  ... it is not surprising therefore that he [Jame ] should 
have been aware of the defects of the Psalter then in use in Scotland or that, as a scholar and a 
Poet, he should himself have tried his hand at translating the Psalms (Craig,e 1958: x,„).
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shall see thy holie face in justice & in richt' (James VI and I 1958: 27-28).36 The 

italicised portions of these phrases represent just some of James' adjectival 

interpolations. Whilst these examples are generally of little importance in terms of 

meaning manipulation, it is through examination of these kinds of variations that 

that James' attempt to control interpretation of the scripture is suggested.

'Psalm 18' is inflated with a sense of the King's pacifist concerns -  concerns 

that were to reappear in his epic poem 'The Lepanto'. James cuts short the 

translation of this Psalm by 18 verses.37 In the biblical text, these missing verses deal 

with images of war and the sword. The traumatic experience of James' childhood is 

well documented: the death of his Father and removal of his Mother, the death of 

multiple regents, some by unnatural means, the events of the Ruthven raid and 

education under the strict and often volatile Buchanan no doubt left a psychological 

scar upon the King.38 * James' removal of religious doctrine concerning war from

All taken from 'Psalm 17' (James VI and I 1958: 27-28: 29-35).
”  The removed verses read: 34He teacheth my hands to war, so that a bow of steel is broken by mine
arms. 35Thou hast also given me the shield of thy salvation: and thy right hand hath holden me up,
and thy gentleness hath made me great. 36Thou hast enlarged my steps under me, that my feet did
not slip. 37| have pursued mine enemies, and overtaken them: neither did I turn again till they were
consumed. 38l have wounded them that they were not able to rise: they are fallen under my feet.

For thou hast girded me with strength unto the battle: thou hast subdued under me those that
rose up against me. 40Thou hast also given me the necks of mine enemies, that I might destroy them
that hate me. 4lThey cried, but there was none to save them: even unto the LORD, but he answered
them not. 42Then did I beat them small as the dust before the wind: I did cast them out as the dirt in
the streets. 43 *Thou hast delivered me from the strivings of the people; and thou hast made me the
head of the heathen: a people whom I have not known shall serve me. As soon as they hear of me, 
they shall obey me: the strangers shall submit themselves unto me. 45The strangers shall fade away,
and be afraid out of their close places. 46The LORD liveth; and blessed be my rock; and let the God of
my salvation be exalted. 47lt is God that avengeth me, and subdueth the people under me. 48He 
delivereth me from mine enemies: yea, thou liftest me up above those that rise up against me. thou 
hast delivered me from the violent man. 49Therefore will I give thanks unto thee, 0 LORD, among the 
heathen, and sing praises unto thy name. 50Great deliverance giveth he to his king; and sheweth 
^ercy to his anointed, to David, and to his seed for evermore. (Ps. 18:34-50).
38 Wilson records the severity of James' tutorship under Buchanan. He records an incident in which 
■ lames and his companion, the young Earl of Mar, were beaten violently for being too noisy in their 
Play while Buchanan was at his books. Wilson writes: 'It is small wonder the James regarded his tutor 
with great fear and with cordial dislike. Many years later the King told one of his officials "that he 
trembled at his approach, it minded him so of his pedagogue"' (Wilson 21). It is therefore 
unsurprising that James would continue to be affected by such a childhood experience. The King was
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'Psalm 18' suggests that a refusal to expound the narrative of violence and religious 

conflict may connect to the experiences of his past.39 Therefore, James not only 

attempts to control interpretation, but manipulates the text to remove any material 

which he deems to be offensive. His self-styled 'peacemaker' image that would take 

hold In his later writings makes a subtle appearance here. Once again James tries to 

regulate his readership, this time not only limiting interpretation of his own text, 

but moulding the scripture to fulfil his own political agenda.

There Is one further title James manages to bestow upon himself through his 

biblical translation and exegetical work -  the title of 'preacher'. The King's 

translation of 'Ecclesiastis Cap. Xij' provides one of the most interesting of James' 

textual variations.40 Again, like 'Psalm 18', the translation is cut short of completion. 

However, it is the final two lines of James' translation that are of particular interest. 

He writes: 'all vanitie, all vanltle most valne / All thir are vanitie I say againe' (James 

VI and I 1958:11.41-42). In the copy text, Tremellius has: 'inquit Ecclesiastes'. 

Ecclesiastes originates from the Hebrew 'qohelet' meaning 'preacher'. Similarly, the 

King James Version in 1611 reads: 'Vanity of vanities (saith the preacher); all Is 

vanity'. A comparison of James' translation here to Tremellius and that which would

«ill haunted bv Buchanan In his dreams up until the end of his reign (Wilson 27). Fo, more on lames'

childhood see Wilson 1-20. , ¡tself in the physical precautions taken by the king.The residual traumatic ekperience manifest itse m ^  M(Jra>|
Again this information is accessible through his wri S- „ t„ mootinDbnfthp
i , , . , . i rn,,|H not brine troops of armed men to meetings of theJames rem nds the Scott sh ords that they couia nui. uniiB u up K . . ,, . ...
Estates. He emphasises the 'duietness of our estate' and in the postscriptswntes We! 00  a. ,e  »11

-aiionprlip according to our proclsmstion . Jamos VI and I iyo4. come accompanied with 24 persons allanerne, acc & , , ,
86. Note ‘allanerlie’ is the Scots word meaning only. This letters evidences lames desireI to control
■ he threat of mob mentality that could manifest in large crowds by outlawing the conditions

necessary for such a threat to occur . |s not recorded ¡„ James' hand.
The translation as it appears in the manuscript nuy f . .

However, many of the translations recorded in this manuscript are recorded n duplicate^ often with 
one appearing in the hand of the King and the other appearing in the hand of ano her. This 
translation appears at the end of those additions that carry the signature D.R.S. or I.D.R.S. which 
solidifies the date of composition to be during James Scottish reign.



appear in the King James Version reveals the evolution of this 'preacher' title.

James, by the inclusion of the word T, figures himself as 'preacher' -  a persona he 

was trying to establish for himself through the publication of his meditations and 

the intended publication of his Psalter.

This persona of 'preacher' continues to operate in James' 'Paraphrase' and 

meditations. Rickard suggests 1585 as the date of composition for James' 

'Paraphrase on Revelation' (Rickard 78). In the Preface to His Maiesties Poetical 

Exercises at Vacant Houres, James promises that after the presentation of his 

Poetical text he will publish more exegetical work stating that 'Alwaies, rough and 

unpolished as they are, I offer them unto thee: which being well accepted, will 

moue mee to hast the presenting unto thee, of my APOCALYPS, and also such 

number of the PSALMES as I haue perfited' (James VI and I 1955: 100). Craigie 

claims that the reference to 'my APOCALYPS' refers to James' Meditation on 

Revelation (Craige 1955: 316). However, James has never referred to his 

'meditatioun' as anything other than a 'meditatioun' in his other self-referencing 

roles.41 This passage most likely refers to 'Paraphrase', supporting the idea that it 

was written much earlier than 1616.42 As the text reworks all of Revelation it can be 

read as an 'APOCALYPS' according to definition.43
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« James’ texts often exhibit intertextual ,eferencinB. In the work on Cl.ror ick s  M. Patldt Galloway 
refers to James’ previous work on «evetot/on: ’Bot to note heir the range of all prophane ponces and 
natiouns qchilkis exercit thalr ctuel.le »pon the Kirk of God was sope.floous and edioos in respect of 
that quhilk I set doun in my former meditatioun' (James VI and 1589 A )
2 Rickard draws the same conclusion from the language of James ic<ar hirh a rpvplation

43 '"Apocalypse" is a genre of revelatory literature with a narrat.ve framework, in which a revelation 
¡a mediated by an otherworldly being to a human recipient, disclosing a t m n s c e n ^ a  ^ jw h .h  is 
both temporal, insofar as It enyisages eschatological salyation, and spatial. In so fa, as it involves 
another supernatural world’ (Patirdes and Wlttrelch 4). An ’Apocalypticism on the other hand ,s an 
expression of an apocalyptic message or essence. James’ ’Paraphrase is therefore a paraphrase of 
an Apocalypse. His Meditations are an exegetical reading of a particular passage of an Apocalypse 
while the apocalyptic Imagery that occurs in his poetical and political writing and correspondence
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Though entitled a 'Paraphrase', the text embodies the same stylistic traits of 

the meditations. James displays a formula for exegetical writing which takes the 

following shape: 'first we will expone or paraphrase the hardness of the wordis, nixt 

interpreit ye meaning of them, and thridlie note quhat we should learne of all'.44 

The model follows the process of presentation, interpretation and application. 

James' 'Paraphrase,' whilst on the surface a translation, follows the pattern of his 

exegesis.45 Although the work follows the same narrative style as the Revelation of 

St J°hn, and indeed is penned from John's perspective, it is through the extra- 

textual additions that interpretation and application takes place. Like his Psalter, 

James makes descriptive additions to the biblical text.46 However, this time it is not 

mere one word adjective additions, but whole phrase interpolations. An 

examination of Revelation 6:8 reveals the full extent of James' elaboration in his 

Paraphrase'.47 The King James Version reads:

are apocalypticisms. For more on Apocalyptic thought and literature in this period, and its associated 
terminology see Patirdes and Wittreich, in particular McGinn.
44 James' Meditation on Chronicles outlines a similar pattern of examination: 'And first quhat caussis 
mouit David to do this wark. Secondlie quhat personis concurrit with David in doing of this wark. 
Thridlie quhat was ye actioun it se lf... Ferdlie the person of Michol. And fyftlie hir actloun' (James VI 
and I 1589: A5).
45 According to the O.E.D., to paraphrase is 'To express the meaning of (a written or spoken passage, 
or the words of an author’ or speaker) using different words, esp. to achieve greater clarity; to render 
or translate freely'. Therefore, to paraphrase a work is to perform an act of semantic translation.

A further example of this type of elaboration is found in the comparison of Revelation 1.14-15.
14His head and hairs were white like wool, as white as snow, and his eyes were as a flame of fire, 

15and his feet like unto fine brass, as if they burnt in a furnace: and his voice as the sound of many 
waters'.

14His head and halre were white as white Wooll, or Snow for innocencie; and his eyes were bright 
like flames of fire, to signifie his all-seeing knowledge: 15His feet were of brasse, brightly flaming as 
in a furnace, to declare his standing in Eternity: and his voice like the sounding of many waters, 
representing his Maieftie in commanding'. (James VI and 11616:8). There are a multitude of 
examples of this type evident in James' 'Paraphrase .
471 quote the passage from 'Paraphrase' in full to demonstrate the full extent of James’ expansion: 
'Then I beheld, and loe, I did see a pale horse, and the name of him that sate vpon him was Death: 
This is the greasest and heauiest plague; for after that the persecutions a heresies shall take an ende, 
and that infirmitle and coldnesse haue cropen into the Church, then shall God redouble his former 
Plagues, by permitting Satan to erect a tyrannie composed of both these former plagues; for it shall 
be full of heresie like the other one, and full of civil and temporal tyrannie like the other: and
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And I looked, and behold, a pale horse, and his name that sat on it 

was death, and Hell followed with him: and power was given unto 

them over the fourth part of the earth, to kill with sword, and with 

hunger, and with death, and with beasts of the earth. (Rev. 6:8)

Yet, James' version of this passage extends this verse to almost eight times its size. 

Lengthy exegesis was not uncommon within the early modern period and certainly 

James' 'Paraphrase' indicates that the King injected himself into yet another 

established literary tradition. However, again, the unique position of James as King 

impacts upon the significance of these embellishments. Rickard remarks that James: 

goes on, as we have seen, to write his paraphrase of Revelation as 

though he were the prophet, James thus remains a presence in the 

text, insisting that his meaning is God's meaning, and that his word 

should therefore be treated as though it has the authority of God's 

word. (Rickard 84)

Fusing the language of the Biblical text with his own language propels James into 

the roles of exegete, interpreter, and preacher. Theoretically, his words become

therefore because it brings with it al manner of death, both of body and soule, the rider is iustly 
called Death, as the fountaine of all the sorts of the same: and the palenesse of the horse is 
correspondent in all points to the qualitie of the rider; for as the rider is called Death, so the colour 
of paleness represents the same: and as the riders qualities are composed of heresies and tyrannie, 
so the colour of pale Is composed chiefly of blacke and red: And hell followed after him to the vtter 
damnation of him and his followers: And power was giuen him ouer the fourth part of the earth, to 
wit, the rest who are not ouercome by the other three riders; for all they who were not marked by 
the white horse, nor killed in body by the red, nor killed in soule by the blacke, are killed both in 
body and soul by this last: And as he hath power of destroying thus, guien him ouer the fourth part 
°f the earth. So by foure plagues specially doeth he execute the same, to wit, by Sword, Hunger, 
Death, and the Beasts of the earth: These plagues allude to the plagues, mentioned in the Canticle of 
Moses; for this tyrannie shall begin with persecution, this persecution shall cause a hunger, and great 
scarcitie of the true worship of God, this hunger shall breed a second and eternal death and this 
tyranny shall then end with a crueller and bloodier persecution of the bodies than euer was before; 
which shall be so barbarous, that it is compared in his Vision to the execution, vsed by wilde beasts 
vPon offenders, and shall spare no degree, sexe nor age, no more than beasts doe' James VI and I 
1616: 19).
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embedded with a sense of the divine because 'God's Lieutenant' is interpreting and 

expanding upon his master's words. He includes readings to determine the 

significance of the paleness of the horse. He speaks of the tyranny that shall begin 

with the persecution of the church that will lead to the starvation of the land of 

godly men, none of which is even hinted at though the traditional biblical passage. 

The rendition of Revelation 6:8 in 'Paraphrase' references the plagues of Death, 

Sword, Hunger and beasts as being an allusion to the plagues recorded in 'Canticle 

of Moses' that inflicted the Egyptians recorded in Exodus. James presents his own 

interpretations by infusing them within the body of the biblical text in the main. To 

this end, he becomes the author of his own 'Revelation', his own 'Apocalypse'.

During the process of paraphrasical translation, James is involved in two 

types of interpretation. First is the interpretation of the biblical text and its 

subsequent retelling in order to create James' 'Paraphrase'. Second is the 

interpretation of meaning through the examination of the text in accordance with 

the whole biblical narrative. In his Meditation upon the Chronicles, James writes 'We 

ar teachit to use onlie scripture for interpretatioun of scripture'. This sentiment is 

re-iterated in James' first major political work, the Basilikon Doran™ Here, in 

'Paraphrase,' he puts this theory into practice, drawing upon various teachings 

within Revelation as well as examples taken from across the entire scope of the 

biblical text in order to interpret this one small verse producing a lengthy exegesis 

far from the traditional definition of 'paraphrase'. James is therefore operating in 

two areas of translation simultaneously, literal interpretation and schematic 

interpretation adhering to the claim he made in his earlier Meditation -  that one 48

48 .
James, on a number of occasions, provides links between his various writings, either through 

examples such as this, or through his various acts of self-referencing.



must interpret the Bible through the Bible. Through the process of paraphrasical 

translation, James not only attempts to control how his readers read this passage, 

but how they cognitively interpret it.

1-4 : His Maiesties Poetical! Exercises at Vacant Homes

ln 1591, James publishes his second poetical collection, His Maiesties PoeticalI 

Exercises at Vacant Houres, this time under the name of the King. Despite 

insecurities of interpretation, the preface to James' new text stands in stark 

contrast to that of the previous collection. James begins this collection with an 

apology for the last, finally publicly claiming authorship for Prentise. He writes:

I must pray thee to accept this my reasonable excuse, which is this. 

Thou considers, I doubt not, that vpon the one part, I composed 

these things in my verie young and tender yeares: wherein nature ... 

can admit no perfection. And nowe on the other parte, being of riper 

yeares, my burden is so great and continuall, without anie 

intermission, that when my ingne and age could, my affaires and 

fasherie will not permit mee, to re-mark the wrong orthography 

committed by the copiers of my unlegible and ragged hand, far les to 

amend my proper errours. (James VI and 11955: 99)

Again we have a sense of forged self-deprecation in these words. Remaining true to 

Poetical tradition, even in his now unarguably public position of poet-king, James 

remains true to poetical tradition and replicates the classical modesty of the first 

collection. However, whilst he attributes the imperfection of the first collection to 

Youth, any imperfection in this new collection is to be ascribed to the nature of
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kingship. Rather than being incapable of perfection, as propounded in Prentise, 

James is now too busy with 'affaires and fasherie' to monitor either scribal or 

authorial errors.49 What is presented here is a King who is a poet, rather than a poet 

who is also a King.

Such classical modesty is carried through to 'The Translators Invocation' 

accompanying another du Bartas rendition -  'The Fvries' (James VI and I 1955: 106- 

195). Again appealing to the 'Muse,' James writes:

0 Thou that mightily does toonie 

My warbling holie Harpe,

And does sublime my Poeme als 

That I thereon do carpe,

And marrying so my heavenly verse 

Vnto the Harpes accords,

Inspires my sacred Muse to sing

Vnto the Lord of Lords. (James VI and I 1955: 11.1-8)

The image of the 'warbling' harp once again presents the impression of the 

^perfect poet that appears frequently throughout the first collection. However, 

coupled with James' preface, this passage seems to lack the sincerity of that in the 

first collection. The relationship between poet and muse is no longer one in which 

the poet invokes the muse, but one in which the poet, already established, requests

49
These verses were probably penned around the same time as the first meditations. The reference 

in the preface figuring du Bartas' work 'as a viue mirror of this last and most decreeped age' 
correlates with James' belief that they were in the final days. James' use of apocalypticisms 
increased as he moved towards the end of the sixteenth century, particularly in his political works. 
However, there are quite a few references in his earlier works. The sentiment of the Preface to 
Poetical Exercises links to similar apocalyptic imagery displayed in James' Meditation on Revelation 
When he writes: 'the buik of the Revelatioun is amist meit for this our last age, an ane prophecie of 
the letter tyme' (James VI and I 1616: 4)



her assistance rather than guidance. Similarly, rather than offering an apology for 

his attempt at translation of 'The Vranie' James boldly attaches the title of 

'Translator' to the invocation prefixing his translation of 'The Fvries'. James 

Publically accepts the role of 'Translator,' adopting it as another title, adding to the 

list of literary personae already in his repertoire.

Having stepped into the self proclaimed role of translator, and having 

distanced himself from his youthful poetical state as a 'prentise,' James now 

displays the confidence of a man upon the throne of Scotland rather than the 

'cradle-king'. Between the meditations and the publication of Poetical Exercises, 

James composed a series of love sonnets and poems, mainly concerning his voyage 

to Denmark and ensuing marriage to Queen Anne.50 Pre-empting the duration of his 

journey, James ordered the publication of his 1589 Proclamation addressed 'To The 

People of Scotland' (James VI and I 1984: 97-100). In a letter composed on 22 Oct, 

1589, he writes:

In respect I know that the motion of my voyage at this time will be 

diversly skansit upon, the misinterpreting whereof may tend as well 

to my great dishonour as to the wrangous blame of innocents, I have 

thereupon been moved to set down this present declaration with my 

own hand ... I doubt not it is manifestly known to all how far I was 

generally found fault with by all men for the delaying so long of my

50
these poems were not published although they were collected in MS.Add.24195. The title page 

reads All the kings short poesis that ar not printed. Craigie puts the manuscript composition between 
1616 and 1618 (Craigie 1958: xxii). The text consists of three parts: The 'Amatoria' (love poetry), the 
Miscellanea' (often poems addressed to a specific person) and the 'Fragmenta' (housing, among 

other poems, the King's masque previously discussed). Further poems have been printed in the 
Craigie and Westcott collections. These poems have become known as the 'Uncollected Poems' and 
aro generally divisible into two groups, those that were written between 1583-1604, and those that 
were written between 1618-1623. See Craigie 1958: xxvi.
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marriage. The reasons were that I was alone, without father or 

mother, brother or sister, King of this realm and heir apparent of 

England. This my nakedness made me to be weak and my enemies 

stark. One man was as no man, and the want of hope of succession 

bred disdain. Yea, my long delay bred in the breasts of many a great 

jealousy [suspicion] of my inability, as if I were a barren stock. (James 

VI and I 1984:97-98)

There are two things of note in this passage. Firstly, is that James extends his 

concerns regarding interpretation of text to interpretation of action. Secondly,

James purports that prior to his marriage he 'was as no man'. Returning to the idea 

of two halves becoming one whole as expounded in 'The Phoenix,' James becomes 

a cnan, finally moving away from the label of 'cradle king'. In his poem, 'The 

Beginning of his Mties Jurnei to Denmarke; neuer ended' a similar sentiment is 

expressed.51 It concludes with the following lines:

I may affirme that in my selfe, I proued it to be true 

For I as being a King by birth, it seam'd my lott was made 

Thaire to reside quhaire god my charge & burthen on me laide 

And Lacking parents, brethren, bairns, or anie neare of kinn 

Incace of death, or absence to supplie my place therin 

And cheeflie in so kitle a land, where few remember can 

For to haue seene gouerning there a King that was a man.

(James VI and I 1984: 11.30 -  36)

Tl|is poem is assumed to have been written somewhere in the six weeks between the 15th Sept 
and 22nd Oct 1589 (Craigie 1984: 261).
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Here we see a return to the emphasis of James' lineal claim to the throne, echoing 

the words of those early proclamations to which James' royal name was attached. 

However, more interestingly, James speaks of the lack of a 'King that was a man' in 

his recent Scottish history.

The implication of his mother as 'Queen' is strongly suggested here but, read 

in conjunction with James' 1589 Proclamation, a secondary reading may be taken 

from these last few lines. If 'One man' is 'as no man' then 'a King that was a man' is 

a King that can provide his country with the stability of an heir. His marriage to 

Anne, important in its own right for James' maturation, provides a more important 

function, not just for James but for the nation. He can produce an heir. Now in a 

marital relationship, he is raised above the status of Elizabeth who had been in a 

Position of superiority regarding finance and strength. However, unwed and 

therefore in James' terms, 'a barren stock,' she could not offer her nation the 

security of lineage which James was now positioned to do. This poem can be read as 

the beginning of James' accession propaganda, tempting the English nation with the 

Possible instillation of not just a 'monarch' but a 'founding monarch', with the 

Potential to create the Stuart line. If James is now, in his own terms, 'a man,' it 

would be the optimum time for him to develop the 'warrior-king' persona. Yet he 

neglects to utilise this opportunity. Instead, he creates an epic historical poem akin 

to Homer or Virgil (once again securing the tie to the heroes of classicism) that, 

despite its depiction of war, sends a message of peace.52

2 Certain historical details of the battle of the Lepanto are incorrect according to historical account. 
Therefore, James is involved in a type of adaptation process, moulding the narrative according to his 
own agenda. Craigie makes a number of observations regarding James' inaccuracies. One example 
surrounds the line 'The Turke had conquest lie' (144). Craigie writes: 'The statement made here is 
n°t strictly true. At the time when the Holy League was formed the capital of Cyprus, From Augusta,
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James used his poetry as a vehicle to expound his pacifist philosophies, thus 

creating the identity of the peacemaker. Nowhere is this more apparent than in 

James' epic poem, 'The Lepanto,' contained within James' second poetry collection, 

His Maiesties PoeticalI Exercises at Vacant Houres and written during the course of 

the Anglo-Spanish war (1585-1604). Robert Appelbaum records that 'The battle was 

already famous when James put his hand to it -  the subject of chronicles in Spanish, 

Italian, and Latin and two or three briefer works in Italian and Latin that were 

James' primary sources' (Appelbaum 341). Therefore, to write on the historical 

battle of the Lepanto was to engage in a similar process to that of creating a Psalter. 

James injects himself into the European literary culture of the period, following the 

examples of those who have gone before, possibly in a bid to replace them in status 

and literary authority.53 Therefore, like the Psalter and James' 'Paraphrase', the 

w°rk is inflected with the King's political and personal agenda -  and that agenda 

was peace. The King's adaptation of a 1571 battle allowed him to establish a 

narrative in which the narrator holds no bias. Herman claims that 'The Lepanto' 

carefully endorses both sides because this strategy made diplomatic sense at the 

time of the poem's composition.54 The poem reveals a monarch vying for the

was still holding out and did not fall till six weeks before the a 'ma™ n'  ,  e Tu In ^ e
Messina on J  September 1571, though the rest of the island had be. = b y ^ r s  m the 
summer if 1570' (Craigie 1955: 327), In relation to James’ self-alignment with classical writer, 

iei j o /u juraigie i 3riennvulpdee Virgil and Homer as his chief models. A
Appelbaum writes: 'James does not fart to> a c k n J g  translations and lyrical poems,
young man with artistic aspirations w h t e d  a l r e a d y ^  _ aEain, a young poet who
could scarcely select a more suitable subject mat g

was also a King' (Appelbaum 341). participates in a European-wide effort to depictAppelbaum expresses a similar sentiment, it even par ul H np:thpr
the Battle of Lepanto as a glorious victory, despite evidence that the battle was
unambiguously heroic nor unambiguously triumphant ( ppe aum that 'At the time of its
S4u„ 1. „ *,• „,-uoHnal nositioning of the poem claiming that At the time ot its

rman continues to out m domestic and foreign diplomacy by exemplifying hiscomposition ... the leponto intervenes in .la Pas d o m  g Cattlolic

r  S ^ b ^ j h ^ i r : ^ ' R e l i g i o n ,  and the Angelic Chorus seryes to
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approval of both Protestant England and Catholic Spain. Straddling the two, James 

again reveals himself to be the 'peacemaker'.

Unlike the PsoItGr1 s silent projection towards peace, James engages openly 

with the atrocities of war in this poem. Speaking of the construction of James 

'peacemaking' identity, Appelbaum writes:

The principle of “peacemaking" or, as we say today, pacifism, lay at

the heart of James' foreign and domestic policies and increasingly 

became the byword of his personal mythology. James had not only 

established a pacific government; peace was also to be, he was 

proud to say, his particular legacy -  that profession of the self that 

should survive beyond the self. (Appelbaum 336)

Appelbaum also points out that Du Bartas' work, Sepmaines which James translated 

in part in this poem and his other poetical treatise, is also riddled with pacifist 

sentiment' (Appelbaum 343). James uses the medium of poetry and exegesis, as 

well as his later political discourses, to forge this legacy. 'The Lepanto' is a key 

component in the establishment of such a myth, using language to indicate the 

King's aversion to war. James demonstrates the futility of combat stating.

Dead drop they downe on euery side,

Their fighting Spreits eschews,

And crosses Styx into disdaine,

To heare infernall newes:

Yea skarcelie could the ancient bote 

Such number of soules containe,

assure the Kirk and the English Protestants who happen to read this poem that James is really on 
their side' (Herman 'Best of Poets' 2002: 81).
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But sobbed vnderneath the weight

Of Passengers prophane. (James VI and I 1591: 11.652-659)

James' retelling of the battle of the Lepanto reveals no winners. What is highlighted 

is that men fall on 'every side' and in such vast numbers that they cause the ferry of 

the river Styx to weep under the strain of so many. Turks, Spaniards, the Papacy and 

various other principalities were involved in the historic battle. James references a 

number throughout the body of the poem, but here, in death, James removes their 

nationality. The poet-king treats the loss to each nation in the same equal terms, 

using the generalised expressions 'Dead,' 'they,' 'their,'' soules,' and 'Passengers'. 

Such a construction of battle in this way gives some sense of the futility of war.

Later James compares war to a plague, invoking the language of the Old Testament 

to depict the bloody violence which it creates:

The Sea was vernished red with blood,

And fishes poysond all,

As IEOVA by MOSES rod

In Aegipt made befall. (James VI and I 1591:11.736-739)

The imagery in this passage harkens back to the language of Exodus 7: 20-21 and 

the first of the Egyptian plagues.55 The battle of the Lepanto is depicted in terms of 

an unnatural affliction, sent by God to punish sinners, or in this case, any form of 

Persecution. The non-identified 'dead' of the first example become the collective

_ , 20 a A a r o n  did so as the LORD commanded; and he lifted up the rod,Exod. 7: 20-12: '>°And Moses and A ron drd so ^  and jn the sight of his serVants;
and smote the waters that were in r, , b[ood ; iAnd the fish that was in the river
and all the waters that were in the river and there was
died; and the river stank, and the Egyptians could not drink or
blood throughout all the land of Egypt •



'number of soules' and 'Passengers prophane' in the 'Sea' of the second passage, 

formed from blood, shed by man. Identity is lost in the pursuit of violence.

James forms a new 'identity' out of the pursuit of a pacifistic existence displayed in 

the violent imagery of 'The Lepanto.' Through use of poetic language depicting the 

futility of war, James adds further support to the construction of his 'peacemaker' 

Persona.

Returning to Appelbaum's observations of James peacemaking mythology

throughout his policies, the beginnings of that mythology certainly have roots in the

King's poetry. No doubt familiar with the Esramian teaching that the arts of peace

are of far greater importance to the Christian prince than the arts or war, James

utilizes this sentiment and literalizes the concept in The Lepanto . He writes:

Glasse-makers beet their fire that burnes

Continuall not for a while,

The Painter mixes colours viue,

The Printer Letters sets,

The Mason clinckes on Marble Stones,

Which hardlie dreft he gets:

Euen so, how soone this Warriour world

With earnest eies did see

Yon signe of Warre, they all prepard

To winne or els to die. (James VI and I 1591:11.434-443)

Presented with a series of images, the reader is reminded that the 'arts' play their

Part in battle as well as the sword. However, the concluding lines reveal that, 56

56 Appelbaum testifies to James' familiarity with Erasmus in 'War and Peace’ (Appelbaum 344). See 
a,so Erasmus 251.
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relegated soely to this Warriour world', the arts are stifled. Left with two choices,

'To winne or els to die/ the 'Glasse-makers', the 'Painter', the 'Printer' and the 

'Mason' are all muted, deprived of their creativity. The same fate impacts upon the 

Pen, something that will in turn have bearing on the poet. James addresses this as 

he continues:

My pen for pity cannot write,

My haire for horrour stands

To thinke how many Christains there

Were kild by Pagane hands. (James VI and I 1591:11.796-800)

The pen is stilted by war. Unable to flourish whilst operating alongside the sword, 

the pen becomes unable to write. These images become a metaphor for James' 

literary policy, pre-emptive of what was yet to come. As 'peacemaker' the pen was 

ln effect James' sword and here James continues to carve out the 'peacemaker'

'mage that would, in Appelbaum's terms, 'survive beyond the self'. Therefore, in 

'The Lepanto' the pen of the 'peacemaker' King functions as a representation of its 

faster. It, like James, cannot flow/function in the world of violence as 'for pity it 

cannot write'.

Herman questions the purpose of the publication of 'The Lepanto' given the 

King's 'lifelong aversion to both figurative and literal military exploits'.57 

Presentation of this subject matter suggests that the answer to this question may lie 

in James' desire to move beyond the crippling effect of violence demonstrated 

metaphorically by the stilting of the stile in the body of the poem. James presents a

57 TUme quote in full reads: 'given James' lifelong aversion to both figurative and literal military 
exploits ... the King's decision to write the poem in the first place and then republish it requires more 
explanation than ascribing it to a desire for writing an exciting story or demonstrating expertise in a 
variety of genres' (Herman 2001:1511).
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King who can actively contemplate the atrocities of war. Vet, in examination of the 

prospect of battle, violence is found wanting and is replaced by James' chosen 

weapon which retains its identity even after the bloodshed. Unlike the unnamed 

victims, the pen, and therefore the poet, attains a particular immortality through 

the medium of print.

By assuming this image of the 'peacemaker' and by forging an epic tale of the 

battle of the Lepanto where all sides appear equal, James hoped to secure safety 

for his land, his people and, most importantly, for himself, regardless of the 

outcome of Anglo-Spanish war. However, by the time of the poem s official 

publication in James' 1591 collection, it was clear that England would reign 

victorious. James proceeds to reframe 'The Lepanto' as a piece of Protestant 

doctrine. The preface, added to the 1591 and 1603 official publications, opens with 

a concern 'that the effects of mens actions comes cleane contrarie to the intent of 

the Authour... The same finde I by experience (beloued Reader) in my Poeme of 

LEPANTO' (James VI and I 1603: A2r). The ability to misinterpret the King's texts 

continues to dominate James' written discourse. This passage flags up a recognition

., . . . nnt necessarily from the author. In a letterthat meaning stems from interpretation, not necesbd.uy

to Queen Elizabeth on 17 August 1596, James refers to the possibility of variation in 

interpretation, claiming that 'ye [Elizabeth] might interpret [the content) to be an 

offence unto you' (James VI and 11984:146). However, for James it does not 

necessarily follow that the intention was to offend.

The preface of 'The lepanto' claims that copies of Poetical Exercises had fallen 

into circulation without his consent and that these copies led to a false impression



of the work.58 Herman writes, 'The preface in other words, accommodates the 

change in political and diplomatic circumstances by trying to tip the poem's careful 

balance toward Protestantism, even if this means contradicting what the poem 

actually says' (Herman, 2001: 1516). Far from the impartial tone of the poem's 

narrator, James' preface claims that 'the special thing misliked in it, is, that I should 

seeme, for contrary to my degree and religion ... to penne a work ... in praise of a 

forrain Papist bastard' (James VI and I 1603: A2r). He later claims that one of the 

contributing factors to the composition of the piece was the 'cruell persecution of 

the Protestants in all countries' (James VI and I 1603: A2v). The phrasing used 

throughout the preface, such as 'Papist bastard,' intimates a King who is far from 

impartial but, given the dates, only when it looks like his side is winning. Referring 

to 'The Lepanto,' Rickard claims that 'What we see in the preface, then, is James 

attempting to close the text, to shift the responsibility for interpretation from the 

reader back to the writer' (Rickard 63). Like his 'Paraphrase' James is attempting to 

°nce again foreclose meaning through the addition of words. Ironically, it is 

Precisely the distancing of interpretation and authorial intention which James 

s°ught to bridge that allows the King to manipulate his text, reshaping not just the 

historical event, but his own retelling to meet with his particular political agenda.
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-  , , u nmA, it haue not bene imprinted, yet being set out to the publickJames writes: For although till now, t h knowledge or consent,
view of many, by a great sort of stolen Copt«. supdry jt hath by the contrary
>t hath for lack of a Preface, bene: mi some: h g ^  dj pt t0 some, through their mistaking
fallen out, that the lack thereof, hath made it 
a part the meaning thereof (James VI and 11603.
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Conclusion

From the King's 'first verses/ James works to establish himself in a number of areas 

within the literary field, adopting numerous strategies in order to achieve this aim. 

Firstly, he publishes a book of poetry, a previously unheard of achievement for a 

monarch in either Scotland or England. Prentise itself is a text riddled with 

authoritative strategy. As a King, James ordinarily seeks his authority from God, but 

as a poet, he must rely upon other methods. In Prentise, he draws literary authority 

from the translation of established poets to the presentation of poetical knowledge 

in the form of an instructional treatise -  an attempt to 'prove his worth' perhaps. 

But conceivably the most telling feature of James' poetical self-fashioning is in the 

adaptation of the classical modesty tradition, extending the sentiment beyond the 

body of the preface to the arguably false anonymity of the text itself.

Vet, as has been seen, poetry was not the only literary field in which James 

endeavoured to carve his own space. His literacy exegesis in this period is both 

great in volume and in length. Again, James employs invocation as an authorizing 

tactic, associating his exegesis with the great Tremellius. But his exegetical work has 

a more clearly pronounced political agenda than immediately visible in James' first 

Poetical text. By looking at the cuts and semantic substitution, these exegetical 

exercises are revealed to be much more than spiritual analysis. Here, James' future 

Political discourse begins to emerge, particularly in regards to his 'peacemaker' 

irnage, something that receives further attention in the King's final poetry 

collection, Poeticall Exercises. It is here that poetical enterprise and poetical 

intention most clearly combine during this early stage in his reign as he produces 

fhe mini-epic 'The Lepanto,' itself fraught with contemporary political concerns.



During the process of creating his identity as writer-King, James also play a 

Part in the establishment of the Jamesian 'mythos' that would be carried through 

the pages of history. His poems and correspondence display trappings of classicism, 

of James as 'peacemaker,' and of James as biblical translator-all aspects that 

would be expanded and influence those appropriative constructions which occur 

after the King's demise. Yet, such a variation in characteristics begins to inform the 

Protean existence of King James VI and I, and these variations continue to multiply 

throughout his literary career, extending into his afterlives. These poetry 

collections also reveal the King's differentiation between the collective 'We' and the 

Personal 'I'. The contrast between these two pronominal constructs will be 

examined in Chapter Two, but what is important to note is that, even in James' 

earliest works, a sense of a public 'self' and a publically projected private 'self' is 

beginning to emerge.

Throughout his correspondence, and his poetical and exegetical enterprises, 

James is also developing a strategy for the foreclosure of interpretation. Much like 

the King's first verses, James' preface to 'The Lepanto' implies that the King still 

druggies to accurately impart his intentions upon his readers. However, the degree 

to which James' intentions remain constant comes under scrutiny when the content 

°f 'The Lepanto' is studied alongside its later preface. Echoing Lynch's terms 

expressed at the beginning of this chapter, Neil Rhodes comments that 'James knew 

when to drop an argument, to change his tone or to adopt a different persona' 

(Rhodes 19). The issue of 'The Lepanto' with its preface in 1591 and 1603 offers a 

clear example of just this. The closing of interpretation is important for the 

establishment of the King's political philosophies. Yet, even in these poetical works,



contradiction begins to emerge as a result of James' textual manipulation.

Therefore, although interpretation can never be definitively controlled, linguistic 

manoeuvring for political purposes often renders understanding all the more 

complex. As James moves into his political period, his goal of interpretative control 

is further developed. But with this strategy comes further textual manipulations 

leading to contradiction and to the eventual deterioration in strength of James' 

policy of government by pen.
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Chapter Two

Reading the Monarch in the Political and Minor Prose Works of 
James VI and I: The Late Scottish Years and the English Reign.

Writing in 2008, historian Kevin Sharpe states that 'Royal authority had always 

been heavily invested in the "word” and Henry VIII and his successors seized the 

opportunity presented by print to publish the royal word and will' (Sharpe 2008: 

237). James VI and I was certainly one of Henry's successors who utilised the 

opportunity of print, particularly in regard to the expression of his political 

philosophies. This chapter extends from Chapter One to look primarily at James 

published political doctrine. Jane Rickard, author of the first monograph on 

James' works, observes that 'James experimented with publishing anonymously, 

creating fictional personas, and writing about himself in the third person 

suggesting that this allowed him to 'separate himself from his role, and to see 

that role from a range of perspectives' (Rickard 123). It is this notion that 

foregrounds the focus of this chapter. James experiments with literary form, 

frequently producing innovative strategies of expression and composition 

Within his political discourse. Rickard explores these texts in terms of how they 

grant or subvert authority. I am more interested in James methodology, 

investigating how these political treaties cultivate additional facets of 

monarchical identity and how they interact with his earlier literary ventures.

What also emerges in these later writings is the concept of the public 

and the private King. The public King is the King presented to an audience of 

subjects -  this 'James' tends to express himself in the royal vernacular and is 

verv much a consciously constructed entity, drawing on biblical and classical
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allusions to cement his political policies. Yet the sense of the private James is 

also a constructed entity, emerging through use of the singular pronoun I . This 

chapter looks at the King's pronominal usage for the first time in renaissance 

criticism, revealing that the monarch's construction of self in this period, is one 

that offers a blend of constructed 'public' and private, both cultivated for 

presentation to his reading audience.

This chapter aims to survey James' written texts focusing on 

Daemonologie (1597), True Lawe (1598), Basilikon Doron (1599 and 1603), the 

translation of the King James Version (1611) and the King s Workes (1616).

These texts have previously been examined for their political merit and for their 

Part in the creation of James' authority (Craigie 1882; Fischlin and Fortier, Lee 

Jr. 1980; Levy Peck; Rickard; Rhodes et al; Sommerville). Rather than examining 

these texts for their effective policy, this chapter aims to offer the first 

dedicated study of the methodology involved in the dissemination of those 

policies. This chapter will also revisit the idea of James processes of self- 

fashioning examined in Chapter One, looking at how the continuation of these 

strategies not only help to further the King s own created image, but allow him 

fo move beyond fashioning of the self to fashioning of other selves — chiefly his 

heirs and subjects. The chapter will investigate the King s continued 

establishment of his 'image', adding additional facets to those created through 

his poetic and religious discourse. However, by looking as James political 

writings, I will also look at James' methodologies involved in the presentation of 

his chosen image, examining how James offered a constructed public image,

^nd an equally constructed private image of self through use of literary and



linguistic device. Further to this, a few of James more minor literary 

publications in this period will be taken into account including his Directions 

(1622) and his later poetry. These relatively neglected last poems offer an 

example of the amalgamation of James’ early literary strategies in the 

innovation of a new political methodology, even in the final years of his reign.

This chapter begins with an examination of James first political work, 

Daemonologie. Although James produces this substantial text in 1597, Rickard 

claims that it was not until the publication of True Lawe that 'James suggests 

that letters are inadequate and books the best way of appearing to lay himself 

open, and, therefore, of convincing his readers of his integrity (Rickard 90). 

However, I disagree with Rickard's conclusion. To discount Daemonologie is to 

overlook James' first foray into political prose, constituting a significant part of 

the development of James' literary strategies for governing by his pen. Despite 

being the only monarch to author a demonology, the text has rarely been 

assessed in its own right, and rarer still has it appeared in conjunction with 

criticism of James' later political works. Yet, Daemonologie plays a vital role in 

James' self-fashioning process. Published anonymously, it allows the King to 

play with his political discourse, presenting it not as a directive, but as a 

dialogue.

Section two considers True Lawe and Basilikon Doron for their additional 

methods of expression. Rather than replicating the anonymity of Daemonologie 

(and indeed the King's first poetic manuscript), James publishes True Lawe 

under a pseudonym, creating a fictitious subject from whom to issue his 

discourse. This is not the only example of James' construction of a guise for
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publication. Though True Lawe was published before Basilikon Doran and is 

James' first foray into politics that functions directly inside the public realm as 

opposed to the specified world of demonology, it has largely been reduced to 

second place behind Basilikon Doron. Critical history seems to favour BasMkon 

Doron, perhaps because it was the first publicly acknowledged political text or 

because James himself overlooked True Lawe for publication in England. 

Regardless, it has been placed in the shadow of the later text despite the fact 

that at its conception, only seven copies of Basilikon Doron were produced.1 

One only has to look at collections such as Sommerville's Political Writings to 

see the continued celebration of this alignment, as Basilikon Doron takes pride 

of place as the first entry in the collection. Although James acknowledges 

authorship of Basilikon Doron, he styles his authorial persona as father rather 

than 'King'. Basilikon Doron offers a less politically charged text to that of True 

Lawe with less of a tyrannical punch, perhaps because of its supposed private 

readership. However, an examination of the opening sonnets suggests that 

Basilikon Doron may have been intended for public perusal from the outset.

This section also considers how James attempts to create the illusion that what 

he presents to his readers is the true 'person' of James. He does this in two 

ways; firstly, by utilising his son to frame the text as a private document, and 

secondly, by offering a blend of the collective 'we' with the private 'I', creating 

the sense that Bssilikon Doron truly reveals the mind of the King.

^Seven copies of an Anglicisedversion of the work were secretly printed by’
1599, and distributed to James' relatives and friends' (SommervHle xvmŶ For the tory of prmt 
of B a s iU K o n  D o r o n  see Wormald 1991: 51. The destination of six of the sevencop e s o h e  
original B a s i l i k o n  D o r o n  scripts have been discovered. According to Craigie “ p* S 
unaccounted for, the seventh, was presumably that intended for Prince Henryr him elf. He was 
certainly given a copy of the revised second edition four years later (Craig,e 1950. II. 8).



In section four, James' speeches are examined, signalling the 

materialization of the public political persona-the King 'on stage'. However, 

what is of most Interest in these accession years Is the translation of the 

James Bible providing James with the means by which to unify the language, 

religion and thought of his new kingdoms whilst simultaneously providing him 

with another legacy -  the voice of Scripture. The final section explores the last 

writings of the early modern King of Scotland/England. This segment looks at 

the King's last publications from the issue of his collected Works to his final 

parliamentary speeches and last poems which offer a conscious amalgamation 

of what originated as separate literary identities, even if they were unavoidably 

unconsciously linked through the author.

2.1: D a em o n o lo g ie

In 1597, having spent much of his early career publishing largely in poetry and 

religious discourse, James issued his first political treatise -  Daemonologie* The 

circumstance behind James' publication at this time is important for the political 

aspect of the text. Returning from his nuptial trip to Denmark, the King and his 

Wife experienced what was thought to be a supernatural tempest. The alleged 

circumstances surrounding the raising of the storm are recorded in the primarily

^Titling D a e m o n o lo g ie  a politicaktreatise exhibits various p r o b le m s ^  o ^ n e e d jo o k  at

Sommerville's collection of Political| W « W j ' ° ' “ ^ re le ga te d  the text to the title of Minor 
considered one of James' major politicaltix * (o lepresent Jam B ' first political
Prose. However, the current author considers _ t(j |nstruct agajnst various
treatise as it was written to serve a specif'c P ^  ^  inc|usion jn the 1616 Workes
aspects of superstition and w.tchicraft Its:r  ^  ^  ^  important political text, setting it
uggests that James also considere d True Lawe of Free Monarchies, which

side by side with those texts such as Basilikon Doron and I rue Lawe oj
are considered his major political works in today s climate.

103



104

English tract of 1591, the anonymous Newesfrom Scotland,3 Written six years 

later, James' Daemonologie, appears to make reference to the event itself and 

to the 1591 pamphlet. The 'Strange news' that James' character 'Philomanthes' 

speaks of is likely the Newes from Scotland. The language the King uses in the 

description of the power of witchcraft echoes the recorded conditions of his 

experience:

They can rayse stormes and tempests in the aire, either vpon Sea 

or land ... Which likewise [are] verie easie to be discerned from 

anie other naturall tempests ... in respect of the suddaine and 

violent raising thereof, together with the short induring of the 

same. (James VI and I 2002: 46)

Replication of this language is important for the reception of James text by his 

readers. By constructing the narrative in this way, James enters into a discourse 

that had already been fore grounded in the publication of Newesfrom Scotland, 

■ ending James' new demonological work currency within cultural interest. By 

Penning a demonology, James was entering into an already established sphere

3
he tract documented the trial of one Agnes Sampson (among others) at which James was 

present. Sampson was believed to be the chief instigator of the plot, and despite initial doubt, 
convinced the King of her abilities by repeating privately to him the words shared between 
Jarnes and the Queen on their wedding night. The details concerning the confessions and 
Sentencing of Agnes Sampson recorded in the 1591 tract are as follows, the saide Agnis 
Sc"npson confessed before the Kings Maiestie sundrye thinges which were so miraculous and 
strange, as that his Maiestie saide they were all extreame lyars, wherat she answered, she 
w°uld not wishe his Maiestie to suppose her words to be false, but rather to beleeue them, in 
^Eat she would discouver such matter vnto him as his maisetie should not any way doubt o ff ... 
hereupon taking his Maiestie a little aside, she declared vnto him the verye wordes which 
Passed between the Kings Maiestie and his Queene at Vpslo in Norway the first night of their 
Carriage ... whereat the Kings Maiestie wondered greatlye, and swore by the liuing God, that he 
be|eeued that all the Diuels in hell could not haue discouered the same: acknowledging her 
w°rds to be most true, and therefore gaue the more credit to the rest which is before declared' 
(Carmichael 13-17). Asa result, Sampson was put to death. For more on the origins of 
Daemonologie and the circumstances of witchcraft in Scotland and Europe in the Early Modern 
Period see James Craigie 1982; Rhodes, Richards and Marshall; Larner; Normand and Roberts.
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of discourse that had many, now infamous, documents such as Maleus 

Malificarium (1487) and Reginald Scot's The Discoverie of Witchcraft (1584). As 

such, the King continues the pattern of publication from his youth, injecting 

himself into recognized literary fields, carving a new scholarly identity in the 

Process -  that of demonologist.* 5

James situates his text in direct dialogue with those works that had

gone before, setting up his treatise:

against the damnable opinions of two principally in our age, 

whereof the one called SCOT an Englishman, is not ashamed in

publike print to deny, that ther can be such a thing as Witch

craft: and so mainteines the old error of the Sadducees, in

denying of spirits (James VI and I 2002: xi).

There are two points of interest contained within this passage: firstly, the 

nationalities of James' opposition appear in capitalised format. Emphasising the 

^graphical origins of his contemporaries creates a subtly woven critique. The 

label, 'Englishman,' appears in both the 1597 and 1603 texts. Retention of such 

a segregating phrase in the 1603 English edition of the text suggests that James 

maY be consciously separating his Scottish heritage and beliefs from English

Kramer and Sprenger; Scott 1584. For more on the subject of witchcraft, the supernatural and 
em°nology ¡n this period see stuart clan's book, Thinking with Demons: The Idea of Witchcraft 

E a r ly  M o d e r n  E u r o p e .

j An add'tional feature of the King's first political text or lack thereof, creates a further link to 
.a"]es' first dalliance into poetical publication. The 1597 version of Daemonologie has no 
pnd|cation of the author on the title page whilst the 1603 version has acknowledgement of the 
, r,nce James as the author. Yet authorship can have been in no doubt as the Preface is signed 

arT1es R' and the Preface makes explicit claim to the authorship of the Treatise: 'The fearful 
abounginge at this time in this countrie, of these detestable slaues of the Deuill, the Witches or 
^chaunters, hath moved me (beloued reader) to dispatch in post, this following treatise of 

me' (James VI and I 2002: xi). This may well have been a reappearance of James' habit of 
Ss'cal modesty as explored in Chapter One.
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opinion. A similar manifestation of this dialectical division had already been 

presented in the retention of Scottish vernacular in the Reulis and Cautelis of 

1584. This increases the plausibility that James returned to this tactic again in 

1597.

Secondly, James negotiates biblical references (Sadducees), as well as 

contemporary authors on the subject (Reginald Scot), strengthening his 

argument not just by drawing upon variant authoritative sources, but by pitting 

them against each other. James calls upon the word of God as offering definitive 

proof of the supernatural, pitting it against the word of a man, even if that man 

is an established, published authority. This is the first example of James 

utilisation of his early literary enterprises for explicit political purposes. Indeed, 

this habit becomes part of James' political methodology.

Notably, the King claims that his learning is not a motivation for the 

work. He declares that: 'Whatsoever hath been gotten from them hath been 

done by me myself, not because I was more wise than others, but because I 

believed that such a vice did reign and ought to be suppressed (Willson 105). 

Here, unlike James' more self-indulgent earlier works, motivation for 

D°emonologie appears to be derived from genuine concern. The strength of his 

conviction is highlighted by the order in which James lists the crimes against the 

crown in his later publication Basilikon Doron (1599) which states: 'there is 6

6 Despite James' belief in witchcraft in the latter part of the sixteenth century, his convictions 
aPpeared to change towards the end of his English reign. Numerous critics have recorded these 
shifts such as Lockyer who writes: 'In later years, once he was secure on the English throne, 
JarT1es came to doubt whether witchcraft existed' (Lockyer 21). Similarly, H. N. Paul records that 
ln his later career, not only did James become less convinced of witchcraft, (compare to earlier 
statement from Wilson, but according to H. N. Paul, he saw a psychological problem where he 
°"ce saw a demonic origin and sent those suspected of 'witch-craft' to the medical faculty of 
Cambridge for psychiatric assessment rather than death or imprisonment (Paul 75-130).
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some horrible crimes that yee are bound in conscience neuer to forgiue: such as 

Witchcraft, wilfull murhter, Incest, (especially within the degrees of 

consanguinitie) Sodomie, poisoning, and false coine' (James VI and I 2001: 23). 

Holding such a strong belief that these 'witches' were a threat to both King and 

nation, James implies in Daemonologie that it is not only necessary, but his God 

given duty to share his knowledge, emphasising education over self-elevation.7 

He defends the publication of his Daemonologie thus:

not in any wise (as I protest) to seure for a shew of my learning & 

ingine, but onely (moved of conscience) to preasse thereby, so 

farre as I can, to resolue the doubting harts of many; both that 

such assaults of Sathan are most certainly practised, & that the 

instruments thereof, merits most severly to be punished. (James 

VI and I 2002: xi)

The 'doubting Harts' reference pertains to the opposition of Scot, Weirus and 

various other demonologists who, in James' terms, reproduce the error of the 

Sadducees'. The King does not make that mistake. Rather, he once again takes 

UP the 'art' of warfare, developed in 'The Lepanto,' hoping that his discourse on 

Doemo/o/og/e would 'be effectual, in arming al them that reades the same, 

Against these aboue mentioned erroures' (James VI and I 2002: xv). Here James 

returns to the idea of the pen as weapon as expounded in his early poetry. He 

issues words as his first defence, and advises his subjects to do the same, not by 

Writing, but by adhering to their monarch's instructional discourse.

7 ln the dialogue, of Daemonologie Philomathes states that in the case of withces, 'their whole 
Practices are either to hurte men and their gudes... or else by the wracke in quhatsoever sorte' 
(James V| and I 2002: 35).
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As a monarch presenting himself to his subjects through a written text, 

an aptitude of subject knowledge must be displayed in order to establish 

himself as a credible demonologist. James achieves this by discussing many 

aspects of the supernatural, engaging with topics including 'lemures' and 

'spectres', demons, witches and werewolves. He also displays his knowledge of 

the linguistic side of the subject, providing the etymology of the words 

'Sorcerie' and 'Witchcraft' with which his text is primarily concerned (James VI 

and I 2002: 31).8 What is of interest here is the emergence of James' political 

Philosophies, and with it, the way in which the King employs literary tactics to 

construct his argument.

Rather than evidencing personal experience which he claims to 'know', 

James employs the same religious discourse as his adversaries to prove the 

existence of demonological spirits. Entering into this arena, James unconsciously 

exhibits his ability to manipulate scripture for his own purpose, simultaneously 

Pointing to the malleability of words, through their dependence on 

interpretation and application.9 Epistemon's scolding of Philomathes for 

Misinterpretation is eerily familiar, echoing similar concerns expressed 

throughout the King's early work. Epistemon states: 'I see if you had taken good 

tent... ye would not haue bene in this doubt, nor mistaken me, so farre as ye

Jarries as Demonologist (in the linguistic sense here): 'As to the word of Witchcraft, it is 
nothing but a proper name giuen in our language. The cause wherefore they were called 
s°i'tiarij, proceeded of their practicques seeming to come of lot or chance’ (James VI and I 2002:

R|ckard addresses this point of collaboration, recording that 'The King was thus 
^appropriating Scot’s materials for an opposing purpose, and this again involves not only 
lncorporatmg doubt and dissent in order to challenge it, but also risks validating that doubt and 
dissent. Moreover, his use of Scot's work raises the possibility that aspects of his own treatise 
c°uld likewise be reappropriated by people seeking to oppose him' (Rickard 107).



haue done' (James VI and I 2002: 15).10 Fear of misinterpretation and 

subsequent corruption of the King's image, was continually at the forefront of 

James' publications, and his tract on the supernatural is no exception.

Within Doemonologie James constructs an alternative literary method of 

presentation to the poetical, exegetical and proclamation style strategies visited 

in Chapter One. He adopts a dialogue style akin to the Socratic dialogue 

tradition developed in ancient Greece, such as that displayed in Plato's seminal 

politio-philosophical The Republic.11 By drawing upon an established literary 

format, James achieves an induced authoritative effect, similar to the classical 

modesty motif displayed in his early prefatory statements that accompanied the 

Poetical works. He claims that the choice of dialogue form was in order to 'make 

this treatise the more pleasaunt and facill' (James VI and I 2002: xii). Rickard 

argues that, by presenting Daemonologie 'in the form of a Dialogue' James 

distances himself somewhat from the ideas set forth in the text.12 This design 

removes James as the narrative voice in the argument, replacing his voice with 

the fictional voices of Philomathes and Epistemon. Extending from Rickard s 

claim, the present author would argue that this distancing effect allows James 

to exist in two different metaphorical literary personas, Philomathes (Lover of 

knowledge) and 'Epistemon' (Understanding). Creation of these two characters 

renders James' argument one of logic and reason, rather than simple dictation 

from a monarch. James operates as both 'educator and the student by

1°..
uAlso see Rickard 150.

Plato's dialogue takes place between Socrates and various other Athenian and foreign 
characters. For more on the Socratic dialogue form see Saran and Neisser.

Rickard acknowledges the estrangement claiming that 'The dialogue form places James at 
m°re of a remove, and the dialogue indeed refers to Kings in the third person’ (Rickard 105).
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adopting these created 'characters'. The King is therefore located at the centre 

of the dialogue, his agenda rising from the contrived question and answer 

format. This formula, paradoxically, allows him to retain a particular type of 

control over the text. Through dialogue construction, James educates his 

readers on precisely how to read the King's discourse on superstition, posing 

pre-emptive questions arising from his instructions and providing answers to 

reaffirm his meaning.13

2.2: Politician and Peacemaker -  Later Scottish political writings

Like Daemonologie, publication of James' The True Lawe of free monarchies: or 

The reciprock and mutualI dutie betwixt a free king, and his naturall subiectes 

(1598), was sparked by a specific event in Scottish history. The actions and 

discourse of one James Melville against the King led, according to Craigie, to 

James once again taking up the pen.14 Contrary to Daemonologie, however, 

there was no prefatory hint of an author. True Lawe was not publicly 

acknowledged by James until its appearance in the 1616 Works. Where True 

Lawe specifically departs from James' anonymity pattern is the publication of

Rickard expresses a similar sentiment in her monograph on authority (105). The dialogue 
format therefore functions in a similar way to.the system of correspondence accompaniment, 
considered in the previous chapter.

A deputation of the two brothers and two other men met with James at Falkland. It was 
during this meeting that the famous incident occurred in which Andrew Melville grabbed the 
s|eeve of James' gown and named him 'God’s sillie vassal'. Melville continued to expound his 
beliefs that 'thair is twa Kings and twa Kingdomes in Scotland. Thair is Chryst Jesus the King, and 
bis Kingdome the Kirk, whase subject King James the Sext is, and of whase kingdome nocht a 
king, nor a lord, nor a heid, but a member'. See Melville. For more on this and on the case of the 
Melvilles see Craigie 1982:195-196. Craigie gives further examples of incidents which may have 
parked the dersire in James to pen his work such as the Affair of Mr David Black in 1596. 
Similarly, Jenny Wormald writes 'It was brought into being as a direct reaction to the secular 
foeory 0f Buchannan and the much more dangerous religious theories and claims of the 
bfolvillians'. Wormald 1991: 50. Also see Craigie 1982:193-194 and Huston 8.



the text under a Greek pseudonym, C. QiAoTiaTpic;. According to Craigie this 

translates to 'A Scot, a lover of his country' (James VI and I 1982: 193).15 Its 

anonymity provided a similar function to the dialogue format exhibited in 

Daemonologie, allowing James to forge an additional literary persona -  that of 

the diligent subject or in his own terms, a lover of his country. In this context, 

True Lawe presents the philosophy of a loyal member of the King's realm. Had 

James published the text under his own name, the tone of the narrative would 

have transformed from one of diligence and admiration to one of dictatorship 

and control. Therefore, just as the anonymity of Prentise allowed James to 

adopt the title of poet over King, here, anonymity allows James to present his 

treatise from his subjects' perspective, or at least a construction of this 

Perspective.16

The title sets the theme of the treatise, which develops into an apology 

on the divine institution of monarchy, aligning with James' later claim to be 

God's Lieutenant in earth' (James VI and I 2001: 72). He refers to the contract 

that exists between a King and his subjects stating:

As to this contract alledged made at the coronation of a King, 

although I deny any such contract to bee made then ... yet I

I l l

.. , . thic trpatise that James did not choose Trueit is perhaps for the nationalist tag attached to
L o w e  as one of his Scottish works to be republished in England. „
16 Though just how effective this anonymity was is questionable. The reference to natural! 
Subjects’ in S e  full title of the piece, The True Lawe o f  f r e e  ™ n a ^ r T h e  r e p a c k  and
"utuall dutie betwixt a free king, and his naturoZ/sufa/ectes rephcates the anguag h

. , „won those par v one s penned in his name. in e iacru ie
treatisTwa" issued fro m th eTreKo f Robert Waldegrave would certainly «ive *uppo^ thiS

edjt'in§ Wal^er|fra',j ' Sf 0Toe^ P rIn te d ^ y jjo b e rT ^ a jX g ra v e ,ae)lUer to^he^ings«< 'on, the text is acknowledge to be Pnn ^  ^  ^  ^  Rober,

jestie . Sommerville claims indicate royal authorship or at least endorsement, and
Waldegra„e. the King's printer, seated “  r V |nduded James' c„,,ec,ed W o rte  of

book was known to be by the King long berore
■*■616’ (Sommerville xvii).
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confesse, that a king at his coronation, or at the entry to his 

kingdome, willingly promiseth to his people, to discharge 

honourably and trewly the office giuen him by God ouer them. 

(James VI and I 2001: 81)

In James' terms, the contract is non-existent. Written from the supposed point 

of view of the common subject, this passage expresses nothing more than a 

loyalty to the King, denying that any form of contract is necessary as the 

monarch will necessarily act within the interests of his people and his God. 

However, examined as a passage written by a King, this section shifts in tone, 

moving from an overarching sense of loyalty to a primarily tyrannical discourse. 

Accredited to the pen of a King, the initial denial of contract suggests belief in 

an absolute monarchy -  the monarch is subject to no other 'man'. Further to 

this, the authority that governs the King's actions is the King himself. God may 

be positioned as the appointee, but that is the only function attributed to him 

m this expression. It is only the King who controls the relationship between 

People and ruler. For James to publlcally acknowledge this text at this point 

Would certainly have jeopardised his smooth entry into England. It would have 

given an impression, not just of an absolute monarchy, but of an absolute 

monarch ruling according to his own whim. For those who disagree with James 

Policies, this was the discourse of a tyrant. Therefore, publishing under a 

Pseudonym indicative of a generalised subject removes the potential 

interpretation of True Lows's content as tyrannical dictation. Indeed, had James 

signed his name to this work, the further references to the King as ouer-Lord of 

*he whole land' and 'Master ouer euery person that inhabiteth the same,
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hauing power ouer the life and death of euery one of them' would certainly 

have painted True Lawe as a discourse of enforced absolutism (James VI and I 

2001: 75).

Although writing under the guise of a common subject, James continues 

to replicate the exegetical patterns of Duemonologie, strengthening his 

absolute arguments with biblical support. By returning to this strategy so soon 

after Daemonologie, James begins to exhibit a specific Imperial style of 

argument within his political prose. Rickard records that 'scriptural 

interpretation ... lends authority to the explicitly political works [James] would 

go on to write' (Rickard 90). In other words, James imports his earlier exegetical 

Practises into the construction of his political philosophy, quoting extensively 

from I Samuel 8 v. 9-20. According to Rickard's analysis, religious doctrine 

account for one third of the total text.17 The biblical text the King chooses to 

utilise involves the process by which the position of 'monarch' came to be, 

Positioning monarchical authority within a specific Christian context. Combining 

Political agenda with scriptural exegesis, James relies upon co-dependent 

authority, generated through the amalgamation of doctrine with royal 

acumen.18

However, despite the authority granted by the unison of these two 

dements, the same union called James' accuracy into question. Craigie 

highlights a number of passages in which James exegesis diverts from the

17 Throughout True Lawe all of James' direct references and almost all his quotations are biblical 
around one-third of the text is given over to scriptural exegesis (Rickard 91).

James' additions function in the same way as the embellishments displayed in his Paraphrase 
<c- 1588), drawing together the language of the King and the language of God, combining them 
in °ne authority (James VI and 11616: 7-72).
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scriptural text on which it is based. One example is located in the examination 

of a passage in BasHikon Doron in which James writes that 'Kings are called 

Gods by the propheticall King DAVID, because they sit vpon GOD his Throne in 

the earth, and haue the count of their administration to giue vnto him' (James 

VI and I 2001: 64). Craigie notes that 'While the first clause paraphrases Psalm 

82:6, the "because" clause which follows "is not to be found either in the 

passage referred to or at any other place in Scripture'" (Craigie 1982: 128).19 

But Craigie fails to interpret the full significance of this passage. James' 

interpretation of this portion of scripture translates to a statement of divine 

ordination. In order to control the interpretation of the scriptural elements of 

James' argument, it was necessary for the King to elaborate upon his source. 

This activity in which the biblical text is blended with James' agenda, looks back 

towards his Paraphrase vpon the Reuelation outlined in Chapter One. Further to 

this, James adopts a particular method of accentuating a specific point by 

displaying certain passages In their own emphasised space. On this occasion, he 

quotes Exodus 22:28, separating it from the general body of the text. The verse 

reads: 'Thou shalt not rayle vpon the ludges, neither speake euill of the ruler of 

thy people' (James VI and I 2001: 71). As the passage deals with the subjects 

right, or lack thereof to move against divine authority, one assumes that James 

f°und this passage to be crucial in legitimizing his argument. It works in tandem 

Mth the previous example taken from True Lawe. The people cannot rayle 

Upon the King, precisely because there is no contract. Therefore, theoretically 

al1 that can be voiced by the discontented subject is his opinion, but even that

19 Tu.
Ih|s is also picked up again in Rickard 91.
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right is removed by this clause. The argument set forward in True Lowe removes 

the subject's power, and the subject's voice. These tie to James' issues of 

interpretation. By removing the potentially critical voice of the subject, only one 

voice remains -  his own. Again, had this text been publically issued from the 

pen of the monarch, such a sentiment would read as a further example of 

tyrannical dictation. However, presented as the views of the fictitious subject, 

scriptural reference appears to be a moral appeal rather than a monarchical 

directive. The same passage is paraphrased again and again throughout the 

text, creating a similar effect to James' vast editions in his apocalyptic 

Paraphrase, retaining the original text, but reshaping it to function within his 

own individual argument.20 James retains this emerging Imperial style in his 

next political enterprise -  Basilikon Doron.

Circulated in manuscript in 1599 as an instructional book for his eldest 

son Henry, and subsequently published, BasHikon Doron, is perhaps James' 

rnost well known publication. Alongside Daemonologie, an English variation of 

Basilikon Doron was republished in 1603 with and additional preface and 

removal of the King's dedicatory sonnet. Graham Rees and Maria Wakely 

record that 'Basilikon Doron was printed in March 1603 in London, and in huge 

numbers' (Rees and Wakely 471). The text was entered into the stationers 

register by John Norton on the 28th March 1603, three months before the King 

tTlade his way to London, offering his new subjects a chance to read the King

20 D , " , , ¡ „  ro|,tinn to -th e  judgement of the King 72; the King as
Paraphrases occur on 69 and 70 and m ¡he only judge 81; the dutiful subjectfree 73; the King as above the Law 75; tyranny 79, God as the oniy juog

^3; and the obedient subject 84.
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before he arrived. The popularity of the text is recorded in the Stationers Court 

documents. They state that:

the entrance of the said booke made in the hall booke to Mr John 

Norton and others that therein are Joyned with hym is a Lawfull 

and Orderly Entrance, according to the same orders, And that 

contrary to the order of the companie whiche lymiteth the prices 

of books they have sold great numbers thereof at a greater rate 

then ys appointed by some order for the pryce of bookes.

(Jackson 2)

This reveals two items of note. Firstly, Basilikon Doron was selling, and selling 

well. The document records that it was selling in 'great numbers' so much so, 

that the sellers could charge a higher price for the book and still sell. The King's 

book of instruction was in high demand indeed. Further to this, the document 

continues to reveal that other illegal copies were made, numbering 1500, and 

these were also selling. Basilikon Doron was quickly a 'best-seller' and, as 

Joseph Marshall reports, 'readers approached James' texts with the reverence 

usually reserved for Holy Scripture' (Marshall 477). What Basilikon Doron 

ottered to the reading public was an insight into the person of the King and 

James knew this. He therefore constructed his text in a strategic fashion -  if his 

Public were to ingest his words, then those words might as well serve a purpose 

other than public interest.

What has been over looked in the consideration of Basilikon Doron as 

^cession propaganda is the impact of this variation in its opening words as 

presented in 1599 and 1603. The 1603 edition begins with: 'God giues not Kings
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the stile of Gods in vaine, / For on his Throne his Sceptre doe they swey: / And 

as their subjects ought them to obey', as opposed to 'LO here (my Sonne) a 

mirrour viue and faire, / Which sheweth the shadow of a worthy King' of the 

1599 edition ('The Argument' 1-3; 'The Dedication' 1-2). There are three types 

of self-fashioning at work over these two editions. Firstly, there is the 

fashioning of the son. 'The Dedication' appears only in the 1599 edition. The 

language used here suggests that the text is primarily an instruction book, an 

example to James' eldest son of 'worthy' kingship. 'The Argument' appears in 

both the 1599 and the 1603 edition. In 1599 it appears secondary to the 

dedication. The language used is more dominant than that of 'The Dedication', 

repeating commanding instructional verbs such as 'doe' and 'ought'. Set out in 

this way, readers may be inclined to read 'the Argument' as an elaboration 

uPon 'the Dedication', outlining kingship in terms that echo the sentiment of 

True Lawe. In this way then, the lines of 'The Argument' refer to the King's 

loyalty to God. The language used relates directly to that used in True Lawe, 

emphasising the monarch as God's representative on earth and subject only to 

God. The connections are solidified later in the sonnet:

If then ye would enioy a happie raigne,

Obserue the Statutes of your heaueny King,

And from this Law, make all your Lawes to spring:

Since his Lieutenant here ye should remain. (5-8)

These few lines echo precisely the passage selected from I Samuel expounded in 

True Lawe, indicating the one way contractual obligations between subject and 

Monarch. Framed as a gift to his son, and as an instruction in kingship, the
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absolute sentiments evident here avoid the type of poor reception True Lawe 

may have achieved had James acknowledged authorship.

Yet, there is a particular ambiguity to these words, revealing the second 

level of self-fashioning at play in these texts -  the fashioning of the subject. The 

first and last lines of the initial octave are most likely relating only to the nature 

of kingship. However, the reference to 'subjects' in the third line of the 

argument ('And as their subjects ought them to obey'), coupled with the 

ambiguity of the term 'their', results in two variant readings. If 'their' refers to 

the 'Gods' mentioned in the previous line, then this phrase is interpreted as 

Kings are subject to God and therefore must obey him. However, the term 

'their' could equally refer to 'Kings', rendering this phrase about how subjects 

should obey their King. Similarly then, the 'ye' of line five can also be read as 

King or subject, which impacts upon the 'heauenly King' reference in line six.

The 'heauenly King' can either constitute the more traditional reference to God, 

0r it can be a construction of James' divine monarch philosophy, forming a 

shortened visualisation of the 'God's representative on earth sentiment. As the 

opening to the 1603 edition, this sonnet appears to be operating on two levels, 

one concerned with the fashioning of Henry, the other concerned with subject-

fashioning.

'The Argument' also appears in 1599. Whether or not James' text was 

always meant to be publicly circulated is something that has been frequently 

debated. Daniel Fischlin and Mark Fortier claim that the text underwent a 

dotation in this publication, indicating that they propound the belief that it was 

first meant for limited perusal, in contrast to James' other works, 'which were



clearly intended to have a more obvious public context' (Fischlin and Fortier 

1996: 18). Jane Rickard takes a more tentative view, stating that 'It may be 

Basilikon Doron was always intended ultimately for public consumption but that 

the 1599 version was not yet ready' (Rickard 116). J. P. Sommerville however, 

asserts his view with much less hesitancy, stating definitively that James had 

'hoped from the first that the work would be widely read' (Sommerville xviii). 

Examination of James' language in 'the Argument' offers support to Rickard and 

Sommerville's claims. If there is a constructed dual meaning to these lines, then 

inclusion of the sonnet in the initial publication offers evidence that Basilikon 

Doron was always meant for public consumption. By framing Basilikon Doron as 

a text of instruction to Henry, James adopts a further yet familiar pseudonym.

In the dedication, James justifies the necessary construction of Basilikon Doron 

stating that 'I the authour thereof, as your naturall Father, must be carefull for 

Your godly and virtuous education' (James VI and I 2001: 2). Publically offered 

as a 'mirror' for Henry, the text is constructed as a gift from a father rather 

than a monarch. The dual concept of father encompasses the biological link to 

Henry as well as the national link to his subjects. Whilst these two can exist in 

nnison, it also fashions Henry in the role of 'subject also. In this way, the 

err>ergent dominant message is the message from King to subjects, not from 

father to son, and therefore, the idea of Basilikon Doron as a 'private' gift to 

Henry is a literary illusion. James utilises Henry as a constructed audience, he 

fashions Henry into his personal literary tool.

In the construction of the book as a private text for his son lies the 

Ĥ ore familiar process of Jamesian self-fsshioning involved in these opening



lines. Cecile Jagodzinski suggests that 'privacy' did not hold quite the same 

definition in the early modern period as it does today, stating that, 'privacy 

carried the suggestion of individual, rather than public, interest, of a person 

acting in an unofficial, rather than an official, capacity'. (Jagodzinski 2) By 

framing Basilikon Doron as a book intended only for his son, James forges the 

notion that the James in this text, presented to the reading public is the 

'unofficial' James rather than the 'official' King -  a translation of the individual 

rather than the presentation of another Jamesian persona. However, as has 

been seen, this is precisely what Basilikon Doron is, an addition to the Jamesian 

'rnythos'. Rickard offers a similar interpretation claiming that:

the "myth" that Basilikon Doron constructs is, paradoxically, that 

the King has been demystified -  that his private self is the same 

as the self now on public view, so his subjects need look no 

further than the "true image" with which he is providing them in 

his book. (Rickard 116)

Pickard may offer this as a suggestion, but she does not offer an analytical 

investigation of how this 'myth' operates within James' literary catalogue more 

generally. This is, of course, a forged mythical construction. The true image 

Presented in Basilikon Doron is the image James chooses to project. Such a 

theory is given further weight through examination of the title. Had James 

1599 text been intended as a gift from father to son, then identification of the 

book as Basilikon Doron or a 'Kingly Gift' seems a little too removed from the 

opposed private musings of a father. The language here is ambiguously 

instructed. Once again we see the reference to the idea of the 'natural

120
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father'.21 In a literary climate familiar with this phrase and its symbolism of the 

wider relationship between King and subjects, the location of it here suggests a 

dual purpose. James can at once infer his son and his subjects as recipient of 

this instructional text, therefore fusing the public with the private, and stepping 

publicly into the role of literary politician, furthering this aspect of the Jamesian 

mythos. What James offers then is a constructed, publically staged version of 

both his 'public' identity, and his 'private' identity -  neither constitutes a 

glimpse of the King's 'interior' self.

A further way of investigating James' blend of public and private is 

through his use of pronominal descriptors. Chapter One discussed the 

emergence of the King's two methods of self expression -  the royal 'We' and 

the singular T. In Basilikon Doron, the relationship between these two 

Pronouns becomes more complex. According to Catherine Belsey, language: 

provides the possibility of subjectivity, because it is language 

which enables the speaker to posit himself or herself as "I", as 

the subject of a sentence. It is in language, in other words, that 

people constitute themselves as subjects. Consciousness of self is 

possible only on the basis of differentiation: I cannot be

signified or conceived without the conception non-l , you ,

and dialogue. (Belsey 2001: 54-55)

The use of the 'I' as an expression of self would be familiar to James readers as

^ is also the identifier of their own concept of self. Therefore, through James

Use of the singular pronoun 'I' offers a method of identification between King

21 Th's phrase has already been used in reference to the relationship between King and subjects 
ln both the proclamations and the True Lawe.



122

and subject. For James, the T  becomes important in the dissemination of his 

projected 'private self'. Discussing the materialization of 'privacy', Graham 

Richards claims that this emergence 'constitutes the culturally visible beginning 

of the idea that the individuated ego or personality is the carrier of the 

authentic self' (Richards 2008: 53). Use of the term 'I' creates, for the reading 

subject' an identifying marker of James the man as opposed to James the King. 

However, as Belsey points out, the 'I' can only exist in contrast to something 

else. She suggests 'you', but in James' case, the 'I' exists in contrast to the royal 

'we'. By presenting the two side by side within his text, James creates the 

illusion that, Whilst it may be a publically circulated text, with monarchical 

elements throughout (signified by the 'We'), there are in fact, private elements 

James revealed through the personal 'I'. This appears to support James' claim 

that '[Bjookes are viue Idees of the authours minde' (James VI and I 2001: 9). 

However, this is mere artifice as both of these states are constructed for a 

staged revelation of 'self'- the monarchical 'We' and supposedly private 'I'.

Linked to this 'I' / 'We' relationship, the medieval concept of 'the King's 

two bodies', although a complex model in itself, takes on a more intricate 

construction in James' case through consideration of James use of personal and 

collective pronouns.22 Applying the concept to Queen Elizabeth I, Marie Axton 

Writes:

for the purposes of law it was found necessary by 1591 to endow

the Queen with two bodies: a body natural and a body politic ...

22 w 'th texts operating within both the public and private spheres, the King's literary style 
Provides a working example of the complex relationship embedded within the conceptual 
n°tion of 'the King's two bodies'. See Kantorowicz. This concept has often been applied to 
Queen Elizabeth I. For more on this see Axton.
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The body politic was supposed to be contained within the natural 

body of the Queen. When lawyers spoke of this body politic they 

referred to a specific quality: the essence of corporate 

perpetually. (Axton 12)

If the 'body politic' is, to use Axton's term, 'contained' within the 'body natural', 

then this suggests that the two are separate yet connected entities. The use of 

monarchical collective pronouns such as 'our', 'we' and 'us' in the Royal 

vernacular, often referred to as the Royal 'we,' indicate a separation between 

the person of the King and the 'corporate perpetually' of the concept of 

'monarch'. Whilst the physical body of the King must inevitably die, the 

monarchical concept possesses immortality.

In distinction to the collective vernacular, the T  connotes a more 

Personal expression. Katie Wales, an authority on pronoun usage, writes: 'A 

discourse that is marked by l-isms (OED) will be understood to be “personal", 

whether or not the / that "speaks" is fictional (as in lyric poetry), or actual (as in 

a love-letter or autobiography)' (Wales 71). One of the most interesting 

examples of pronoun usage occurs in this seminal so-called private political 

*ext. He writes:

And thus in a firme trust, that it shall please God, who with my 

being and Crown, gaue me his minde, to maintaine and augment 

the same in me and my posteritie, to the discharge of our 

conscience, the maintenence of our Honour, and weale of our
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people, / bid thee heartily farewell. (James VI and I 2001:12 -  my 

emphasis)23

What this example demonstrates is that only moral attributes can be owned on 

a personal level. The possessive 'my' figures the 'minde' and 'posteritie' as 

belonging to the author. Notably there is a distancing effect produced by the 

inclusion of 'and' in the first possessive; 'My being' and 'Crown' are separated. 

The 'Crown' does not have a possessive preposition, reinforcing the notion that 

the conceptual notion of kingship, signified here by the word 'Crown,' is 

different to the physical body of the King. This is similar to the construction of 

'our conscience' and 'our honour'; both are 'owned' by the concept that the 

royal vernacular has come to represent -  the disembodied monarchical 

institution. Therefore, the l/We, My/Our constructions separate the physical 

body from the ethereal. Yet, James' use of both in such close proximity 

momentarily brings the two bodies together, combining the physical crown with 

the metaphorical in a more persuasive way than his predecessors.

Whether judged a success or failure, ultimately, James used his Basilikon 

boron in a myth making capacity. In this later publishing period, James 

continues to use his writings to offer an extension of the Jamesian mythos . The 

King's Psalter (circa. 1598) marked the beginning of his self-styled Davidical 

a'ignment. Here, the King returns to that Davidical allusion, not only allying 

himself, but his text with this figure of biblical classicism (James VI and I 2001.

”  This construction is quite unique and, as yet, I have not found any other examples of it in the 
Wr'ting of other early modern British monarchs. Having spoken with Elizabethan and Henry 
e*Perts, none can identify a similar moment of linguistic construction. Therefore this example is 
^ ¡te  unique though just how unique cannot be established until an exhaustive search has been 
Carr'ed out, something that could not be completed within the time taken to complete this 
thesis.
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8). Further to this, BasHikon Doron expands upon James' peacemaker image, 

initiated in his early verses. John N. King recognises James' involvement in the 

creation of his Rex Pacificus image, claiming that it was, in fact, a 'self-styled 

role,' enhanced by the formation of his motto Beati Pacifici (King 2002: 421).24 

James adds further support to his displayed peacemaker image in Basilikon 

Doron by once again utilising scripture as a method of argumentative 

solidification. He quotes from Proverbs 20:2 stating 'The wrath of a King is like 

to the roaring of a Lyon' (James VI and I 2001: 47). Again James utilises scripture 

as a method of solidifying his argument. David Mathew claims that 'This must 

have been how he pictured himself in his imagination for in fact his voice was

weak and though sometimes he brought men down, he did it silently' (Matthew 

86). | suggest an additional motivation for James' use of this metaphor. Notably, 

the wrath of the King is to be served through the lion's roar -  not its claw or its 

bite. Based on this biblical image, it would appear that for James, the anger of a 

godly King does not manifest physically but vocally. For a monarch who governs 

hy his pen, such an allusion is an apt citation within his most infamous politio- 

Philosophical text. The proverbial passage simultaneously links James' literary 

style with his peacemaker image, demonstrating James use of literary skill to 

further his own agenda. Yet the language of the 1603 preface suggests that the 

re|ationship between the text and author is more than just one of control and

Self-fashioning.

--------------------------------------------- f himself with the Old Testament King
“ Similarly. Roy strong writes: -James I's t T p o c f ^  wa5 a sta,ement o. is political aspirations 
s°lomon by the adaptation of the motto B by Qjvine Right (Strong 58 )•
asthe peacemaker of Europe aligned to his o
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Returning again to James' 1603 preface, the King speaks of the book as 

being 'vented forth', conjuring images of childbirth and of Basilikon Doron as a 

secondary heir. The text itself is to outlive the King and carry his name, sparking 

James' proclamation that Basilikon Doron remains 'my booke', not just in 

meaning and authorship, but in legacy.25 The inheritance function of the King's 

writings provides an element James could utilise for his accession -  legacy does 

not necessarily have to wait until the passing of the author. The book vented 

forth' could be presented as a path to the English crown. But with publication 

comes the problem of interpretation. If James hoped to cultivate a reading 

subjects, then he also cultivated 'authorizing subjects'. Ultimately, the meaning 

of James' text lay in the hands of its readers and, as Marshall states, those 

readers that treated the King's texts as the Holy Scriptures, 'proceeded to take 

the Holy words out of context like any sectarian' (Marshall 477). Basilikon 

Doron, therefore, whilst presenting the King's policies, also opened them for 

debate, obscuring his self-presentation rather than solidifying it and ultimately 

further complicating identification of the person of the King. However, this was 

not the only literary method by which James worked to attain his new 

sovereignty.

In the years just prior to the accession, James attempted to secure his 

English title by striking up a secret correspondence with the Earl of Essex and

In defence of various religious and political critiscisms James proclaims that this is the onely 
"leaning of my booke' (James VI and I 2001:10). Rickard comments upon these words stating: 
'This is James' clearest statement of his desire that his writings be interpreted as having only a 
sin8'e, fixed and royally sanctioned meaning. It also reveals his desire to maintain ownership of 
J ls texts even after they have entered the public sphere; while the book's title claims it is a 
'kingly gift", the King continues to consider it "my booke'" (Rickard 118).



subsequently, with Sir Robert Cecil.26 The letters reveal two items of note: 

firstly, they demonstrate a replication of terminology used in James' political 

doctrine and secondly, they indicate that the King is subject to 'collaborative 

rule'.27 James employs the same idea of 'naturall loue' as exhibited and implied 

in the 'naturall Father' references.28 He re-emphasises the peaceful method of 

rule outlined for Henry by underscoring his intention to enter England by 

Peaceful means stating:

it neuer was, is, or shalbie, my intention to enter that kingdome 

in any other sort, but as the sonne and righteous aire of England, 

with all peace and calmness, and without any kind of alteration in 

seat or gouernment, as fare as possible as I can.29 

Replication of these peaceful phrasings helped to foreground the transition of 

Jamesian mythological terms, already established in Scotland, to the King's new 

English kingdom.

Despite his relationship with Cecil, James instigated a further secret 

correspondence between himself and his agents in England. He gives 

'nstruction how to manipulate England and her opposing sides, how to:

walk surely betwixt these two precipices of the Queen and the 

people, who now appears to be in so contrary terms, the only 

right outgait therein is to be well and surely informed of the
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»  ^  details of this correspondence see Bruce^ to James' rule more generally (Rickard 11). See
This phrase is attributed to Rickard, connec

ChaPter 0ne of this thesis- , nf th.  ,natura|| loue I owe to englande’ (James VI and ILetter 30 to 10 (undated) James speaks of the n
1849: 32)
9 Letter 30 to 10, 24 March -  no year (James VI and 11849. 75).
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people's present disposition and inclination and to conform your 

behaviour accordingly (James VI and I 1982: 173; 1849: 8) 

Although analysis of True Lawe reveal James' reluctance to enter into a contract 

with his subjects, here, James recognises the necessity of his subjects for 

authority. In this letter he makes clear that, faced with a choice between 

appeasing the Queen (Elizabeth I) and appeasing his new English subjects, his 

subjects take precedence. Therefore, far from being directed by the King's 

whim, as indicated in True Lawe his subjects are involved in the construction of 

his monarchical authority. In James' revelation to Cecil, it becomes evident that 

not only was the King prepared to manipulate scripture, and the language of his 

own texts for political gain, but his actions were also determined by his political 

agenda. Examination of the King's correspondence indicates a shrewd and 

somewhat underhanded monarch. Nevertheless, his claim to enter England by 

Peaceful means cannot be drawn into question as James negotiation of the 

English throne takes place, not with threat or violence, but through written 

discourse.

•̂3: The Accession and the Bible

Ernes' written campaign succeeded as, in 1603, he took the throne of England.

Part of his accession, James ordered Basilikon Doron, Daemonologie and 

The Lepanto' to be reprinted, extending the successful strategy of his Scottish 

reign to his English. These texts worked in conjunction with the King's early 

speeches such as his opening speech to Parliament in 1604, later published in



the same year. James replicates the language of his written text in his oral 

delivery. His 1604 Parliamentary address begins by informing his audience that: 

you are here presently assembled to represent the Body of this 

whole Kingdome, and of all sorts of people within the same, may 

with your owne eares heare, and that I out of mine owne mouth 

may deliuer vnto you the assurance of my due thankefulness for 

your so ioyfull and generall applause to the declaring and 

receiuing of mee in this Seate (which GOD by my Birthright and 

lineall descent had in the fulnesse of time prouided for me). 

(James VI and I 2001: 132)

The first point James emphasises to his new auditors is the same sentiment he 

expressed in True Lawe, reinforcing his proclaimed status of God s Lieutenant. 

The King is of divine ordinance, and therefore a natural head to the Body of this 

whole Kingdome'. Notably, James refers to himself, not in the distancing our 

°f the royal vernacular, but In the first person T. Given the publication of 

Basilikon Doron just prior to his arrival in 1603, this method of address works in 

tandem with the presentation of that text. James written discourse begins to 

function on an intertextual level with specific politio-philosophical threads 

Weaving throughout. As has been seen, Basilikon Doron was constructed under 

t^s guise of a private text to a son, therefore suggesting the text reveals the 

Parson of the King, not the institution. Use of the personal pronoun in a public 

address continues this myth. James presents a forged version of himself in 

these speeches, utilising them to further expound his agenda of divine 

Monarchy and peaceful government.

129
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The King's strategies did not go unnoticed by the members of the court, 

nor by members of the religious community. In his sermon, preached at St 

Paul's Cross in 1608, Richard Crakanthorpe makes the following observation: 

That which I would onely mention at this time, is the great 

blessing, which by the happy meanse of our Salomon we now 

enjoy; who feeling, and grieving to see a rent in Gods Church, 

himselfe like Phinees, stood in the gap, and with more then 

Princely Clemency and Moderation, made vp the breach, 

appeased those affaires, and removed that shame and reproach 

from Israel, which the vnquietnesse of contentious spirits, had 

brought vppon it (Crakanthorpe Clr).30 

King James is the figure standing in the gap between those factions of 

contentious spirits'. Given the event of the Hampton Court Conference, just 

four years prior to Crakanthorpe's sermon, it would not be too presumptuous to 

assume that the tool used to mend the 'rent' between the churches is the new 

b'blical translation.31 Through the translation of the Bible, James found a text 

through which his vision of a unified Britain could be found and his policies 

Projected (Nicholson 66.)

Notably, Crakanthorpe refers to James through the adoption of the Solomon title. The use of 
the Phrase 'our Salomon' In this section Is quite confusing. Throughout Cranthorpe's sermon, 
the Phrase 'our SALOMON' has been used to refer to the King, noting the capitalisation, 
however, the lowercase italicised 'Salomon' is used to signify the biblical King. This passage 
Could therefore be read in sole reference to the biblical King. However, the use of the word 'our' 
0n|y every occurs in reference to King James as Solomon and so the use of italics in this passage 
aPPears to be a printing error and not a reference to the biblical King. Given the oral nature of 
the sermon, the shift between 'SALOMON' and 'Salomon' would be denoted by the use of the 
^ 0rd 'our' and so it would appear to be King James that has bridged the gap within his Israel.

F°r more on the Hampton court conference see McGrath.
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By translating the Bible into a new English version, James could not only 

reinforce the biblical message of natural order, but also hold a certain amount 

of control over the precise wording of that message. James is therefore involved 

in a similar task to his earlier exegesis but on a more global scale and with an 

alternative method. Katherine Eisaman Maus writes: 'Renaissance religious 

culture thus nurtures habits of mind that encourage conceiving of human 

inwardness, like other truths, as at once privileged and elusive, an absent 

presence, "interpreted" to observers by ambiguous inklings and tokens' (Maus 

11.) Normal processes of interpretation involve decoding these 'symbols,' 

constructed in the form of words. However, one translation of a symbol does 

not necessarily equate with another's translation of the same symbol, and 

•neither might equate with the authors intention. In terms of biblical 

interpretation, this process becomes even more difficult as the author is God. 

However, as 'God's Lieutenant,' he places himself in a position between God 

and man, owning his own mind, but sharing his conscience with God. As such, 

the language of the King must exist somewhere between the creative language 

God and the resemblance of God's language possessed by man. In the 

dedication to the King by the translators at the beginning of the King James 

Version, James is constructed as 'the principal mover and author of the work 

(James VI and I 2005: xvi). Although not the actual 'translator' or 'author' of this 

l®xt, James' sponsorship is enough to associate him with its composition. It is 

through the King's name that the 'word' is rendered a little less alien, whilst 

s'r|aultaneously allowing the subject to internalise the doctrine and fashion the
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'self'.32 Therefore, although not directly involved in the physical translation of 

the biblical text, James secures an additional role -  that of 'Biblical translator'.

Upon examination, this is perhaps a more fitting title than it first 

appears. James did have a hand in shaping the new translation as the 

translators were not left to their own devices completely. In 1604, the 

Archbishop of Canterbury, Richard Bancroft, devised strict rules of translation 

that had to be followed by order of the King. Whilst it was Bancroft who drew 

up the rules, King James was heavily involved in their creation -  as Nicolson 

states: 'They are ... a translation and formalisation by Bancroft of the King's 

intentions' (Nicholson 79). Paul Tice, editor of Daemonologie, claims that 'What 

we have ... is a Bible based on selective translations for political purposes. An 

agenda was involved that was not the agenda of truth, it was one of control' 

(Tice in). Although a little overstated, close examination of the King James 

Version alongside the 'rules of translation,' indicates a certain amount of truth 

in Tice's observations. For example, the sixth rule states that 'No Marginal 

Notes at all to be affixed, but only for the explanation of the Hebrew or Greek 

Words, which cannot without some circumlocution, so briefly and fitly be 

exPressed in the text'.33 James' aversion towards the Geneva Bible is clear from 

the rank of Bibles to be consulted in the translation, according to rule fourteen, 

Which places the Geneva text at the end. The problem arose from the

Various translation 'companies’ were formed, each with a specific section of the Bible to 
decipher. The divisions were as follows: The First Westminster Company (Genesis -  II Kings), The 
Flrst Cambridge Company (I Chronicles -  Song of Songs), The First Oxford Company (Isaiah -  
^aiachi), The Second Cambridge Company (The Apocrypha), The Second Cambridge Company 
(The Gospels, Acts of the Apostles, Revelation) and The Second Westminster Company (The 
3N3ew Testament Epistles) (McGrath 219).

Jarnes' 'rules of translation' are taken from David Norton's modernised reproduction of the 
rules as included in MS Add. 28721, fol. 24r and MS Egerton 2884, fol. 6r. Norton 2005: 7-8.
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explanatory marginal notes provided in the Geneva to elaborate certain aspects 

of the text. In this translation, Daniel 11:36 reads:

And the King shal do what him list: he shal exalte him self, & 

magnifie him self against all, that is God, & shal speake 

marueilous things against y God of gods, & shall prosper, til y 

wrath t be accoplished: for the determination is made. (Geneva) 

The accompanying marginal note marked't' states 'So long the tyrants shal 

preuaile as God hath appointed to punish his people: but he sheweth that it is 

but for a time.' Whilst the Geneva clarification indicates that the 'King' referred 

to here is the tyrannical King and not the Godly King, nevertheless the marginal 

note is problematic of James' theories of a divinely instituted monarchy.

Alaistair McGrath outlines the significance of this removal pointing out that, 

while the Geneva notes 'regularly use the word "tyrant" to refer to Kings; the 

King James Version never uses this word' (McGrath 143). The Geneva note 

Provides theological support for the overthrow of tyrannical monarchs. This 

Proved too dangerous for a newly appointed King, especially as Elizabeth I had 

almost been overthrown within living memory. Craigie points out that James 

Political works were sparked by actual cultural events, but here only the threat 

Potential political uprising is enough of a foundation for James removal of 

the marginal notes. Exclusion of the word 'tyrannical eliminates any emphasis 

°n monarchical deposition, reinforcing the position of King as ordained by God, 

buttressing the concept of monarchy as expounded in True Lawe.

Further to the extraction of marginalia, the rules of translation also

dictated the use of specific terms, ultimately supporting the King s authority.
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Rule number three reads: 'The old ecclesiastical words to be kept, viz: as the 

word "Church" not to be translated "Congregation" etc.' (Norton 2005: 7). 

Analysis of this rule suggests that refusal to use the term 'congregation' 

indicates that emphasis is to be placed on the physical structure of the church, 

rather than on the spiritual, non-material body of the congregation. McGrath 

notes that Tyndale chose to interpret 'ecclesia' as 'congregation' in his 1526 

translation of the New Testament, but for a monarchy that values its position as 

head of the church, this interpretation is problematic (McGrath 176). Extending 

from this then, to use the word 'congregation' is to place power within the 

gathering of subjects, freeing them from organised religion and therefore 

relinquishing state control. Adam Nicholson points out that, 'if Ecclesia means 

not church but congregation, what relevance to God can there be in the 

elaborate and expensive superstructure of an established church...? (Nicholson 

75). Nicholson seems to be indicating a financial concern here, but use of the 

Word 'church' also points towards a desire to maintain the physical structures of 

the state. It brings with it ideas of hierarchy, both internally among preachers 

and bishops, and metaphysically, linking church to King and God. For a monarch 

who once proclaimed, 'No Bishop, no King,' retention of the word church 

aPPears to be more than just a stylistic preference. Preservation of the term 

assists in the perpetuation of the church/state relationship.

This documented evidence of enforced semantic choice suggests that 

°fher words may also have been specifically retained. John Bois, one of the 

translators of the King James Version, made notes relating to the translation of 

the text. These notes support the hypothesis that the King's policies impinged
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upon translation, although whether this was a subconscious act or a conscious 

decision is yet to be determined. Bois offers the following as an example of 

translation variation across a number of Bible versions:

Tyndale:... unto the kynge as unto the chefe heed...

Geneva Bible: ...unto the King, as unto the superior...

Bishop's Bible: ...unto the king as having the pre-eminence.

Rheims Bible: ... to the king, as excelling...

A.V.: ...To the king, as supreme...

Bois' note: as to the highest, to the sovereigne. Sovereigne,i.e.

the French word for summus, supremus. (Allen 22)

Although Bois presents these discrepancies, neither he nor his editor, Ward 

Allen, recognise any political significance. Neither has this example received any 

critical attention until now. It offers two points of note in regards to the 

specifics of translation which both support Tice's argument for the King James 

Version as a text for political control. Firstly, the meaning of the word 

sovereign' is debatable, According to Ward Allen, 'This note exhibits the 

revisers' uncertainty of mind over the translation of a word which had 

occasioned disagreement amongst earlier translators and had found our 

translators making a fresh try' (Allen 22). The implied meaning of the Greek 

word in I Peter 2:13 is unclear for the English translator, which suggests that 

one of its primary meanings lies in the culture in which the Greek text was

Produced.

Further to this, Allen points out that the passage has been redirected 

towards a King rather than an emperor, stating that It seems natural, then, that
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the revisers should have chosen a word which suggests the powers of the 

English sovereign as an approximation, not a strict analogue, of the powers of 

the Roman Emperor' (Allen 23). This could be the reasoning behind the 

structure of the other four versions recorded in the example above. The King is 

only ever described in relation to the 'chefe heed' or 'the superior' or as 

possessing a quality that raises him to an elevated position, but not to a 

uniquely elevated position. This suggests that there is a level of appropriation at 

Work here. The King is constructed in correlation with the classical figure of the 

Roman Emperor. Such an alignment would certainly have blended the self

representation of James with contemporary appropriations of the King. To excel 

or to have pre-eminence allows for the theoretical existence of a few other 

subjects who are capable of existing on the same plain. The King, in this context, 

aPpears to occupy a Foucauldian resemblance of the Emperor -  he is God s 

representative on earth as opposed to an actual God. However, James adopts 

the role of 'little God' as an expression of kingship in Basiiikon Doron (James VI 

and I 2001:12). The King James Version echoes this sentiment, constructing the 

King as 'supreme,' removing the separating 'as unto clause. The King occupies a 

s'milar position to the emperor in that he is placed in the highest position on 

earth, matched by no other mortal. This is suggested by the excluding nature of 

the word 'supreme,' coupled with the removal of the as unto clause. Bois 

choice of construction is significant in terms of impinging political ideological 

structures. The translators of each of the biblical editions faced a similar 

Problem with the word, but all except Bois chose to represent the King as 

olsvated, not supreme. Given James' monarchical theories, Bois example
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illustrates more than just the problems of translation practice. The King James 

Version reveals a translation that bears the imprint of political doctrine, 

indicating the amalgamation of James' literary political agenda with the 

production of his authorized Bible.

A return to Reginald Scott's demonological text, The Discoverie of 

VVitchcraft (1584), provides a further instance of translative choice that may 

have its roots in monarchical concerns of the period. Scott remarks that, whilst 

the Hebrew word 'casaph' has been translated as witch, there is evidence to 

suggest that 'casaph' can also be translated as 'poisoner' (Scott 1584: 64). In 

choosing to retain the word 'witch' in the King James Version, the translators 

can be viewed as upholding the beliefs and policies of state, once again 

reflecting the concerns of the King's authored works. Given the history of King 

James and witchcraft, and the 1603 re-print of his Daemonologie, it is quite 

reasonable to suspect that the decision to retain the word 'witch' could be 

based in politics rather than tradition. Knowing the King's beliefs through 

consultation of his works, and given the evidence of translation manipulation 

already demonstrated, it is entirely plausible that the translators choose to 

retain 'witch' in favour of the more accurate 'poisoner' as an act of adherence 

to the crown.

To date, no evidence has been presented to offer definitive proof that 

James had a hand in this particular translative point, but certainly the language 

of Daemonologie points towards this conclusion. James constructs his argument 

tor the existence of witchcraft upon the evidence of the scripture, stating that. 

'Bu yee omitted to speake of the Lawe of God, wherein are all Magicians,
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Diuines, Enchanters, Sorcerers, Witches, & whatsoeuer of that kinde that 

consults with the Deuill, plainlie prohibited, and alike threatened against' 

(James VI and I 2001: 29). The biblical passage James refers to here is Exodus 

22:18 ('Thou shalt not suffer a witch to live'), the precise passage that Scot 

refers to as a mistranslation. Had the translators of the King James Version 

chosen to replace 'witch' with 'poisoner' it would have rendered James' earlier 

argument on the existence of witchcraft wholly unstable. Therefore, there is 

enough evidence to speculate upon James' influence, if not direct involvement, 

in the presentation of this inaccuracy. Read in this way, the examples of 

McGrath, Bois and Scot all point towards the King James Version as a politically 

constructed text (at least in part), not just in purpose, but in language. These 

illustrations appear to lend support to Tice's conviction that the King James 

Version was peppered with political agenda.

Not only did James try to influence the mindset of his subjects through 

his writing but, in 1622, he also tried to monitor religious teaching in his 

kingdom, chiefly by restricting any sermons that questioned the King s position, 

^tempting to limit any misconception of religious doctrine. In August 1622, 

■ larnes took an active step to ensure the biblical narrative was delivered in a way 

lhat would benefit the state. Whilst the monarch cannot monitor individual 

Meditation and individual consciousness, his position as the head of the church, 

8rants him control over how the message is delivered. His Majesty s Orders and 

directions, concerning Preaching and Preachers was created to control the 34

34 Although the order was not issued until 1622, it has been included with the biblical translation 
to offer a fuller sense of James' religious policies post 1603.
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delivery of the scripture, and helped to reinforce the King's political policies 

(Marshall 476).

Again, as with James' other political discourse, the penning of the King's 

Directions to Preachers was initiated by political events. S. J. Huston records 

that:

When in the 1620s, the Palatinate crisis caused an outburst of 

preaching critical of the king's foreign policy and his leniency 

towards Catholics, James reacted by issuing his Directions to 

Preachers (1622) severely restricting the topics on which the 

clergy could preach (Huston 1973: 66).

Extending from his earlier exegetical enterprises, James' reaction was to 

attempt a method of control for scriptural interpretation by keeping the 

dialogue of the preachers in check. Whilst knowledge may be gained through 

fading the translation, the scriptures are based upon an oral tradition and so it 

ls the social transfer which causes communication to become transmission and 

therefore to be enduring in its effects,' particularly at a time with reading skills 

Were limited (Cronin 20). It was paramount that the state retains control over 

delivery as well as interpretation and translation in order to continue utilising 

the text as a method of control. Whilst limitations were set in place to monitor 

the delivery of Scripture, the impulse behind these rules was not spiritual 

pr°tection of the subject, but rather the fashioning of the subject's mind 

according to the desires of state. Preaching, therefore, becomes a means of 

Enforcing state ideologies through the power of the biblical text. According to 

J° SePh Marshall, the misinterpretations of James' writings prior to 1622 'had



weakened the authority of the King's word' (Marshall 502). By issuing these 

directions, James attempts to regain control of the written word, allowing him 

once again to deploy the text as an ideological tool.
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2.4: Legacy and Late poetry 1610-1625

James continued to publish various political treatise, speeches and apologies 

throughout his career.35 Possibly the most significant of James' later 

Publications is his collected 1616 Workes 36 Stephen B. Dobranski notes that:

The folio format lent a work weight and authority ... because 

folios required both greater workmanship and more paper then 

was needed for books printed in smaller formats, they had 

traditionally been reserved for the period's most serious and 

important publications (Dobranski 104).

The King's Workes in folio is therefore not just another common publication, but 

ar> ornate example of craftsmanship. To select such a format was to comment 

silently upon the presumed importance of the text as the folio format was

Further published texts include: Triplici Nodo, Triples Cuneus. Or An Apotogie for the Oath of 
Allegiance. 1607; An Apologiefor the Oath of Allegiance, First Set Foorth without a name. 1609; 
His Maiesties Declaration concerning his proceedings with the states generall of the Vnited 
Pr°vlnces of the Low Countreys, in the cause of D. Conradus Vorstius. 1612; Declaration do Roy 
lacques. Pour le Droit des Rois. 1615; A Remonstrance for the Right of Kings. 1616; His Maiesties 
sPeech in the Starre-Chamber, 1616; The King's Maiesties Declaration to His Subiects,
Concerning lawful! Sports to be used. 1633; The Peace-Maker: or, Great Brittaines Blessing. 
l 5 l s - S.T.c. 14384; Opera Regia. 1619; A Meditation Vpon the Lordis Prayer. 1620; His Maiesties 
Speech in the Vpper House of Parliament. 1621; The Psalmes of King David. 1631.

Rlckard shares the same opinion stating that 'The largest, grandest, and in many ways the 
m° st significant, of James' publications was the folio edition of his Workes, published in 1616, 
^Published in Latin translation in 1619 and in another English edition in 1620. No monarch 
bef°re James had ever published their writings in a collected edition, while folio collections of 
the Work of authors of any kind were still rare’ (Rickard 138). 'The Crown was suffering from 
severe financial problems, while the court was seen by many as corrupt, wasteful, and immoral 
■ - JarPes thus needed to reinforce his public image, but he did not respond by making more 
Public appearances' (Rickard 140).
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'conducive to the preserving and individualising of an author's work' (Rickard 

141). In other words, by printing in folio, James' Workes, 'vented forth', were 

likely to be preserved as his legacy.

Rickard claims that James 'seems to have wanted to fix the meaning of 

his Workes and to make it into a monumental symbol' (Rickard 161). Evidence 

suggests that the publication of Workes, like Basilikon Doron, was motivated by 

a desire to address misreading of previous editions. In the Stationers Court 

Records, a Letter appears from 'his Matie to the Companye,' written in 1616. In 

it; James writes:

Whereas wee are Credibly [informed] geiuen to vnderstnade, the 

Diuers person free of yor Company haue heretofore presumed 

wthout or Licence to imprint diuers of or worke which we haue 

ben pleased to write, in the ymprintinge whereof they haue also 

escaped such grose errors as or royall meaneinge may be 

misinterpreted and thereby we may Consequwntlye be abused. 

Ffor reformacon thereof we haue thought it Conuenient not 

onely to puse all such or writeinge ans worke which haue ben 

formerly published to the ende that all former errors may be 

corrected and amended. But also wee haue not heretofore ben 

published, to be reduced into one volume and haue authorised, 

licensed and Comanded or trustie and welbeloued Seruant John 

Bill and is assignes onely. (Jackson 356)

"̂ his letter offers support to Rickard's claim that James sought to fix the 

Waning of his texts. However, as this sentiment is repeated from his
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publication of Basilikon Doron, one can assume that James' quest for control 

over interpretation continued to elude him. The additional production of 

Workes, although offering an ornate version of his writings, failed to meet with 

James' expectations. In fact, I would argue that the publication was 

counterproductive, agreeing with Joseph Marshall's observation that the 

publication of Workes simply 'gave readers more royal material to misinterpret' 

(Marshall 477).

The publication of Workes was not solely to address the errors in 

interpretation. At this point in his political and literary career, James begins to 

express consciousness of mortality and death, asking in his Meditation upon 

Matthew for time, hoping that 'God shall spare mee dayes and leisure . The 

emergence of such concerns coincides with James' bid to secure his literary 

legacy, replicating the purpose of Basilikon Doron in the presentation of his 

Workes. Although Basilikon Doron had originally been intended for Prince 

Henry, the Prince's death in 1612 meant that James now had to publically train 

a new heir -  Charles I. Critics such as Simon Wortham have suggested that 

■ lames preferred Henry to Charles. However, here again, the water is muddy in 

regards to a critical consensus. Charles Carlton, biographer of Charles I, records 

a different opinion. Carlton claims that the tensions between father and son 

r°se beyond that of a normal paternal relationship, asserting that sometimes

Sornmerville 232. 'Our source for detailed medical information about him is the memoir 
drawn up late in 1623 by Dr. Theodore Turquet de Mayerne, his personal physician. According 
to Mayerne, James had a long history of insomnia, indigestion, chronic diarrhoea, kidney 
double, and almost daily bleeding from haemorrhoids. When one remembers the sudden burst 
of anger that James showed in his dealings with the House of Commons, one wonders if the 
J°Val haemorrhoids may not have played a significant role in British parliamentary history' 
^n gg  1984:13). See also, Moore 97-106.
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such tensions surfaced in public' (Carlton 10). Indeed, he ascertains that 'James 

found the protection offered by distance especially comforting when dealing 

with his eldest child' (Carlton 10). However, as expected in the case of the early 

modern King, we are not given solid evidence for the type of relationship James 

and Henry shared, much less the motivation for it. All that is left is conjecture.

Andrew Hadfield proffers credible reasoning for the tensions between 

father and son. He suggests that 'James was often in opposition to his more 

military Protestant son, Prince Henry, and courtly audiences would receive very 

different messages from the pulpits of the King and his heir' (Hadfield 21).

Peter Herman suggests a similar motivation claiming that 'Prince Henry 

distinguished himself from his father by adopting an explicitly chivalric and 

bellious persona' (Herman 'Best of Poets' 2002: 78). The persona of the King 

and the persona of the Prince conflicted. Those who suggest a favourable 

relationship cite the composition of Basilikon Doron as evidence. However, as 

has been seen, James' use of Henry as a constructed audience may have served 

no more than a literary tool, rather than genuine sentiment. Basilikon Doron 

also provides the strongest evidence in support of Hadfield s claim. In the text, 

James instructs the Prince in the ways of peace and religious leniency. Although 

the text may not have been explicitly a book for the Prince, James certainly 

intended it to be a text of instruction to all his subjects, including the Prince. 

However, Henry's politics sat at odds with James policies. Therefore, it can be 

assumed that this almost certainly generated a point of conflict between father 

and son. Yet again, how much tension this may or may not have caused remains
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indefinable. Nor do James' actions after the death of the Prince help to resolve 

the matter.

The Earl of Dorset remarks that 'Few heirs to the English throne have 

been as widely and deeply mourned as Prince Henry' (Carlton 14). Over one 

thousand people attended the funeral service of Henry -  James and Anne were 

not among them. James' absence has been attributed to his fear of death and 

his quest not to be reminded of his mortality (Carlton 12-13). This assumption 

may well be true but perhaps, in light of the possible political tensions between 

King and Prince, this assumption should be reinvestigated.38 These tensions 

would certainly offer an alternative explanation of the shortness with which 

James offers a fleeting reference to Henry's death in the republication of 

Basilikon Doron as part of the James' collected Workes.

James repackages his 'Kingly Gift' as a book of instruction to Charles, 

blowing the text to function within a similar set of parameters to its first issue — 

as a book of instruction to his staged 'heir'. In the preface to the Meditation on 

St Matthew, dedicated to 'My dearest and only Sonne and included in the 1620 

edition of Workes, James references Baslilikon Doron as the model by which 

Charles should become a princely example. He instructs Charles to become a 

model to all other 'Kings eldest Sonnes for imitation by beginning heerby to 

Psrforme one of the rules set doune to my sonne HENRY, that is with God, in 

"IV BAZIAIKON AOPON' (James VI and I 2001: 229-230). Once again, James uses 

the addition of a preface to reshape his 1599 text into a tool for self-fashioning - 

in ^¡s case for the fashioning of his new heir, Charles. The King reinforces the

38 This is an area for potential further study as to investigate this aspect here would be to 
Journey too far from the central thrust of this thesis.
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importance of Charles' position in the kingdom and in James' legacy.39 James 

provides Charles with the same instruction as Henry, referring to the text as 

Charles' 'vade mecum' stemming from the Latin for 'go with me'. The new 

definition of Basilikon Doron constructs the text as a reference book or manual; 

that is, something to be 'regularly carried about by a person'. James moved his 

book beyond the 'Kingly Gift' suggested by the original Latin title to the burden 

implied by its new handle -  'vade mecum'. However, the only mention of Henry 

is a brief nod to his demise. In light of the variability of report on the 

relationship between James and Henry, this episode can be taken as evidence of 

James' continued unspeakable mourning, of his inability to speak of royal death, 

or, the dismissal of his former heir and his 'controversial' politics. James' 

treatment of the name of Henry in his new preface serves only to further 

im plicate the figure of James, and invocation of Prince Henry's name in the 

latter part of his publishing career extends James' enigmatic existence.

The additional unpublished texts added to Workes also enhance James' 

^Yth-making process. Indeed, Graham Rees and Maria Wakely refer to Workes 

as 'an act of deliberate self-canonization' (Rees and Wakely 471). Again, the 

Solomon analogy is revisited, linking James’ folio collection to this self- 

Proclaimed title. He begins the Meditation Vpon the Lords Prayer with the 

following thoughts:

'To your brother (now with GOD) I dedicated my BAZIAIKON AOPON, wherein I gaue him my 
od*ce anent the gouernement of Scotland in particular: this is but a short preparatiue for a 
Kin9s Inauguration, and a little forewarning of his great and heauie burthen, it is soone read and 
easily carried; make it therefore your vade mecum, to prepare you, and put you in a habit for 
th°t day, which (I dare sweare) you will neuer wish for, (as you gaue sufficient proofe by your 
CQrefull attendance in my late great sicknesse, out of which it pleased God to deliuer mee) and I 
^°Pe l shall neuer giue you cause' (Sommerville 230).
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I know not by what fortune, the diction of PACIFICUS was added 

to my title, at my coming into England; that of the Lion, 

expressing true fortitude, having been my diction before: but I 

am not ashamed of this addition; for King Salomon was a figure 

of CHRIST in that he was a king of Peace. (James VI and I 1619: 

A2r)

James falsely denies knowledge here. The means by which this title became part 

of his established catalogue of personae was by his own processes of self- 

fashioning. The Solomon link was epitomised in his Rex Pocificus appellation and 

in the creation of his associated motto Bead Pocifici, an association that would 

bo picked up and reused by seventeenth-century English authors and 

playwrights.40 This passage also links back to the 'Lion' and 'Peacemaker' 

connections exhibited in Basilikon Doron, both reinforcing his peacemaker 

image and directing the reader back to an extract which evidences the falsity of 

these words. Notably, James' religious texts precede his political material within 

the structure of Workes. Daniel Fischlin comments upon this order stating:

The prominent positioning in the Workes of the two Revelation 

texts as the portals through which a reader passes on the way to 

subsequent works with more overt ideological and political 

resonances -  Basilikon Doron, The True Law, the parliamentary 

speeches, and so forth -  suggests an equally prominent place in 

the symbolics of James' textual self-presencing. (Fischlin 392)

4Q

u Links to this iconic biblical figure had already been made in conjunction with James. In John 
A w a rd 's  lament for Elizabeth I, preached at St. Paules Cross on 27 March 1603, he referred to 
ârnes' accession as 'Salomon succeeding David (Hayward G3v).
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Positioning of his religious texts in this manner suggests two elements of James' 

literary strategy that Fischlin fails to detail. Firstly, by privileging two apocalyptic 

texts, James brings the idea of a King in dangerous times back into play. 

However, the danger here was a hypothetical construction. Certainly James 

would see further conflict within his reign (the Amboyna massacre of 1623 and 

the beginning of the Thirty Years War 1618-1648), but in 1616, 'Britannia' was in 

a relative state of peace. Secondly, this marks the conscious convergence of the 

religious exegesis of the early Scottish reign with the later political writings. 

Previously the two had integrated but never had they been set side by side in 

full. However, one major element of the King's earlier literary enterprises fails 

to re-emerge in his Workes -  his poetry.

James' poetry, even in this later period had never been published in 

England. Only three poems were included in Workes, simply because they 

instituted part of his political discourse - the opening sonnets of Bosilikon 

boron and the sonnet at the end of Meditation on Matthew. Although there is 

no definitive answer as to why the poetry fails to appear in re-published form, 

cnany critics have forwarded suggestions. For example, Rickard suggests that: 

James himself perhaps considered his poetry inappropriate for 

inclusion in this collection. It may have seemed to him less 

serious and weighty than his prose works. Or perhaps he felt that

most of his poetry was more specifically Scots and less 

translatable into the English context than his other works.

(Rickard 145)
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Rickard concludes that 'It seems ... unlikely that such trouble would have been 

taken with the collection if no circulation were intended' (Rickard 146). Craigie 

also reaches a similar conclusion, reasoning that ADD. MS 24195 must have 

been intended for publication in conjunction with the 1616 Workes (Craigie 

1958: xxii-xxiii). In contrast, Herman argues that 'given that the manuscript was 

revised by Prince Charles and Thomas Carey (James' Groom of the Chamber), 

and corrected by the King himself, it is equally plausible that they wanted this 

collection to remain private’ (Herman 'Best of Poets' 2002: 99). Taking into 

consideration the publication of James' collected works, combining his early 

exegetical work with his later political material, I would suggest that the careful 

editing and collation of the ADD. 24195 manuscript suggests that James may 

have intended publication of his poetical books to complete a two volume 

collected works. If this was the case, then perhaps the delay can be attributed 

to James' own advice concerning publication in Basilikon Doron which 

Maintained that one should wait seven years before proceeding (James VI and I 

2001: 55). Unfortunately, time prevented the publication of this text in his 

lifetime and only minor additions to the King's published poetic catalogue were 

circulated in his later years through inclusion in alternative poetic collections, 

Particularly those with a political intention.

One of the King's later poems, published quite widely, was 'On the 

Death of Queene Anne' (1619) 41 This short poem suggests that, in his later 

Years, some of James' philosophies were undergoing an evolution. The poem

41 'On the death of Queen Anne'. 1.1 Craigie Poems Vol. II 138. This was one of James' most 
Wid*lY circulated manuscript poems. According to Rickard, '"On the death of Queen Anne" 
exis*s in more than thirty contemporary manuscript collections' (Rickard 176).
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exhibits a shift in James' feelings towards death. In his earlier poems, such as 

'An Aenigme of Sleep', James speaks of death in terms of finality. Indeed, his 

fascination with apocalypticism appears to have filtered into this earlier poetry, 

manifest in the King's reference to the 'end,' and in particular an 'end' that was 

encroaching. However, in this poem, not only is death no longer a finality, but it 

no longer exists in the traditional form. Yet, this change in fate is limited to the 

monarchy as 'death seems but to refine their maiesty' (11.4). Therefore, death 

becomes a refining process, not an ending one. Perhaps the most interesting 

section of the poem is the last four lines:

so did our Queene from hence her court remoue 

and leaue the Earth to be throned aboue; 

then she is changed not dead, noe good princes dyes, 

but only like the sunne doth sett to rise. (11.5-8)

Here, death is replaced with an unspecified metamorphosis. According to 

James, Anne has not died but experienced a type of ascendance akin to that of 

the biblical Elijah, leaving 'the Earth to be throned aboue'. There are a number 

°f myth-making processes at work here. Firstly, by imitating the fate of Elijah, 

James constructs a further biblical alignment with a significant figure of the Old 

Testament. Secondly, the natural imagery recalls the language of those first 

Proclamations written in the King's name and adopted by James throughout all 

h's literary enterprises. Finally, the fate of Anne is to be bestowed on all 'good 

Princes' who 'like the sunne doth sett to rise'. James uses his lament for Anne as 

a "leans by which to issue additional comment on the nature of kingship, 

furthering his ideological agenda. As 'naturall King' or 'naturall father' he is
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subject to a natural regeneration process. Evoking the phoenix motif from his 

earlier work, the monarch, of in this case the royals, ascend from the ashes, 

'changed not dead' to take their heavenly throne. Perpetuation of the 'naturall' 

association, the phoenix, and the biblical alignments indicate that even in 1619, 

James' writing continues to be occupied with the establishment of Jamesian 

myth and the furthering of his politio-philosophical agenda.

Huston claims that 'Defenders of King James are fond of saying that if he 

had died at some time between 1613 and 1616 his reputation would be much 

higher' (Huston 102). The King's tribute to Anne suggests the opposite is true.

As has been seen, James' Directions published in 1622 demonstrate a King that 

is still politically savvy, regularly developing new methods of linguistic control 

that extend beyond the issue of apologetic texts. Where criticism arises for 

James in this later period is in the public reception of his written authority, not 

in their construction. Consultation of the 1621 Parliamentary speech, Huston 

Purports that 'any attempt to present James as a geriatric during the last year of 

his life cannot be reconciled with the evidence' (Huston 1973:103). The 'Speach 

to the Vpper House' in 1621 addresses numerous points of parliamentary 

Processes. Even here, James continues to speak in literary terms, employing the 

same metaphorical illustrations exhibited in his early letters and seminal 

Political doctrine.

However, I would argue that the strongest evidence suggesting James 

c°ntinued to operate as an astute and intelligent mind until his final days is 

f°Und in the King's last poems. Despite publication in 1950 by Craige, and being 

James' only verses of political satire, critical attention afforded these poems has
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made vpon a Libell lett fall in Court and entituled /The Wiper of the Peoples 

teares / The dryer upp of doubts & feares' (1621) has probably received the 

most attention of these later verses. Again it demonstrates the convergence of 

James' literary skills developed over the course of his scholarly career. The lines 

enclosed in the title of the poem are written by another and what follows is the 

King's answer.43 James combines his European political practice with his early 

Scottish hobby in order to produce a political poem, outlining various aspects of 

Jacobean policy James has presented in tract form in the past. James once again 

re-emphasises the sentiment of his True Lawe in the line 'Gods and Kings doe 

Pace together' (James VI and I 1950: 135 11.9). For the frequent reader of James' 

works, this line instantly calls to mind the King's philosophy of divine ordination. 

This same sentiment is again emphasised further in the poem when he writes: 

Hold you the publique beaten way 

Wounder at Kings, and them obey 

for vnder God they are to chuse 

What right to take, and what refuse.

(James VI and 11950: 135 15-18)

Craigie intimates that 'The neglect of them is somewhat surprising, since the copies of them 
tllat have been preserved show that they were well enough known at the time of their 
im position and that they circulated quite freely in manuscript' (Craigie 1950:134). He 
c°ntinues 'They are the only poems of their kind, political satire, which James ever wrote; they 
are in metres unusual to James -  which may show the influence of a familiarity with 
intem porary English verse ... they are, with the exception of the lines on the visit of Prince 
J-harles and the Duke of Buckingham to Spain in 1623, the last poems that James ever wrote' 
(Craigje 1950. 135j

Fr°m a manuscript in the Bodleian (MS. Malone 23, p. 49), we learn that the first two lines 
are not by James but are the opening lines of a set of verses to which the King's are an answer' 
(Craigie 195o: 135).
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No longer do these concepts need to be expounded in lengthy prose. James' 

policies are instantly recognisable in these phrases; particularly when they are 

issued from the King's pen. James is no longer the anonymous author, or writing 

under the guise of subject or father. Rather, his political philosophies are set out 

with full monarchical authority and as direct instruction. The final lines continue 

with Jamesian concerns reading:

If proclamations will not serue 

I must do more, Peace to preserue 

To keepe all in obedience 

And driue such busie bodies hence.

(James VI and 11950: 135 175-178)

This passage marks James' acknowledgement of his conscious amalgamation of 

his numerous methods of governing by pen. Here, the poem evokes the traits of 

■ Jamesian myth (peace, the 'Little God' motif, divine right monarchy), utilising his 

Poetical skill in combination to reflect upon the effective nature of direct 

Political instruction.

Whilst Directions suggests James' desire for absolute control on 

lar|guage and interpretation, here the King recognises that sometimes 

'Proclamations will not serue'. It would appear that the authority generated by 

monarchical pen has begun to wane. Rickard writes:

James' royal power does not necessarily enable him to create 

effective representations, and his self-representations do not 

simply affirm his power. Rather, his writings, as we shall see, at 

times fail to achieve their aim of reinforcing royal authority,
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instead exposing the contradictions of the claims that underlie 

kingship and generating potentially subversive readings. (Rickard 

6)

James' literary works present a series of shifts and contradictions that work to 

solidify the King's authority on the one hand, but undermine it in another. In his 

final observation in this 1621 poem, James recognises the need for a new policy 

of rule as the old system of proclamations Issued In the King's name will no 

longer 'serue'. In this respect perhaps the 'Defenders of King James' that Huston 

refers to are correct. Had James died between 1613 and 1616 he would not 

have been subject to this apparent diminishing authority. However, his 

reputation as innovative political leader remains unblemished by his later years. 

James offers the pledge, 'I must do more' and indeed, this is precisely what he 

achieves through the publication of these later poems. James offers his poetry 

iri conjunction with his political proclamations as a means of reinforcement, 

continuing his habit of government by pen by introducing yet another new 

Method of literary governance.

The new strategy for government presented in these lines is played out 

Ic the final poem by James that has been uncovered to date. Craigie records 

that in order to prevent an influx of unwanted population in London James, in 

November 1622, issued a Proclamation commanding all persons of quality to 

roturn to their country homes and to reside there in future (Craigie 1950. 140). 

However, the proclamation seems to have gone largely unnoticed. In a further 

attempt to deal with the problem, James reinforced his proclamation with 'An 

E|egie By the King', appealing to the ladies to follow his instructions. He writes:
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You women that doe London loue soe well 

whome scarce a proclaimation can expell

Therefore departe in peace and Looke not Backe 

remember Lotts wife ere you suffer wracke, 

of fame and fortune, which you may redeeme 

and In the Countrey lieu in good esteeme.

(James VI and 1 1950: 140 11.1-2, 23-26)

Again, James' previous literary patterns are replicated within this last poem. He 

makes reference to the biblical story of Lot's wife, relying once more on 

scriptural allusion for political meaning, and he requests that the ladies 'depart 

ln Peace', extending his peacemaker concerns. But what is significant about 

these verses is that, for the first time, James issues direct political instruction 

though poetic composition. At the end of his literary career, James returns to 

the genre that once dominated his early writing practices. The early poetry was 

lnvested with the establishment of the King's literary personas, occasionally 

ar|ticipating terms that would come to constitute James' philosophies and 

lrnPerial style. However, at the other end of his career, the primary concern for 

James' poetic enterprise is expression of his political policy, not as a method of 

King-fashioning, but as a method of subject rule. 'An Elegie' represents the final 

strategy jn James' government by pen, combining various previously established 

techniques to express his political philosophies in an innovative way whilst 

s'IT|ultaneously continuing to underpin his self-styled identities.
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Conclusion

Extending from his exegetical and poetical work of the 1580s, James entered 

the literary world of political discourse an already experienced author. In his 

early poetical material, James demonstrates a preoccupation with the creation 

of his own self-styled image. Offered in Chapter One was a view that the King's 

poetic and religious writing was peppered with markers of his later political 

philosophies. It is in his political prose that James finds space to expound these 

philosophies further, often revisiting the literary experiments of his youth as a 

means by which to generate further meaning, or grant authority to his 

expressions. In Daemonologie, James claims that he chose the dialogue format 

in order to make his treatise 'more pleasuant and facill'. Indeed, James extends 

this ethic to a number of his subsequent political works as has been addressed 

throughout the course of this chapter. By presenting his work through a variety 

of methods, James keeps his doctrine fresh; the message may be the same, 

w°rking intertextually with James' other texts, but the delivery is not.

Although James makes a return to religious enterprise in his sponsorship 

of the Bible, it is through examination of these early publications that the King s 

Political philosophies can be seen, impacting upon the semantic choices made 

by the translators. Finally, James presents an amalgamation of his political and 

Poetical skills in the presentation of his last poems. Here, the King exhibits a 

blend of generic elements to offer yet another innovative form of governmental 

discourse. The personal political agenda, made evident in these last verses, 

offers further support to the notion that James may have intended publication 

of ADD. MS 24195 alongside his Workes for in these poems James displays the
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functionality of poetry for political rule. From the private and public poet to the 

public politician, James' personae have been laid out for public scrutiny, either 

during his lifetime, or subsequently through examination of his literary 'legacy'. 

The metamorphosis depicted in 'On the death of Queen Anne' aptly pre-empts 

James' metamorphosis from a live visible King to a King that lives solely in the 

words of his texts, and in the works of others as the King becomes a subject for 

adaptation and appropriation 'changed not dead'.



Tart Two
‘[JA] Xíng ís as one set on a stage’

Basilikon Doron
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Chapter Three

Constructing the Monarch: King James and the myth-makers.

The Kings literary texts revealed a series of characteristics that became associated 

with the Jamesian 'mythos'. Yet, without readers, James' projects were 

meaningless. Stephen Dobranski asserts that 'All reading naturally depends on ... 

speculation and inference; without an actively interpreting reader, a literary work 

remains a mere collection of symbols' (Dobranski 10). In other words, the meaning 

of the work resides in the reader's interpretation. As we have seen, James was 

greatly concerned with closing down interpretation, republishing in order to curb 

any further variation. However, this had precisely the opposite effect, generating 

more words for more readers to misinterpret. Therefore, in terms of interpreting 

James, reading audiences were just as significant as the physical audience watching 

the body of the King. As readers interpreted the King, some translated their 

interpretation into an alternative format. However, the variation of interpretation 

'ay to an equally diverse variation in appropriation. This is the key concept in the 

study of Jamesian appropriation which began during the King s lifetime and 

c°ntinued through the centuries. This chapter is concerned with the first stage in 

Jamesian appropriation -that which took place during his lifetime.

From early childhood, James was translated to page and canvas in a variety 

manners and this practise continued throughout his career as both Scottish and 

^nglish King. Critics such as Jonathan Goldberg have looked at the relationship 

between James and a number of his contemporaries, assessing how the King s 

authority' became manifest within the literature and theatre of the period. Whilst
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representation of the King's authority per se, but in the various ways the King 

himself was represented, or more specifically, how the Jamesian mythos was 

created via appropriations of the monarch, often tied expressly to the King's 

published texts.

Theatre was in a heightened state at the moment of James' accession, its 

popularity evident in the royal court. In BasiUkon Doron James outlined the 

importance of entertainment within the court stating:

certaine dayes in the yeere would be appointed, for delighting the 

people with publikce spectacles of all honest games, and exercise of 

armes...For I cannot see what greater superstition can be in making 

playes and lawfull games in Maie ...

Ome tulit punctum, qui miscuit vtile dulci.

(James VI and I 2001: 31)

Although authors such as Leeds Barroll state that 'James did not live an arts centred 

life' and that for royal patronage 'we must... look to his consort'(Barroll 2001:156), 

Passages such as this illustrate that, contrary to Barroll's conclusion, the general 

assumption that James was a terrific supporter of the theatre was not unfounded. 

The Latin maxim translates to 'He has gained every point who has mixed the useful 

ar,d the agreeable'. James recognises the dual purpose of the theatre in this Latin 

rnaxim purporting combination of the useful with the pleasurable.

Modern critic Graham Parry also recognises the duel function of the early 

Modern play stating:

159
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Throughout the century the arts were deeply involved in this process 

of royal aggrandizement, painting and architecture serving to add 

splendour to the King's authority, literature creating adulatory myths 

to glorify the Stuart scheme, or inventing critical fictions to warn 

against excessive power. (Parry 9)

James appears to be actively involved in the utilization of the theatre as a tool, 

commissioning plays and masques, not to mention giving his name to the 

Chamberlain's men almost at the moment of his coronation.1 Yet, despite this 

relationship, many of the playwrights would not have had direct contact with the 

King James. Graham Parry supports this idea asserting that playwrights such as Ben 

Jonson and Thomas Dekker 'were unlikely to have had any contact with the King at 

this stage, but they would have found a clear mirror of the royal mind in his 

Writings' (Parry 12). As we have seen in the opening chapters, James was actively 

representing himself on page through prolific publication, something that far 

outweighed that of any other early modern monarch. This chapter looks to address 

the extent to which James' literary self portrayal manifests in contemporary 

^presentations. Rather than replicating Goldberg's project of identifying the 

aPpropriation of James, this chapter tries to look specifically at the appropriation of 

the King's texts. This is the first time that a study has tried to specifically identify the 

influence of the King's words rather than the King's presence. These appropriations 

do not constitute adaptations as they do not offer a sustained engagement of the 

text with only slight 'modifications' (see my Introduction). However, they help to 

shed light on James's readership, and on the ways in which the Jamesian 'mythos'

more on this see Barroll 1991.
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was picked up and expanded by these accolades to the King. An investigation of this 

nature helps to identify the origins of the cultural orthodoxies that modern 

depictions drawn upon in their appropriation of James.

Due to the sheer volume of texts and examples of moments in which the 

King appears or is paid tribute to in this period, this chapter will look at a few key 

moments where the King's words and fictional representation combine, selecting 

specific texts to act as 'case studies'. The chapter will begin by looking at the 

commendatory sonnets of the King's early publications whilst he was James VI of 

Scotland, inspecting the language used, judging the degree of servitude and 

I'eplication within them. Secondly, the event of the English coronation will be 

considered, addressing poems and the coronation spectacles, assessing to what 

extent the pageants on show were involved in a process of Jamesian myth-making, 

extending from the King's own self-styled image. Thirdly, the chapter will look to 

the appropriation of the King's words in three visual forms -  the court play; the 

court masque; and the emblem book. Next, consideration will be given to the 

literary aftermath of the failed Gunpowder plot. Friedrich Nietzsche states that:

[The past] is always in danger of being a little altered and touched up 

and brought nearer to fiction. Sometimes there is no possible 

distinction between a "monumental" past and a mythical romance ... 

For the things of the past are never viewed in their true perspective 

or receive their just value. (Nietzsche 15)

Even though in period 1606 to 1618 the 'history' of the Gunpowder plot is still very 

cnuch a recent occurrence, this process of myth-making begins to take shape.

Final|y, the chapter will briefly consider the later, much more sparse translation of
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James, in which the old tropes are repeated and others are entered into the 

Jamesian 'mythos'.

3.1: Scotland

In 1583, a portrait of Mary Queen of Scots and her son James VI appeared (see 

Figure 3). According to Jonathan Goldberg, the portrait represented the 

relationship as Mary might have hoped it to be, and as James was willing to make it 

once she was dead' (Goldberg 14). Unfortunately, this could never be the case as, 

by 1568, Mary had been imprisoned. The portrait depicts James and Mary side by

side, not only 

resembling each 

other, but drawn from 

the same model, their 

faces almost identical.

Goldberg comments 

that 'This picture 

conveys hauntingly 

the son as the mirror 

°f his mother... At

best, he is mother's equal, b u t  the double portrait suggests that equality is achieved 

bv reproduction, literally and figuratively' (Goldberg 14). Between the two figures is 

‘bo image of the thistle (representing Scotland) and the crown (representing 

monarchy), two elements that would be repeated in emblems and literature 

‘broughout James' career as both Scottish and English monarch. Also Intimated by

Figure 3. Artist unknown. Mary Queen of Scots and her Son. 
(1583) From the collection of the Duke of Atholl.
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the portrait is the root of James' lineage -  something that he and his 

contemporaries worked hard to portray but something usually only figuring James' 

male ancestry, hardly ever including Mary.

M. de Fontenay, Envoy of Mary Stuart to King James VI, records in a letter to 

Mary's Secretary on 15 August 1584 that 'Nurtured in fear, he [James] has this one 

deficiency, that he does not very often dare to contradict the great lords, though, 

none the less, he loves to be thought bold and resolute' (Aston 2). Yet in December 

of the same year, the following appeared in the King's first publication, The Essayes 

of a Premise in the Divine Art of Poesie, contradicting de Fontenay's observation.

If Martiall deeds, and practise of the pen 

Haue wonne to auncient Grece a worthie fame:

If Barrels bold, and Bookes of learned men 

Haue magnified the mightie Romoin name:

Then place this Prince who well deserves the same:

Since he is one of Mars and Pallas race:

For both the Godds in him have sett in frame 

Their vertewes both, which both, he doth embrace.

(James VI and I 1955: 3)

This sonnet, written by Thomas Hudson, expresses a number of themes that would 

tater become synonymous with the name of James. Fontenay also expressed the 

V°ung King's skill with words, with argument and with knowledge, but the 

observation that James' 'deficiency' is in his boldness rests at odds with Hudson s 

association of the 'Prince' with the terms 'Martiall deeds' and 'Barrels bold' and 

certainly with the affiliation of the young King with Mars. Comparison of Fontenay's
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flattery involved in addressing the King, even in literary form.2 Fontenay's claim that 

the young James liked to be 'thought bold and resolute' flags up Hudson's 

pandering within this dedicatory sonnet, suggesting that even at this early Scottish 

stage, literary contemporaries of James were involving themselves in the 

establishment of a Jamesian mythos.

One characteristic that would become imbedded within the James mythos 

which was emerging at this early stage, and was certainly cemented by the time 

James begins to publish his political treatises, is the notion of the King as author. 

Over his career, this image manifests in three categories. James as political author 

and religious commentator emerges within the King's later work, but here, it is 

James the poet that is being constructed both by James himself (Chapter One), and 

by his literary contemporaries. Coupled with the images of battle and warfare in 

Hudson's sonnet is his reference to the 'pen' and to 'bookes, both items that would 

become associated with James' method of monarchical rule. Unlike allusions to the 

classical 'Mars' figure, Hudson's reference to 'Pallas' [Athena] bears some truth for 

James' rule, even at this early stage. The 'Pallas' association re-emerges again in the 

later part of James' career, this time under another of Athena s pseudonyms in the 

title of Henry Peacham's Minsrva Britonno (a text that will be dealt with later).

The other sonnet writers also pander to this aspect of the King s persona. M.

author of the third sonnet, writes of how the Gods instructed ‘Vronie’ to teach

the young James the skill of poetry and now None could with him in Poesie

c°mpaire' (James VI and I 1955: 4). A. M., author of the fifth sonnet, makes a similar

2 Hudson would have certainly been aware of the nature of the King as all the sonnets included in the 
s poetical text were written by members of James circle.

164
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claim indicating that in the same way a torch cannot aid the light of the sun neither 

can their sonnets illuminate the King's poetic skill anymore than James' texts 

already testifies to . It reads: 'So (worthy Prince) thy works sail mak the knawin / 

Ours helps not thyne' (James VI and 11955: 5). M. W. F.; author of the fourth sonnet 

in the collection, also makes note of James' skill as author but makes the distinction 

between poet and King, indicating that they are not naturally connected. He writes. 

'Tell how he doth in tender yearis essay / Aboue his age with skill our arts to blaise' 

(James VI and 11955: 4). Whilst acknowledging the disparity between the King's 

youth and his age, Fowler refers to the process of poetic composition as 'our arts,' 

recognising that James is entering into another field, not necessarily natural to a 

King.

The King's first collection of poems was supposed to be anonymous. 

However, the repeated reference to the 'Prince' no doubt would have revealed the 

author to any discerning reader had A.M.'s Latin Acrostichon, spelling out 

'IACOBVS SEXTVS,' not made it abundantly clear (James VI and I 1955: 7). The 

attempted anonymity of the collection may well have been the reason for the vague 

initialling of these opening sonnets, as well as their lack of titles. The poets may 

have presented their work in such a fashion so as to respect the wishes of the King, 

0r to replicate the King's style by a further means of flattery. Whatever the reason, 

the same anonymity did not occur in the King's next poetic enterprise.

His Maiesties Poeticall Exercises appeared in 1591, this time with the King 

c|early named as author, and again with a section of commendatory poems. Not 

°nly where the works titled in a dedicatory fashion, but the authors clearly 

ir>dicated their names at the end of each piece. The methods of flattery, evident in
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the King's first collection, are here again replicated. For example, speaking of the 

King's poetic skill Henrie Lok offers a similar refrain to M.W. and A.M. concluding his 

'To The Kings Maiestie of Scotland' with the couplet 'I like the flie, that burneth in 

the flame, / Should shew my blindness to attempt the same,' imitating James' habit 

of classical modesty as exhibited in his poetical works (James VI and 11955: 105).

The King's association with classical figures also recurs with comparisons drawn 

between James and Alexander, Achilles and Homer. Most notable of these later 

dedications is a further entry by M. W. Fowler. 'To the Onely Royal Poet' 

emphasises the uniqueness in its title that appeared more subtly in Fowler's 

contribution to the earlier collection. More interesting however, is the content of 

the sonnet, which seems to offer a more accurate vision of Thomas Hudson's 

sonnet from 1584. Fowler's poem draws a comparison between James and Caesar. 

He writes:

The Monarch first, of that triumphant towne 

Reuiues in you, by you renewes his name,

For that which he performd in battels bold,

To vs his bokes with wonders doth vnfold.

So we of you far more conceaue in minde,

As by your verse we plainlie (Sir) may see.

You shall the writer and the worker be,

For absolue that CAESAR left behind. (Craigie 1955. 103)

Here, Fowler echoes Hudson's allusion to the 'battles bold' but, unlike Hudson, he 

does not connect this association with James. Instead, he uses the image of the 

Warrior Caesar to construct a measure by which to judge James (Goldberg 164-209).
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Whilst Caesar was known to his public and to scholars thereafter by his deeds and 

his 'bokes', James is 'far more conceivable in minde' precisely because of his literary 

enterprises. Gone is Hudson's allusion to James as warrior and writer in one. Fowler 

has replaced this dual image with acknowledgement that James will govern by the 

'pen' -  again a concept that is repeated throughout James' reign, working its way 

into the fabric of the 'Jamesian mythos'.

3.2: Across the Tweed: The Accession

Sir Henry Wotton's account of King James in 1602, just prior to his accession, 

indicates that there may be a truth to Fowler's claim that James can be 'plainlie' 

seen as Wotton's report also depicts a wholly accessible King. He writes:

Anyone can enter while the King is eating ... The dinner over, his 

custom is to remain for a time before retiring, listening to jests and 

pleasantries, in which he takes great pleasure. He is very familiar 

with his domestics and gentlemen of the Chamber... He does not 

now keep an ordinary guard about his person, either disliking the 

expense, or resting himself upon the love of his people, which he is 

accustomed to call the true guard of princes. (Aston 4-5)

"̂ he lack of guard and the King's dalliance after dining indicate that, whilst in the 

Scottish court, James openly invited guests to observe his majesty. Yet, addressing 

the King's entrance to England, Goldberg records that 'Unlike Elizabeth, James said 

Nothing throughout his entrance, displayed no response to the pageants. Rather, 

the Pageants responded to him' (Goldberg 31). Goldberg describes James' arrival 

like 'the sun giving life' (Goldberg 31). As James moved along the procession, the



action began around him. Goldberg notes that Dekker's account of the King's 

progress is told entirely from James' perspective and justifies it on the grounds that, 

'it is only from his [James'] eyes that the display takes on life, only when he is seen 

that the spectators come to see' (Goldberg 31). In contrast to the 'accessible' King 

James VI of Scotland, King James I of England entered London with an Imperial 

Roman air, his 'aloofness' adding to his authority. Goldberg sums this up stating 

that: 'In James' entrance, he is the spectacle although hardly seen, and when seen, 

hardly offering himself to the viewers' (Goldberg 32). Contrary to Wotton's report 

°f King James VI of Scotland, King James I of England remains a closed enigma.

Many poems and documents were penned for the occasion of James' 

entrance. Francis Herring (whose poetic response to the Gunpowder Plot shall be 

examined later) offered his Latin In Foelicissimum Jacobi... Ingressum (1603) 

welcoming James to the English throne. Henry Peacham, an emblematist who will 

be re-visited, prepared one of his musical compositions -  possibly the only one left 

in existence -  and included it at the end of one of the three manuscripts offered to 

the Royal family the following year.3 It is an unpublished four part madrigal entitled 

King lames his quier'. Addressed to the new King it is 'a congratulatory song and 

calls upon the mourners of Elizabeth-Oriana to "leave a while this weeping" and join 

'n Praising James' (Young 1979: 307).
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'The manuscript is dedicated to James I 'Magnae Huius Britanniae Monarchae'. The title 'King of 
Gr*at Britain' enables one to say that the emblem book dates to after 20 October 1604' (Young, 
l9?9: 309) The reference to Elizabeth’s mourners suggests the madrigal may have been composed 
in !603 and added to the manuscript. Young records that 'There is no indication as to whether 
S h a m ' s  madrigal was ever performed. However, there is a possibility that it was designed as part 
0f entertainment given to James when he stayed with Sir Oliver Cromwell from 27 to 29 April 

at Hinchingbrooke Priory in Huntingdon when journeying south from Edinburgh to London on 
ec°ming King’ (Young, 1979: 310).
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Certainly, for James' ceremonial entrance into London in 1604, there were 

many festivities on offer, all of which were recorded by Thomas Dekker in The 

Magnificent Entertainment (1604). The first pageant, written by Ben Jonson, was to 

take place at Fenchurch where the King would also be able to view one of a number 

of triumphal arches that had been erected across the city. The pageant offered a 

portrayal of a fictional meeting between St Andrew and St. George, directed by the 

character of 'Genius,' a representation of the new Royal figure. However, as James 

failed to make his entrance as expected the 'device' was laid by (Dutton 33). Here 

is a prominent example of Goldberg's observation of the King as life-giving to the 

spectacle. Not only could the prepared spectacles not begin without the presence 

of the King, if he did not attend, the spectacle did not occur at all. This 

demonstrates that the King's power extended beyond the control of his own words 

to the control of others through his presence. The King moves beyond the 

fashioning of self to the fashioning of others, simply through his presence.

These celebrations have been collected by Richard Dutton and examined by 

G. P. V. Akrigg. For the purposes of this study, what is perhaps of most significance 

¡s the way in which the language of these celebratory coronation poems and plays 

feed into the Jamesian myth-making process. The Roman aloofness with which 

James entered the city was somewhat apt given the themes of celebration 

throughout London. Goldberg notes that 'again and again, classical allusions 

dominated. James' entrance was a triumph in the high Roman style' (Goldberg 33). 

Jonson even offers James a Roman ceremony at the Temple of Janus, a 

Constructed gateway through which James' procession passes (Goldberg 47). The 

significance of such Roman imagery is evident when considered against Elizabeth s



coronation spectacle. Goldberg writes: 'For all that Elizabeth contributed to her 

coronation pageant, her later style was not fully in evidence, and such figures as 

Diana or Venus virgo were absent' (Goldberg 33). Unlike Elizabeth's celebrations, 

James' were steeped in his Jacobean style, no doubt helped somewhat by the 

accessibly of James through his texts, alluded to by Fowler in those early poems. 

Therefore, the artists involved in the construction of the pageant successfully 

negotiate the Jamesian mythos, begun in Scotland and now, filtering through to 

England.

One example of coronation poetry which engages with these classical 

themes is by an anonymous poet, entitled England's Wedding Garment, or a 

Preparation to King lames his Coronation (1603). The poem begins with the familiar 

refrain, calling for mourning to cease for Elizabeth and the celebration to begin for 

the new King James: 'Cease sad laments, King Brutus race, / Deplore no more your 

blessed Queene, / Salute your spring-tide welcome King'(Alr 1-3). Immediately 

following this is reference to the triple crown of England, Scotland and Ireland, now 

held through James' accession -  something the poet believes will result in a new 

found unity as he writes: 'Their hartes a true loue knot fast knit, / All former malice 

now is gone' (A3v 63-64). The poet's assumption that the accession of James will 

lead to a nation without 'malice' is further emphasised when he writes: 'For thou 

a|7 blest with peacefull King' (Alv 22). By this stage, Baslikion Doron had been 

distributed throughout England and authors where no doubt familiar with James' 

Peaceful stance (see Chapter Two). References such as these peppered the 

Coronation ceremonies, echoing the King s words, pandering to his ego in a similar 

fashion to that deployed by the Scottish authors of the early commendatory

170
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sonnets. Further elements, tied to the emergence of Jamesian mythos occur later in 

the anonymous poem. The new King is referred to as the 'Saloman [sic.] of peace' 

(B2v 195).4 The image of James as a British Solomon is something that the King 

helped to cultivate throughout his career, and the replication of this notion within 

this coronation poem helps to solidify that image as part of the Jamesian 

mythology.

Also contained within the poem is an association of James with spring. The 

King came to the throne during this season and the poet makes use of this fact to 

construct a metaphor for the 'spring-tide ... king'. The poet writes:

In spring of Infantage, Prince lames 

Of Scots was croun'd their King,

In Spring of yeare he comes to vs,

When birds their merrie carrols sing. (A2v 25-28)

The poet links the season of James' accession to the young age at which James 

came to the Scottish throne. Both spring and youth represent hope and a type of 

re-birth' — a newness in which crops can grow and the land can flourish. In later 

'mages, the cornucopia appears connected to James and, here, the poet gives a 

■ ingulstic variation of its symbolism. Tied to the idea of James as spring is the notion 

that his accession will 'blissful peace and plenty bring'(A2v 29). The horn of plenty is 

conveyed through the sense of gain, intimated by the poet through these lines. In

The full passage reads, 'Beare Oliue branches in your hands, / Adorne your heads with Laurell 
Breene: / Adore your Salomon of peace, / Such golden days were neuer seene' (B2v 193-196). There 
is a further significance to this passage in its reference to 'Olive branches' and 'Laurell greene.' On 
the coinage of the Jacobean period, James often appeared in imperial costume, crowned with laurel, 
hearkening back to the images of classicism associated with him at his coronation. The image worked 
t0 Portray James as the 'conquering hero and triumphant poet'. For more on this see Goldberg 43- 
46.
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order for the spring harvest to manifest, the sun is needed and the anonymous poet 

does not fail to deliver. He continues:

When faire Eliza di'de, Apollo 

Coucht his golden tressed head:

When commons cri'd, God save the King,

His goldie-lockes abroad he spread. (A3r 37-40)

From this passage, two important points can be made. Firstly, the reference to 

Apollo, again a figure of Roman antiquity, indicates that an association of King 

James with the sun had already begun. Figures such as Ben Jonson, William 

Shakespeare, John Donne and Lancelot Andrews would utilise this symbol for their 

own tributes to James. Secondly, the spread of Apollo's 'golden-locks' brings to 

mind a second phrase -  'golden age'.5 Continuing from the 'horn of plenty' idea, the 

implied vision of 'golden locks' spreading abroad furthers the idea that there is a 

new dawn in England, and it is the dawn of a new 'golden age.'

Also inferred by the poet's imagery is the notion that King James' accession 

has the power to reawaken Apollo from his mourning and restore life to the sun. 

This is pre-emptive of the coronation pageants themselves. The metaphor is akin to 

Goldberg's claim that James brought life to the spectacles as he passed by.

However, the anonymous poet was incorrect in his request to:

Let Pageants gay, let gallant shewes,

Shew forth your inconceived glee,

5 Contained within one of Henry Peacham's manuscript emblem books is the image entitled 
'Totlssima inter pares unitas' [a union of equals Is safest] (MS Had 3.12).Beneath the emblem, 
Peacham includes a couplet that reads, 'Hasten and unite under the auspices of the godlike James, / 
and the golden-age will return to your lands'. The notion that the 'Golden age' would return to 
En§land under James is alluded to on a number of occasions throughout the coronation spectacles.
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That souerigne Lord, by outward signes,

Your inward ioyall hearts may see. (B3r 197-200)

James did not show 'inconceived glee', nor did he issue any 'outward signes' - 

physically. As Goldberg implied, the King was seldom seen and when he was, he was 

statuesque, offering no indication of involvement (Goldberg 32). One reason for this 

may be James' hatred of crowds. Another may be located within the rest of 

Wotton's 1602 report as he continues to note that foreigners cannot pass 

unnoticed within the Scottish court, despite its large size as, 'immediately a new 

face arrives, they ask, either out of natural curiosity or out of concern for the safety 

of the person of the King, who he is, and what is his business' (Aston 5). In the King's 

new realm, he did not have this type of safety -  he was the 'foreigner'. This is 

Perhaps the reason for his reaction at the coronation pageants. But despite his lack 

°f physical involvement, the King remained a spectacle and his silence did not go

unnoticed.

3-3: Theatrical Translations

Many plays were produced within the first few years of James reign that in some 

Way offered a presentation of the King on stage. Some were more obvious in their 

Portrayal of James, such as the unknown Gowrie play presented at the Globe in 

December 1604 by the King's players. From a few references in early modern 

records, it would appear that the play detailed the events of the 1600 Gowrie 

c°nspiracy against King James, then of Scotland, in which the King was kidnapped
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and imprisoned.6 However, it was soon evident that putting a figure of the 'living' 

King on stage was a mistake. The lost play was swiftly closed, and as far as is known, 

all copies destroyed. Playwrights therefore had to turn to more subtle portrayals of 

the King such as Shakespeare's 'Duke Vincentio' in Measure for Measure (1603/4), a 

character who did not like to 'stage' himself to his people, possibly replicating the 

observed actions, or lack thereof, of James at his coronation festivities. However, 

not all playwrights took heed and there were a few more notorious plays by Ben 

Jonson, one that landed him in prison. Jonson's part in the creation of Eastward Ho! 

(1605), alongside George Chapman and John Marston, caused such a scandal for its 

'anti-Scottish' sentiment that authors were imprisoned, although the play was 

never entirely banned.7 * Published in the same year (though most likely written in 

1603), Jonson's Sejanus almost suffered a repeat fate when the Earl of 

Northampton accused Jonson of 'Popery and treason on the evidence of his play. 

However, not all plays with some direct allusion to the King were detected. B. N. 

DeLuna in his book, Jonson's Romish Plot, puts forward the case that Jonson s 

Catiline was a play about the events of the Gunpowder Plot. Janet Clare notes that 

John Marston's Parasitaster, or The Fawn (1604), Beaumont and Fletcher s Philaster 

(1610) and Thomas Middleton's a Game of Chess (1624) all 'bypassed the censor' 

(Clare 234).9

However, many playwrights paid homage to the King, or engaged in the 

^Vth making process without taking the risk of patently presenting the King on

7 F° r rnore on this see Kernan 60.
p°r more on this see Andrews 1931.
F°r more on Sejanus and King James see Perry 1997: 98-105. See also Ayres. For a more general 

9°°k  at the relationship between Jonson and King James see Linklaker.
PerrV has also made comment on the relationship between The Fawn and King James in Perry 93- 

97.
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stage. Fulke Greville manages a criticism of kingship through his 1609 play 

Mustapha whilst Curtis Perry asserts that Christopher Marlowe offered a 

commentary on the gossip surrounding King James' sexual practices in Edward II

(1592), prior to his English accession.10 * The most frequently commented upon

playwright for his subtle nodding towards James is William Shakespeare. A number 

of his plays have faced scrutiny in these terms; Macbeth; King Lear; The Tempest; 

and, as will be our case study here, Measure for Measure,n The purpose of the 

second part of this thesis is to look at those materials that have heretofore been 

neglected. However I will briefly suggest a new methodology for looking at ways in

which the King appears representation on stage.

Speaking of Macbeth, Irvine Ribner states that 'Shakespeare consulted not 

his own mind and feelings, but rather consulted the writing or known views of King 

James and framed his doctrine to accord with what he knew to be his King's

Predilections' (Ribner 203). By accepting the assumption that the playwright of the 

early seventeenth century had access to James' predilections via the King s pen, a

theory might be proffered to support notions of monarchical representation 

Present in these plays. In particular, this theory is wholly significant for those plays

Performed in front of the King.

For contemporary dramatic texts, the use of the royal 'we' within the early 

Modern play provides a moment at which James can be located on stage. Generally, 

^terary connections are evident in all performances, but the court performance

10 ~ nf lames see Perry 106-110 and Hugh N.
for more on Folto Greville and his l* « » V P° "  J rd , . For Curtls Perry on Marlowe, see his 

^M ean's article, 'Ftilke Greville: Kmgship andI Severo I  V the Ea,|v Modern Period',
frticle, The Politics of Access and Representation^ oHhe Sod ^  J !  1982 f0( a

por discussion of how James is rePresen 115.152. For a discussion of The Tempest see Marshall 
^'scussion of Macbeth and King Lear see Pe V 
1998.
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offers an additional level through the physical presence of the royal household. 

Supposedly written for court performance in 1604, Measure for Measure offers a 

blend of Jamesian concerns that have heretofore been addressed by various critics, 

most specifically in the correlation between Duke Vincentio and the early modern 

King.12 Goldberg concludes from his investigation of the play that Measure for 

Measure offers:

No exact replay of James at all, the play yet manages to catch at the 

central concerns: in the disguised Duke, the King's divided self; in the 

relations between privacy and the public, the play between internal 

and external theatres of consciousness; in the Duke's actions, the 

combination of absence and presence through which James claimed 

authority. More specifically, commentators have felt that the Duke's 

initial decision to sneak away from Vienna reflects upon James and 

his aversion to crowds. (Goldberg 235)

Herbert Howarth offers a similar sentiment in his essay 'Shakespeare's Flattery in 

Measure for Measure'. He begins by outlining the fluctuating history of critical 

S iting  concerning James' connection to Measure for Measure. Marking Louis 

Albrecht's attention to the parallels between Shakespeare's play and James'

®Qsilikon Doron in 1914, followed by W. W. Lawrence s dismissal of such 

connections in 1931, Howarth proffers a reinvestigation of the parallels 'for the

12. . n works, opig p13y that has ¡ncludGd
onathan G o ld b e r g  states that. n n|avWright and King is Measure for Measure. We have

£ quent speculation about the re,att.onsh, of playwng,ht and K , t was performed

b J n assured that it was written for co leasti that the text we have Is one revised for

that ^ tHe Kmg ° n ChnStmaS 1 3* VSart 'id that the Duke mouths James’ opinions and apes his that performance. And we have been told that tne uuxe
act'ons’ (Goldberg 231).



puzzles and beauties inherent in them'(Howarth 29).13 Yet Howarth, although 

offering some valuable insight, marks an almost allegorical correlation between play 

and supposed source text. In distinction to this, I would like to draw attention to the 

replication of pronoun patterns that were potentially unique to James' literature as 

discussed in Chapter Two.

In the moment frequently quoted as evidence for Measure for Measure's 

replication of the Jamesian sentiment as expressed in BasiUkon Doron, attention to 

the use of pronouns adds a further dimension to the oft examined passage:

I love the people.

But / do not like to stage me to their eyes;

Though it do well, / do not relish well 

Their loud applause and aves vehement;

Nor do / think the man safe of his discretion 

That does affect it. (MM. l:i:68-73)

°n stage at this moment are Angelo and Escalus, two characters within the private 

acquaintance of the Duke. James' referral to the 'stage' in Basilikon Doron connects 

to this passage (James VI and I 2001: 4, 49). This is a correlation that has often be 

drawn.14 However, what has not been addressed is that prior to this moment is, the 

Duke offers the following words:

What figure of us think you he will bear?

For you know, we have with special soul 

Elected him our absence to supply.

Lent him our terror, dress'd him with our love,

13
u tlowarth is refering to Albrecht 1914; and Lawrence 1931.

^ee Bennett; and Shuger.
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And given all the organs 

Or our pow'r. [MM l:i: 16-21)

Here we see the use of royal vernacular, but the characters on stage have not 

altered, save the absence of Angelo. I am not suggesting that the royal 'we' is 

unique to this passage, but the close conjunction of the collective with the singular 

pronoun usage is certainly interesting in terms of James own I / We construction 

within Basiliokn Doron (see Chapter Two). Similar to the fluctuation of personal and 

collective pronoun usage in James' text, the Duke (a figure often associated with 

James, at the very least in terms of state authority) echoes the unusual variation of 

pronouns presented in the King's text. This complicates the nature of the addressee 

in the passage. In public performances, the you can refer to the other characters 

on stage and to the audience, functioning as a rhetorical question in relation to the 

outcome of the play. However, in the court performance, the you can also stand 

for the figure of James. But it is not only the 'you' that injects James into the body 

of the play-the 'we/our' constructions also connote the King. There are two 

figures of authority within the space of the performance -  one a temporary 

^presentation of authority (Duke Vincentio) and the other a divinely inspired 

authority (James). Therefore, when the Duke asks, 'What figure of us do you think 

he will bear?', the question is simultaneously directed to the actor on stage, the 

audience and to the King's 'other' body, via the appearance of collective pronouns. 

James, witnessing the court performance, is integrated into the play, much like the 

effect of the court masque.

In 1603, Samuel Daniel had presented a long masque entitled Vision of the 

rwe/ve Goddesses. Whilst it is thought that the Queen was pleased with Daniel's
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performance, the commission was nevertheless given to Jonson in the following 

year. In 1605, Jonson offered The Masque of Blackness to the court on Twelfth 

Night.15 Forming a type of living book, the masque bears a resemblance to the 

emblem tradition in that it can often become a political text to be read and 

interpreted,16 However, Jonson's masques bypass the emblem book stage and 

create the image 'ad hoc' from the text, chiefly from Basilikon Doron. As critic Jerzy 

Limon observes: 'From this point of view, the masque-in-performance is to a great 

extent a text about another text (being "the book of the King's wisdom")' (Limon 

222). The imagery of the King in Jonson's masques may take their cue from 

Basil ikon Doron, but this is not the only one of James' texts to have influence on 

Jonson's masque composition. The present author would argue that Hymenaei 

(1606) expands from the Basilikon Doron hypotext, adopting a style more akin to 

that of Daemonologie through the imitation of the dialogue format found in James 

text. Here, it is availed of by Jonson through his construction of Truth s debate with 

Opinion.

Not only does Jonson replicate the format of James' literary enterprise, his 

'anguage imitates James' established classical self-allusions. According to Peck,

Whilst both Elizabeth I and James I adopted Roman motifs, James 1 changed English 

iconography. James I was the first English monarch to portray himself on his coinage 

as a Roman Emperor' (Peck 5). James even titled himself Emperor of Great Britain

15 James may have considered Daniel's efforts to be too long-winded, or perhaps he preferred the 
scholarship imbued in Jonson's work but whatever the reason, Jonson proved a suitable choice and 
regularly held the commission until the end of James' reign. All references to Jonson's masques are 
j?ken from Orgel 1969.

Jerzy Limon makes this connection stating that 'in the case of the masque-in-performance, the 
Perspective three-dimensional stage is in most cases an example of transmutation of an emblem 
bo°k Picture (either actual or invented ad hoc) into the "language", or system of theatre' (Limon 
222).
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during the early stages of his reign and, as we have seen, his coronation pageant 

was heavily laced with Roman iconography, particularly in Jonson's contributions. 

Aspects of Roman authority are also contained within the masques, and in 

Hymenaei in particular.

The purpose of the divinely installed monarch is to impart his knowledge 

unto the land. James makes this claim in Basilikon Doron:

Remember then, that this glistering worldly glorie of Kings, is giuen 

them by God, to teach them to preasse so to glister and shine before 

their people, in all workes of sanctification and righteousness, that 

their persons as bright lampes of godlinesse and virtue, may, going in 

and out before their people, giue light to all their steps. (James VI 

and I 2001:13)

James speaks of his guidance in terms of light -  an established motif that is used at 

length in Jonson's masques. In Hymenaei for example, Jonson includes the following 

Words:

What more than usual light,

Throughout the place extended,

Makes Juno's fane so bright!

Is there some greater deity descended? (Jonson 1969. 11.72-75)

This section returns the Roman idea and associates it with the metaphorical light of 

kingship which illuminates the 'world'. In this example, not only does the deity 

descended' possess the power of illumination, but it is a greater deity . James is 

figured as a god elevated above other Gods.
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In Prince Henries Barriers (1610), James undergoes a further level of 

elevation -  this time historical in nature. The main device of the plot in Prince 

Henries Barriers is the presentation of an emblematic shield to Meliadus, the young 

knight. Upon this shield are scenes representing British history from Edward I to 

James I, described by the figure of Merlin. Richard S. Peterson notes that 'these 

layers of past kingship, almost like archaeological strata, culminate in -  or are 

displaced by -  a powerful image of King James thrusting up as an outcropping of 

ancient perfection' (Peterson 64). Here again we have the elevation of the King -  

not as a King above Gods but as a King above Kings. Jonson's words expand on this 

notion. The character of Merlin says:

But all these spurres to virtue, seedes of praise 

Must yield to this that comes. Here's one will raise 

Your glorie more, and so above the rest,

As if the acts of all mankind were prest 

In his example. Here are kingdoms mixt 

And nations joyn'd, a strength of empire fixt 

Conterminate with heaven; The golden veine 

Of Saturnes age is here broke out againe.

(Prince Henries Barriers: 11.327 -  334)

Again we have an allusion to the Roman gods in reference to Saturn, again we have 

a reference to the union of nations or 'kingdoms mixt', and again we have reference 

to the 'golden veine' simultaneously figuring James as 'sun' and as father of the new 

golden age'. But what we also derive from this 'device' is a sense of lineage. Not 

0nly set among, but set above the other historical figures on the shield, James'
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blood line is laid out for all the court to witness his legitimacy. Shakespeare's 

Macbeth offers a similar trick during Macbeth's second consultation with the 

witches when he is granted access to a series of prophetic images, culminating in 'A 

show of eight kings, [the] last with a glass in his hand' (Mac. 4:i:127). Eight Kings

appear on the stage marking the eight Kings of the Stuart dynasty. As the eighth
»

emerges Macbeth remarks 'And yet the eighth appears, who bears a glass/ Which 

shows me many more; and some I see/ That twofold balls and treble sceptres carry' 

(Mac. 4:1:135-137). The parade of the eight Kings under Banquo has long been 

taken as testament to the strength and duration of the Stuart line. Arthur Kinney 

suggests an alternative reading, figuring the eighth King holding the mirror as the 

audience's own King (Kinney 23-58).17 However, I suggest that James would be read 

as the King reflected in the glass -  the final apparition holding the 'twofold balls' 

and the 'treble sceptres,' connoting his status as King of Scotland and England and 

ruler of Ireland and France.

On both these occasions, the image of the King is mute. Goldberg comments

that James, as presented in Prince Henries Barriers, He is man and statute at once,

and his son and successor mirrors him' (Goldberg 40). In a return to the notion of

the King's two bodies, James functions as a symbol of a great monarchical

institution whilst simultaneously being a 'man . But that figure at the head of the

c°urt to whom these lines are addressed is as much a spectacle as the festivities

before him. The theories of Levin Schuckberg (one of the influences on modern

deception Theory) suggest an authorial shift from writer to audience. No longer do

the author and his/her oeuvre stand in the foreground, but rather the consumer

17 this scenario, the imperfect female monarch, Mary, has been removed from the male 
dominated lineage of James Stuart.



183

and the conditions under which consumption occurs' (Houlb 50). It is thus the 

reader who grants meaning to the text through internalisation. The receptors of the 

King's political texts grant meaning to the ink which flowed from the King's quill by 

internalising the words and giving them meaning. In the plays at court, the King 

becomes the audience. In a similar fashion to the way in which the King granted life 

to the coronation pageants, it is now the King that grants meaning to the spectacles 

presented to him at court.

3.4: Emblematic Translation

In his book, Studies in Seventeenth Century Imagery, Mario Praz states that, Since 

every poetical image contains a potential emblem, one can understand why 

emblems were the characteristic of that century in which the tendency to images 

reached its climax, the seventeenth century' (Praz 12). Given the popularity of this 

format across Europe at this time, it is not surprising that a number of emblem 

books appear in relation to James (Diehl 40). Huston Diehl remarks that The vogue 

Wes so strong in England, Gabriel Harvey protested that students of Cambridge 

neglected Aristotle and the classics for emblem writers like Claude Paradin (Diehl 

49). Emblems books then, appear to be a populist form of literature. Yet despite 

this, emblematist insisted upon integrity of form. According to Josef Lederer, 

Emblematists themselves always insisted on a perfect balance between the body 

°f an emblem (the picture) and its 'soul' (the motto and the accompanying verse) as 

a requirement of an ideal emblem' (Lederer 182). This method was certainly true of 

Henry Peacham's work. Although other emblematists such as Sir Henry Goodyeare 

Produced a number of plates in relation to James and the royal household,
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Peacham is possibly the most significant emblematist in terms of Jamesian 

appropriaiton. Rosemary Freeman claims that The emblem form seems to have had 

an irresistible attraction for him. Minerva Britanna was the only collection of 

emblems that he published, but it was by no means his first experiment with the 

fashion, nor perhaps his last' (Freeman 72). Minerva Britanna, published in 1612, 

takes its influence from Peacham's earlier enterprise -  a translation of James' 

Basilikon Doron into this visual format.18 In 1604, Henry Peacham produced three 

copies of Basilikon Doron into the emblem tradition, two for Prince Henry (MS Rawl 

and MS Royal) and one for the King himself (MS Harl).19 Most of the emblems within 

the text illustrate a particular sentiment of the King's text with remaining emblems, 

although not linked specifically to any words, echoing the sentiment of James' 

vision. Of the three manuscripts, a number of images were duplicated or partially 

duplicated in Peacham's Minerva Britanna, published publically in 1612.

Peacham's purpose for this transcription of the King's words to image is 

outlined in the dedication for MS Royal. Peacham writes that the emblematic text 

is:

not for the purpose that one might feed one's mind only on empty 

pictures, but that those golden fundamentals of Christian godliness 

(which I am inclined to believe are absorbed with difficulty at any 

age), and the foundations of stagecraft and of the supremely good 

life, might, with the help of the eye and the benefit of concise

18
Peacham's father authored a book on rhetoric entitled The Garden of Eloquence (1577) and this 

Perhaps served as a secondary influence for Peacham's texts alongside Basilikon Doran. Freeman 
Su6gests that this paternal influence might also be the reason behind the sub-title of Minerva 
^ptonna (Freeman 68).

411 the Manuscript emblems are taken from Young 1998.
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expression and a certain sweet allurement, be established a little 

more securely. (Young 1998: 234)

For Peacham, his emblem book was to act as a 'commemorative aid' for the young 

Prince (Diehl 56).20 Yet, Peacham also produced a version for James and further 

published many of these images in Minerva Britanna. Therefore, in creating these 

manuscripts, Peacham is involved in a process of translation, rendering the King's 

book, an already established gateway to the King's mind, into an alternative 

medium. Peacham is, in a sense, presenting the King's text to the royal household 

and later to the public in a visual format akin to the masques and court plays that 

had gone before.

The titles of the three manuscripts all make reference to James' title - 

Basilikon Doron, which translates to 'The Kingly Gift' or 'The Royal Gift'. Dedications 

to MS Rawl and MS Harl contain the phrase 'The Royal Gift,' referring to both 

James' 1599/1603 text and to the newly constructed emblematic translation as a 

gift for the royal household.21 What Peacham achieves is the adoption of the Kings 

°Wn words for his own purposes -  in the form of a pun. MS Harl also makes 

reference to James' form of writing, and indeed the manuscripts emulate that 

structure. Peacham writes that the 'Royal Emblems' are 'Divided into three books,

20 Diehl attempts to justify the Protestant acceptance of the emblem book when so many were 
involved in the processes of iconoclasm. He writes: In their discussions of ecclesiastical art and 
konoclasm, Protestant theologians attempt to demystify images. Acceptable images awaken the 
Memory, enabling the viewer to recollect spiritual things through a process of association. Images 
are not efficacious; they do not pass the honor done them on to their prototypes; they should not be 
d e ra te d . They may, however, serve as an aid to memory, helping the viewer recall invisible 
sPiritual truths. The memory stores images for the future recollection and meditation, becoming,
"the Gallery of the soul" as John Donne describes it, "hang’d with so many, and so lively pictures of 
the goodness and mercies of thy God to thee, as that everyone of them shall be a catechism to thee'
(Diehl 56).

The dedication in MS Rawl begins: 'A Royal Gift, completed and arranged into heroic emblems, by 
HenrV Peacham English subject’ (Young 1998: 230). MS Harl offers a similar address (Young 1998: 
232).
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with adherence to royal method' (Young 1998: 232). Notably, James' Daemonologie 

and Basilikon Doron appear divided into three books, and no doubt it is from this 

form that Peacham takes his influence.

The first image is titled 'Nisi desuper' translated to 'Only from above' and is 

replicated across all four scripts, MS Rawl, Harl, Royal and Minerva Britanna (see 

Figure 4). The image consists of a hand reaching down from the heavens holding a 

double chain that bears a crown. The epigram that appears beneath the emblem 

reads:

Behold, in the clouds [appears] a crown bound by a double chain: 

and a hand holds it aloft far from our world. With no other fetter, 

Great James, are you bound by God who himself has granted you 

should be [both] a man and a King. (Young 1998: 2)22 

Here we see a return to the 'Kings two bodies' concept. The sentiment is echoed in 

the words of the poem beneath the emblem in Minerva Britanna: Great IAMES, 

whose name beyond the INDE is told / To GOD obliged of by two-fold band, / As 

borne a man, and Monarch of this land' (Young 1998: 2). Both of these examples 

draw from the passage in Basilikon Doron that also tied to Jonson s early masque 

constructions. James writes:

Therefore (My Sonne) first of all thinges, learne to know and love 

that God, whom to yee have a double obligation; first for that hee 

had made you a man; and next for that hee made you a little God to 

sit on his throne, and rule over other men. (James VI and I 2001:12)

22 The translation comes from Alan R. Young. All further translations will be taken from the same 
text.
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So what we have in Peacham is a continuation of the King's two bodies concept, 

emanating from James' words and translated, once again, into visual and literary 

format.23

One further aspect of the dedications, worthy of note, is a reference to 

James in his own terms as King of the four realms. For example, Peacham claims 

that MS Rawl was 'Written to win the goodwill of the most serene Prince Henry 

Fredrick, son of James, King of England, Scotland, France, and Ireland, to whom the 

best things are by right due' (Young 1998: 230). James' 'unification' of the four 

realms is a prominent theme in Peacham's emblematic translation.24 Whilst other 

poets and authors have referred to the union, none have produced such an 

elaborate series of images and words as the Peacham manuscripts. First is the 

emblem that bears the motto 'Sic pacem habemus' ('In this way, we have peace') 

which appears in some form across all four versions of Peacham's work (see Figure 

5).25 In Minerva Britanna, two lions rampant hold an elevated crown

23
further testaments to James' concerns are translated into Peacham's emblems. A nod to James' 

heritage appears through replication of the portcullis device adopted by Henry VIII in 'Securitas 
altera’ (A second [source of] safety) (Young 1998: 80). References to James' pastime of hunting 
aPPears in Rawl 3.11; Harl 3.9; Royal 3.9; Minerva 169 (Young 1998: 54,122, 198; Peacham 169). In 
Crirnina summa' (The greatest crimes) Royal 2.42 Peacham offers an image of Ganymede upon a 

redcombed cockrel with a cup in one hand and a wand in the other, referring to James' instructions 
that 'There are some horrible crimes that yee.are bound in conscience never to forgive: such as 
yYitchcraft, wilfull murther, Incest... sodomie, poisoning and false coine'( Young 1998:188). 
Querenda scientia’ (knowledge must be sought after) Royal 2.41 (Young 1998:187); Partial 

puPlicate Peacham 43 offers an epigram that connects James to the Solomon figure again whilst 
Scripta non temere edenda' (Writings not to be published rashly) Rawl 3.9 (Young 1998: 52); Partial 
duplicates: Harl 3.8; Royal 3.7; Minerva 57 provides a visual interpretation of James' warning to 
benry that he should let his writings 'coole at leasure ... before they bee published' (Young 1998: 
22,187,196; Peacham 57).

Young 1998: 2, 60,128; Peacham 1). Young records that 'In the manuscript great emphasis is 
placed on the theme of Anglo-Scottish union, a matter dear to the new monarch's heart from the 
VerY beginning of his reign, and particularly in people's minds at the end of 1604 when the subject 
£ as under vigorous discussion by a rather sceptical Parliament’ (Young 1979: 309).

Rawl 2.1; Harl 2.1; Royal 2.2; Minerva 11 (Young 1998: 26, 78,148; Peacham 11).
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Above Left Figure 4. 'Nisi desuper' in Minerva Britanna (1612) Peacham 1.

Above Right Figure 5. 'Sic pacem habemus' in Minerva Britanna (1612) 
Peacham 11.

between them. With almost all of Peacham's emblems concerning Basilikon Doron 

or its subject matter, the image is accompanied by an epigram. In this case, the 

epigram translates to: 'The twin lions uphold one crown, in agreement regarding 

the King and also regarding [the] language, love, and laws, ocean, land, and faith are 

the same, and this peace, born from them, remains inviolable (Young 1998.18).

The twin lions function as the heralds of Scotland and England. The crown 

represents James and, through the application of the epigram, not only has the 

crowning of James unified these two great nations, but linguistic, social, political 

2nd religious aspects have also been theoretically combined. Peacham offers a 

further testament to the unification of England and Scotland under James in Quae 

Plantavi irragabo' (That which I planted, I will water) (see Figure 6). The image

2.7. Duplicate: 
eacham 12)

H a rl 2.6 Partial Duplicates: R o ya l 2.4 M in erva  12. Young 1998: 32, 85 ,1 50;
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Above Left: Figure 6. 'Quae piantavi irragabo' in Minerva Britanna (1612) Peacham 12. 
Above Right: Figure 7. 'Hibernica Respub: ad Jacobum Regem’ in Minerva Britanna (1612) 
Peacham 45.

shows a hand, descending from the heavens with a watering-can, pouring water 

onto a clump of roses and thistles.27 As with the lions, the rose and thistle are 

traditional symbols of England and Scotland, and the union of the two nations was, 

according to Young, 'frequently symbolised in heraldry and literature by the 

conjoining of the two flowers' (Young 1998: 24). Peacham is therefore utilising 

already established motifs to create a new symbolic image of the union -  one that is 

connected to James. The next emblem, 'Cedenum Apollini' (MS Rawl 2.4) or 

'Hibernica Respub' (MS Royal 2.5 and Minerva Britanna 45) ('One should yield to 

APollo') or ('The Irish Realm') again appears in some variation across all four texts 

(see Figure 7).28 This emblem features an image of the Irish Harp. The attached 

ePigram offers some interpretation of Peacham's vision; it reads: 'The harp you see 

Portrays your Irish realms, producing, hoarse of lungs, discordant sounds. In order 

that the rebellious strings and the sphere may be tuned with the art of Phoebus, the

» ,T. . , . ..  r-iHc and these are the sacred rites of the Cyprian maiden. The wild
hat is the ornament of the fie - h the rold rain nourishing them from high heaven

th'«le and the spring rose bloom together and the cold ra jn n o u n sn g
^ n t s  this to be a sign, oh great James^for your.king om ( Peacham 45)

Raw l 2.4; H arl 2.5; R o ya l 2.5; M inerva  45. (Young
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persuasive music of the Thracians are silent' (Young 1998: 21). At James' accession, 

rebellious Irish factions were finally on good terms with the English sovereign after 

the nine year's war, signified here by the reference to 'hoarse of lungs and 

discordant sounds'. With James' negotiation, an agreement was reached, and it is 

with reference to James' linguistic skill that Peacham illustrates James as Phoebus, 

using his art to tune the 'rebellious strings and sphere'.

Young makes note that it was at the moment of James' accession that the 

Irish harp was added to the newly quartered English herald. England and Scotland 

were represented by the lions rampant, and Ireland by the harp. To complete the 

herald, France was represented by the fleur-de-lis, and Peacham uses the same 

¡mage here in 'Auspice caelo,' (see Figure 8) to the complete his emblematic tribute 

to the 'unionising' of the 4 realms.29 The figurative herald that Peacham constructs 

through the combination of these images is epitomised in an emblem that appears 

only in MS Harl, entitled 'An Epigramme upon the union' (Young 1998: 77). In this

Figure 8. 'Auspice caelo' in 
Minerva Britanna (1612) 
Peacham 15.

29 ,
R a^ l  2.5 (has no motto); H arl 2.4; R o ya l 2.1; M inerva 15. (Young 1998: 22, 83, 152; Peacham  15).
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image, the quartered heraldic royal arms of England, as used by James, stands 

central. However, contrary to tradition, Peacham substitutes the conventional lions 

rampant (Dexter and Sinister) with two Putti. Each of these classical mythological 

figures hold a rose for England and a thistle for Scotland. Centred atop is the crest in 

the form of a crown, the same crown from Harl 1.1.30 There are two types of 

mythologizing taking place in Peacham's text. Firstly, there is the reinforcement of 

James' policies -  divine right kingship, the King’s two bodies, the Union etc.

Secondly is the continued merging of Jamesian symbolism with classical mythology. 

This merger has been seen before in the Romanisation of the Coronation spectacles 

and Jonsonian masques, but here, James, or symbols of James, become framed or 

created through the use of mythical creatures. Peacham embellishes the traditional 

herald with two Putti, popular within Italian Renaissance art. In 'Omine meliore 

renascor' ('I rise again under a better omen') he later offers the Phoenix as a 

representation of both James' accession, rising from the ashes of Elizabeth, and as a 

•Mythologizing symbol of the King's uniqueness — something Fowler began over 20

Years previously.31

30 The Epigram reads: 'The flower-deluces lead the ring / France shows the armes but wee ye King / 
The Lions next in order three / Present the ground of harmony / The Scottish Lion on the left hand / 
D°th in a flowery border stand / Badge of French league giv'n long agoe / I heard it said But thinke 
not so, / (lie sooner deeme his armed paw, / Doth keepe sound the flowers in aw) / The harpe the 
fu|l consort to make / The quarter third to him dothe take. / The fowrth is as the first again / Long 
maY (Oh Lord) the bearer raigne'(Young 1998: 77). Note, these heraldic images are more staggered 
ln MS RawI but more concisely ordered in the other two MS (not Minerva) lending to a reading of 
Jarnes unifier of the realms. In Harl they appear in close proximity, interspaced with images o f ... but 

R°yal they appear sequentially in 2.1-2.5 (Young 1998:147-151).
Rawl 2.3; Partial Dupliacte in Harl 2.2; Minerva 19. (Young 1988: 21, 82; Peacham 19). For Young 

The emblem alludes to the death of Queen Elizabeth I and the accession of King James I. His firm 
Cornmitment to Protestantism was seen as a defence against the threat from Catholic Spain which 
had been such a familiar concern during Elizabeth's reign' (Young 1998: 20). Peacham's readers 
w°uld have certainly been aware of the meaning behind the phoenix as it was a well used symbol in 
tfle early modern period. Freeman remarks that 'The Phoenix did noble service in and out of emblem

bo°ks'(Freeman 77).
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The unicorn rampant also makes an appearance in 'Cedet quodcunq[ue] 

venenum' (Any poison whatsoever will yield).32 Of interest here is the inclusion of 

yet another figure of classical mythology in the catalogue of Jamesian symbolism, as 

well as the epigram's addition of a further 'Apollo' reference.33 In this instance 

Peacham figures James explicitly as Apollo, not in subtle references to light and 

illumination as witnessed by the masques, but in the direct statement, 'You are 

Apollo,' building upon his earlier construction of James as Phoebus. The potency of 

this image, although growing in strength from the earlier allusions, has yet further 

to go as the evolution of the Gunpowder Plot tale, even in the seventeenth century, 

begins to rely more heavily on this construction of James as 'light'.

3.5: Poetic Translation: The Gunpowder Plot

Numerous authors wrote on the subject of the plot, the earliest being Thomas Goad 

in his Cithara Octochorda Pectine Pulsata (1605), written three days after the 

execution of Catesby and Percy. However, this account, written so soon after the 

event, proves to be a little vague on the historical details. The first young poet of 

the plot was Edward Hawes who penned Tyaterous Percyes and Catesbyes 

Prosopopoeia in 1606. Hardin records that 'In a way, Hawes' story is closer to that 

of modern historians than to the mythic version' (Hardin 62). The mythic fascination

2 Harl 2.7; Partial Duplicate Raw12.6. (Young 1988: 24, 87). The picture is of a unicorn rampant with 
a 'ong lance held in its front legs. At the end of the lance is the flag of St. Andrew with a bearded, 
r°bed man, possible a cleric, behind the cross. At either side is the initials IR (Jacobus Rex). A chain 
hangs around the unicorns neck with a crown attached to it and beneath the unicorn is an 
0verturned goblet. Young states and 'This would appear to be an anti-Catholic polemic, in which King 
James is the defender of the Protestant faith against the temptations of the corrupt Roman church' 
<Young 1998: 84). This is also a further example of associating James with images of classical 
^ythology.

The epigram reads- 'Whatever indeed this modest gift of mine, I confess, amounts to, I beseech 
V°ur majesty that you illumine it as your own offspring with the beam of brightness itself (for you are 
AP°Ho)’ (Young 1998: 232).
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to which Hardin refers would come to underline Milton's poem of the Gunpowder 

Plot in 1626.34

Hawes constructs a poetical dialogue between the skulls of Percy and 

Catesby.35 Hawes uses quite vivid and hellish images for his rendition of the plot. 

The poem consists of a dialogue between two 'Monsters skulls' from the depths of 

hell (Hawes A3r:ll.l6). The dialogue is witnessed by the speaker whilst he is in a 

dream state and, during their conversation, Percy and Catesby reveal the motives 

behind the plot. Percy's head discloses that 'All my desire was bloody massacre ...

So thirsted I to be governour... What cared I for King, or Prince or Queene?' (Hawes' 

B4r: 11.247-252). Similarly, Catesby's head divulges that:

Bloud I did thirst for, and in that thirst I dyed,

Because in time my thirsty ¡awes were tyed.

Envy, and blooddy rage, with hope of gayne,

Had so possest me in security,

That therein I did obstinate remayne. (C3v 431-435) 

por Hawes, the reason for the Gunpowder plot was not a religious conspiracy or a 

battle between light and dark, good and evil (although he does figure the 

Perpetrators as being monsters from the depths of hell); rather, the motive of the 

Plot is attributed to simple greed and ambition, bearing no relevance to the person

ofthe King himself.

3 Chapter Four
The skulls ofthe perpetrators ofthe historical plot had been Impaled upon pikes above the 

Parliament building where, according to Hardin, 'Hawes and his classmates could see them daily' 
(Hardin 64) It can therefore be assumed that this is to what Hawes refers in the line 'Abide thou 
there (thou Spectacle of Treason)' (Hawes B2r: 11.199). Hawes also refers to the Elizabethan treasons 
bV the Northern rebels Felton, Norton, Campion, Babington, Tichborne, Parry and Lopez before 
turning to the Jacobean treasons by Cowrie, Bothwell, Ralegh, Cobham and Grey.
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I. H. (perhaps John Heath according to Hardin) also penned a poetic account 

of the Gunpowder plot called 'the Divell of the Vault' in early 160 6.36 The title alone 

indicates that I. H.'s approach to Fawkes was to associate him with Lucifer. He 

refers to 'Catesby' and 'Pierey' as 'hels blacke fiends ... working frames / So that 

each childe doth scritch with feare at mention of your names' (Dir: 11.288-291). In 

these lines, the beginning of a type of mythologizing can be seen, entering the story 

of the plot into a kind of folklore tale of horror, used to strike 'feare' into children. 

These kind of 'hellish' images continue throughout the work with references to 

'Sulphur-flaming hell,' and to 'Chaos darke'. Yet again, the motive of the 

conspirators rests with ambition, as I. H. writes, 'Ambition boyling in their breastes,/ 

like Nylus raging floud: / Bids them erect their cursed Church,/ on Prince and 

Peoples bloud' (Blr: 11.34-37). As with Hawes, the plot was not constructed as part 

°f a religious war between Catholics and Protestants, between the 'Monstorous 

Pope' in I. H.'s terms and the Protestant church. I. H. concludes his work with what 

seems to resemble a prayer for James. He writes:

Thou great composer of earths frame,

With Cherubs guard our King:

And shroud him from conspiracies,

With thy all-couering wing

Protect him from all forraine force,

From home-bred broiles and jarres:

And let the number of his daies,

36̂
There was also a version added by one of James' countrymen, Michael Wallace, gave his own 

Version of the Plot in In Serenissimi Regis Jacobi... Liberationem (1606).
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Surmount the countless Stars.

With courage simpathize his power,

Corroborate his armes:

Prescribe the meanes t'infatuate

Romes minacing alarmes. (D2r-D3r: 11.367-378)

Without underlying implications of a religious battle, there is no reason, as yet, to 

mould James into the force of light within the Gunpowder myth. Instead, what we 

have here is a call to God to protect the King, rather than figuring James already in 

possession of the appointed power of a god.

Hardin claims that 'the most influential of all the early poems is surely 

Herring's Pietas Pontificia' (Hardin 65).37 Francis Herring's Pietas Pontificia (1606) or 

Popish Piety takes the demonising of Fawkes to a new level, figuring him in the third 

stanza as the result of a sexual union between Lucifer and the Whore of Babylon. 

Herring writes:

I sing a strange blacke monster, rude and fell,

Late on that Whore which doth the world besot,

In grosse thicke darknesse, vtmost caues of hell,

In cursed coupling Lucifer begot 

A fearfull monster, all our world to quell:

The purple strumpet soone againe he got,

This poem experienced a number of manifestations, appearing in an extended version, followed by 
an English translation by A. P. in 1610 and another, more elaborate edition by John Vicars in 1617 by 
t^e name of Mischeefes Mysterie: or, Treasons Master-peece, the Powder-plot. For the purposes of 
thls chapter, the 1610 English translation will be used.
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Sent backe to Lerney lake, where with close mirth 

She was deliuered of her monstrous birth. (A5v: 11.17-24)

Speaking of Fawkes, Hardin states 'Here is a striking instance of the way in which a 

literary work can participate in a myth at odds with historical fact, almost from the 

first moment of the event' (Hardin 65). Similar to the poetry of I. H. and, to an 

extent, Hawes' work, Herring associates Fawkes with the idea of the 'monstrous,' 

with hell and with fear.

Throughout the poem, other hellish terms are associated with the traitors 

such as 'horne-headed beasts,' 'Night-walking goblin, Dragon, and Italian 

monsters'(B3r: 11.293; B5r: 11.383; B6r: II. 430, 434). However, what is also beginning 

to creep through in this early stanza is the recurring metaphor of darkness. Here the 

terms 'blacke,' 'late,' and 'darkness' appear. Fawkes is constructed as being in 

conscious opposition to the sun, who 'With longing lookes for, readie for his part / 

To act such mischiefe as ne'er saw the Sun' (B5v: 11.404-405). James as 'sun' is a well 

established motif at the time of this poem. Further to this, the capitalised Sun can 

serve a double purpose. Such is the case here. Constructed in opposite terms, the 

traitors are synonymous with the fiery sulphur of hell whilst the royal family, even 

from the perspective of the conspirators, will be sent 'heavenward'. In contrast to 

the 'blacke' and 'darkness' of the Fawkes construction, the King, Queen and Prince 

are 'All in their robes, all glittering, bright and cleare' (B3v: II. 315). These 

oppositional terms begin to formulate a Gunpowder myth, relating a tale of light 

Versus dark. By verse 74, James is revealed as victor over the hellish forces for, The 

King he lightens with a wondrous art, / Obscure darke riddles easly to reueale' 

(Clr:||.5 9 7 _5 g8 ) Depiction of the plot in this way figures James as the necessary
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light (or force of good) within the dark tale of treason. Hardin notes that by 1610, 

'we are well on the way to the fictive creature Guy Fawkes' (Hardin 69). Herring 

removes Fawkes' identity as 'man' in the act of demonizing him. He writes in verse 

48: 'Mans name's too good, for he deserues not it, / But Diuell should I call this 

hellish weed' (B6r: 11.381-382). Fawkes has his name removed, dehumanising the 

traitor, whereas James has his name immortalised in verse 10:

So let him rule, so gouerne and intreate 

His mightie people by his princely beames,

That liuing, loued; after death his name

May euer Hue in euerlasting fame. (C3r: II. 820-823)

Not only does Herring create opposite fates for James and Fawkes, he draws upon 

the 'Apollo' idea and figures James, not only within the light, but creator of it, 

entreating his subjects with 'his princely beames'. According to Hardin, 'from the 

standpoint of almost anyone's definition, the story certainly has mythic trappings 

(besides Fawkes' demonic qualities, there are James' divine ones, and the 

apocalyptic threatened end)' (Hardin 74). Certainly this is true of all the translations 

of Herring's work, but where A.P.'s translation (used here) breaks from John Vicars', 

a later translator, is in the degree to which those trapping are used. Whilst James 

still holds some significance in A. P.'s version, Vicars translation the mythic 

Mappings begin to outweigh the sense of historical reality, even though the key 

figure, James, is still on the throne.
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3.6: The later years

By the time Peacham's Minerva Britanna was 

published in 1612, some of the Jamesian 

mythical constructions were beginning to fade. 

Peacham's phoenix emblem, originally

presented in praise of James, is now refigured 

as a compliment to the Earl of Salisbury (see 

Figure 9) (Freeman 76). The poem under the 'new' phoenix image reads, 'You, you 

(Great Lord) this wondrous PHOENIX are', symbolising a mere 'Lord' with a marker 

Previously associated with divine monarchy (Peacham 1612: 19). The light 

Metaphor stays strong, but not necessarily in praise of the King. In John Vicars' 

Mischeefes Mystrie: or Treasons Masterpeece, the Powder-Plot, the renamed 

version of Herring's text, the metaphor of light continues but in a more elaborate 

f°rm. Hardin records that:

In the eleven years between Herring's first version and Vicars' 

translation, Pietas Pontificia grew from twenty pages of Latin 

hexameter to 100 pages of English verse, replete with prefaces, 

notes, miscellaneous poems on Prince Henry, Queen Elizabeth, and 

the Jesuits, and commendatory verses from Joshua Sylvester, 

Nathaniel Chambers of Gray's Inn, and six others, several of whom 

seem to credit Vicars as author, not just translator. (Hardin 66)

'Cars adaptation of Herring's poem (for it cannot accurately be called a 

translation) elaborated upon A. P.'s translation so much so that a new, tale is woven
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with even more mythical trappings. In Vicars' tale, the sole motive for the plot 

rested in the, now traditional, upset between Catholic and Protestant religion. 

Within the poem, Vicars gives voice to the conspirators' belief that King James is 'an 

hereticke'(C2r: 11.362). In versions prior to Vicars, James had been at the centre of 

the intended devastation, but not the sole intended victim. Here, through Vicars' 

interpolation of his own interpretation of the plot, not only do the conspirators 

brand James a 'hereticke' but, as revealed in the following passage, they hatch 

various ways in which they could bring about his demise before they decide upon 

Gunpowder:

Ones vile opinion is, with sword, or knife 

His guiltlesse King perfidiously to slay:

Another would depriue him of sweet life 

By powerfull poyson, then a third doth say,

When he by hunting tyr'd to sleepe would lay him,

Pretending friendly harbour, we may slay him. (C3r: 11.451-456)

Each method is as violent at the next, and each geared towards one sole purpose -  

Murder of the King. Vicars' text is more akin to the plotting of Duncan's murder by 

Macbeth and Lady Macbeth than to Herring's Pietas Pontificia.

Where Vicars does drawn similarity with early constructions is in the 

Portrayal of the conspirators demonic terms, figuring them as the 'Hell-spawn'd 

Sect' (L4r: 11.3462). However, adding to the common depiction, Vicars' language is 

Oow infused with apocalyptic overtones. He continues the hellish Gunpowder myth 

With passages such as: 'Hell being now broke loose, though but a while, / Sends 

forth more Hell-hounds, Blood-hounds fierce and fell' (L4r: 11.3468). Here, the
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apocalyptic imagery extends the fear beyond the members of Parliament who were 

most in danger during the historical treason, to the threat of 'Hell-hounds' and 

'Blood-Hounds' roaming the land. All of this demonic and apocalyptic language 

allows for a hero to step forward; and that hero is James. Vicars describes him as 

'our prudent King, Apollo's Sonne, / Faire Englonds loseph' (F2r: 11.1903). Where 

Vicars differs significantly from the earlier versions is in his treatment of James. 

Hawes, I. H., Herring and A.P. (in his translation) all paid tribute to the King through 

the use of this imagery. No commendation is made to the King. No thanks, or prayer 

of protection is issued such as occurred in I. H.'s contribution to the Gunpowder 

plot mythos, or in Herring's original. Vicars' contribution is not written in tribute to 

the King but merely utilises the Jamesian story to grant the necessary righteous 

antithesis to his constructed demonic villain.

The Gunpowder plot remained ever popular throughout James' reign and 

beyond. Each year, the event was commemorated with a sermon. Writers, such as 

Samuel Garey, would continue to return to the Gunpowder plot for publication 

inspiration. However, in these later years, even though the King in question still sits 

°n the throne, the Gunpowder plot has become literary inspiration as opposed to 

Monarchical flattery. Yet, one element that remained central to the Jamesian 

Mythos was the establishment of James as the 'author-King'. The Tower of the Five 

Orders, part of the Old Schools Quadrangle at the Bodleian Library, Oxford, was 

completed in 1619 (see Figure 10). Nestled between the Corinthian columns is a 

statue of James, flanked by two female figures representing 'Fame' and the 

University'.
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Figure 10. The Tower 
of the Five Orders 
(1619). The Bodleian 
Library, Oxford

To each woman, James presents his works (probably the 1616 collection). Beneath 

the statue the inscription reads 'most learned, munificent and best of Kings' 

(Goldberg 39). Goldberg claims that, not only is this story 'appropriate for a library; 

it also translates James' royal power into verbal power' (Goldberg 39). This 

structure works to re-emphasise James as a 'literary King' and the King's motto 

'Beati Pacific,' inscribed above the sculpture, evokes once again James' peacemaker 

irr>age. The construction of the piece is also classically Roman in its style, continuing 

to situate James within the body of classical figures, here immortalising him in 

stone.

However, before the death of James, some of those mythologizing traits 

begin to fade, arguably through the rising popularity of his heir, Prince Henry. 

Charles Carlton points out that 'Dedications were a useful indication of public 

Popularity' (Carlton 13). Charles receives none in 1609; one in 1610; two in 1611; 

and four in 1612. Henry, on the other hand, received eighteen in 1612 whereas his 

father received only half this amount (Carlton 13). These figures indicate the rise in
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popularity of Charles and the enormous popularity Henry held with writers of the 

period. James, on the other hand, appears to have declined in esteem, particularly 

in comparison with the voluminous amount of material produced in his name at the 

moment of his accession. It is perhaps the contrast between father and son (father 

-  peacemaker, Henry -  more militant), coupled with the apparent preference for 

the heir that Jamesian appropriation begins to decline. Not only that, the 

mythology that had infused to the presentation of the King is overshadowed with 

the death of Henry in 1612.

Throughout the texts examined within this chapter, the concept of James as 

'sun' or 'light' has been constantly replayed. However, with the death of Prince 

Henry, the imagery of darkness prevails over the sun. For example, in his funeral 

sermon, John Donne offers the following lament:

Oh, why is there not a generall thaw through-out all mankinde? Why 

in this debashed Ayre doe not all things expire, seeing Time looks 

upon us with watry eues, disheveld lockes, and heavie dismall lookes; 

now that the Sunne is gone out of our Firmament, the ioy, the 

beautie, the glory of Israel is departed? (Smith 37)

The imagery of death is traditionally presented in this dark fashion. However, in 

this case, with Henry's position as heir to the throne, one would expect to see these 

foments balanced by a return to the glory of James, adhering to the norms of royal 

funeral services by upholding the current / next monarch -  but this does not occur. 

In fact, the 'light' imagery does not really surface again until the funeral service and 

lament for James, in which the light metaphor is passed to Charles. Rather than 

offering a gesture towards James, the image of James as 'Sunne' is removed,
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bestowed on Henry and then wiped out. This might suggest that James no longer 

offers the gleaming light of monarchy -  rather this has been extinguished with the 

death of Henry.

In a series of songs constructed by John Coperario, James momentarily 

receives accolade in the address to the King as 'great' (Blr: 1117). However, 

Coperario presents a series of songs to each member of the Royal household, 

followed by a lament to Great Brittaine and then to the World. What these 

additional songs demonstrate is that, in accordance with the dedication figures, the 

popularity of Prince Henry, far outweighs that of his father. Coperario replicates 

the dissolution of light metaphor in his address to Queen Anne saying 'Tis now dead 

night, and not a light on earth' (B2r: II.1). He repeats a similar image in the song to 

Great Brittaine when he writes 'If all thy rockes from white to blacke should turne / 

Yet couldst thou not in shew more amply mourne' (B3r: II. 19-20). Indeed, Coperario 

goes beyond the distinguishing of light metaphor to evidence Henries popularity, 

father, examination of his language suggests that Henry is favouredover his father. 

To Queen Anne he writes: 'Let now a mother mourne the noblest birth / That ever 

Was both mortall and divine' (B3r: 11.3-4). Coperario speaks of Henry in terms that 

James illustrated at length in his literature -  the divine existence of monarchy. Yet 

here, the universalizing aspect of the phrase 'that ever was' suggests that Henry 

Was not just the noblest child the Anne gave birth to, but the noblest child that ever 

existed -  therefore usurping the greatness of his father. Further to this, Coperario 

gives the sense that the world was waiting on the passing of James in order for 

Henry to step in and 'close up' that which 'Sire begunne' (E2r: 11.9-10). In other 

Words, there is a sense that, whilst James's policies appear to have been accepted
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and welcomed, James was no longer capable of fulfilling his role and the world 

longed for the more milltantly Protestant Henry to step in and finish what his father 

couldn't.

It is perhaps for reasons of competing popularity that the Jamesian image 

begins to decline in his later years, particularly after Henry's death. As the King s 

health waned in the later years of his life, so too did the volume of representations 

and allusions to James within literature. Those that were produced, such as 

Jonson's 1621 masque, The Gypsies Metamorphosed, regurgitated the same 

elevated Images of the coronation spectacles and performances from James early 

reign. Jennifer Brady notes that, 'The lethargic drift of James I's declining years did 

not escape Ben Jonson's notice' (Brady 380). Brady's observations can be illustrated 

through examination of Jonson's later work. In The Gypsies Metamorphosed, the 

figure of the 'Captain' speaks directly to James. His speech continues the usual 

elevations, referring to James as the 'best' and to his status as prince of your peace 

(II. 268, 277). However, the speech is infused with indications of the King s virtual 

withdrawal from state politics. Jonson refers to the King s now more frequent 

activities, to hunting (as a means of keeping healthy) and to his book-craft (an 

activity revisited in his waning years). Jonson also urges James to live chaste and 

single' perhaps to save the King any more undignified squabbles in his later years, 

over the nature of his sexuality for example (II.281).38 The underlying message of 

the Captain's speech is for James to be satisfied. He urges James to be 'Content with 

Your havings, despise to increase' reminding him that he is 'an honest good man'

38 Brady notes that much of James' fifties were taken up with disagreements with the Howards and 
the Herberts over his James' relationship with favourites in a bid for the Howards and Herberts to 
§ain some kind of power (Brady 380).
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instructing him to 'have care of your bairns' (11.278, 284). To a certain extent, these 

later episodes, in which performance meets King, act like a living eulogy, re

emphasising the Jamesian 'mythos' whilst urging it to continue.

Conclusion

Creation of the Jamesian 'mythos' in this period was a progressive activity. The 

myth makers began their task, not from scratch, but as extension of James' own 

self-fashioning enterprises as seen in Part One. The early Scottish commendatory 

sonnets, selected for publication with the King's poems, unsurprisingly echo 

Jamesian concerns as reflected in the King's own verses. Perhaps more 

interestingly, patterns of imitation begin to emerge; not only do the anonymous 

Poets contributing to Prentise duplicate the anonymity of the collection more 

generally, their practice of imitation also parallels the King's literary habits (such as 

Poetical translation or his use of classical modesty). His writings, coupled with the 

expressions of availability made in Wotton's report, suggest a wholly accessible 

monarch. Yet, by the time James takes the English throne, he is observed as being 

wholly unavailable.

The moment of the accession triggered a variety of appropriative gestures 

towards the King with many drawing upon James' own literary patterns for 

Aspiration, again offering a form of flattery through imitation. Shakespeare's 

Measure for Measure for example, reflects the King's linguistic constructs, whilst 

J°nson's masques utilise the King's texts in order to pay homage to the monarch. 

Yet, it is perhaps Peacham's emblem book that provides the greatest example of 

textual appropriation. Transformed to this new medium, Basilikon Doron and
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indeed James' philosophies of kingship are translated into visual form. Although 

rarely addressed in terms of Jamesian appropriation, Peacham's work offers a 

further method by which the King's agenda can be presented to the public, 

generating not only further readership, but further understanding.

Yet, despite the unique nature of Peacham's appropriation of the King's 

manuscript, it is arguably within the discourse of the Gunpowder Plot that the most 

significant moments in Jamesian myth-making occur. Helen Hackett states that 

'History, then, is always inevitably subjective, and shades into myth' (Hackett 7). By 

examining the course of the plot retellings, the processes of mythic construction 

suggested by Hackett are illustrated. Originating as a narrative of miraculous 

survival by the divinely instituted monarch, over the course of James' reign, the 

Gunpowder tale becomes precisely that -  a tale. With the figure of James becoming 

less and less central to the event, the plot becomes more about what it represents 

than who. The decline of the Jamesian image within the structure of the plot 

retellings foregrounds the general decline of Jamesian appropriation in the later 

Part of the seventeenth century. Although not completely forgotten in these earlier 

aPpropriations, James eventually becomes a character surplus to the story of the 

Gunpowder plot.
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Chapter Four

Decline and Fall of the Jamesian 'Image' In the Seventeenth Century.

The death of King James VI and I on 27th March 1625 sparked a new chapter in 

Jamesian representation. The monarch was no longer alive to receive appropriative 

tributes. Artists, playwrights, poets and preachers had to now turn to remembrance 

rather than accolade. This chapter investigates the patterns of Jamesian 

appropriation in the latter years of the seventeenth century. Never before has a 

study of Jamesian afterlives been undertaken in this period, or thereafter. This 

chapter offers an intervention, tracking the decline of the Jamesian image, both in 

terms of accolade and prominence as we approach the end of the century. What 

smerges is a correlation between the decline in the sentiment surrounding King 

James and the decline in monarchical respect. What this study offers is an example 

of case studies, whose chronological investigation indicates a new methodology of 

tracking, and to an extent justifying the demise of public opinion towards the 

monarchy from the moment of James' death, through what is arguably one of the 

most volatile periods of British monarchical history.

The process of the King's interment was certainly a place for memorial.

Many poems, elegies and sermons were written to commemorate the King s reign, 

both as monarch and man. As was traditional, particularly in the royal funeral 

Service, the late monarch was commemorated with praise and thanksgiving for a 

joyful reign, coupled with a general mourning tone. This is certainly true of the 

James memorials. Yet, in the same way James reshaped the tradition of monarchical 

Writing, the funeral ritual underwent a renovation at James burial.
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Section one turns to a sample of these works, beginning with an 

examination of this new era of the Jamesian 'image'. The events marked a shift 

from the usual reflections of monarchy more general (such as would have been 

seen at the death of Elizabeth I) to a focus on James as an individual, but more 

importantly, as a man.1 John Williams, Bishop of Lincoln (later Archbishop of York) 

and deliverer of James' funeral sermon, constructs James as a statue of Solomon, 

drawing links between the Old Testament King of Israel and the early modern King 

of Great Britain. The Solomon connection was one that had been constructed 

throughout James' reign, often at the hands of the King himself, but Williams' 

sermon provides the most sustained and full account of the connections between 

the Old Testament King, known for his skills in wisdom and judgement, and the 

Wisest fool in Christendom'.2

After the mourning celebrations, there is a further return to an old subject— 

the Gunpowder plot. The second section of this chapter looks at a selection of 

Poems that are of interest for two reasons. Firstly, they are the earliest retellings of 

the Gunpowder plot in poetic format after the death of the James, and secondly, 

they are written in Latin, marking the emergence of an Anglo-Latin epic tradition. 

Two Latin epics by John Milton and Phineas Fletcher, respectively, will be 

considered alongside Milton's Latin Gunpowder sonnets. In contrast to their 

Previous English counterparts, these Latin versions of the Gunpowder narrative are 

focused on the battle between heaven and hell rather than demonstrating the 

distinct English flavour of the earlier appropriations. The way in which they further

W e r  Woodward claims thatlTmes' funeral sermon focused on James' individuality, rather than 
Allowing the pattern of Elizabeth’s funeral orations, mourning the monarch but celebrating the
Essence of kingship (Woodward 176). .

F° r more on James and the Solomonic image see Chapter Two. Also see Lee 1990.



enter James into the realms of classical and biblical mythology will be examined, 

looking at how James begins to be written out of the historical narrative.

Yet, whilst James may be fading from the seventeenth century Gunpowder 

plot retellings, he is vividly remembered on canvas through the directive of his son 

Charles I. It is Charles' negotiation of the Jamesian image that is considered in the 

third section of this chapter. Commissioned by the new King, renowned Dutch artist 

Peter Paul Rubens created the magnificent ceiling paintings at Whitehall Banqueting 

House with each painting depicting some aspect of James' reign.3 Despite the 

paintings' splendour and continued presence at Whitehall, Ellis Waterhouse reports 

that 'It has remained the least fruitful and the least studied of the surviving great 

works inspired by the patronage of Charles' (Waterhouse 46). Drawing upon the 

detailed work of D. J. Gordon on the symbolism of the paintings, and Julius S. Held's 

work on their positioning, this chapter will address not only how James is figured 

within these works, but how his image serves a political purpose. This section will 

consider Charles' 1633 edition of James' 1617 text, The Book of Sports, as a 

contributing factor in the decline of Jamesian representation in the latter part of the 

seventeenth century, both in terms of volume and tone.

Within the Caroline period, Jamesian appropriation took a redirection in 

tenor. Rather than being central to epic classical constructions in which James 

figures as a mortal hero of Virgilian proportions, the King takes the central position 

in poetic satire, and more infamously, in Weldon's scathing attack on the Jacobean 

court. Section four examines these texts for the shift in application of images that 

had traditionally been vehicles of Jamesian praise. However, the peacemaker image

The main paintings referred to here are, 'The Apotheosis of James I,' 'The Union of the Crowns’ and 
'The Peaceful Reign of James, or the Benefits of his Government' (Thurley, Groom and Jenkins).
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is still upheld, that is until the crowning of Charles II in the Restoration period. 

Section five looks at Jamesian appropriation in the literature produced during this 

most turbulent period of the Stuart monarchy. The King's peacemaker image comes 

into question in John Dryden's 1673 play on the Amboyna massacre, whilst, by the 

time William III takes the throne, the whole idea of monarchy is subject to 

interrogation. A definite shift from the authority of the first Stuart King to the last 

Stuart King can be identified. Far from the climate of literary fear that existed in 

James' reign, resulting in the imprisonment of playwrights (seen in the previous 

chapter), the closing years of the seventeenth century saw authors openly question 

the constructs of monarchy, often viewing them as a dictatorship to be loathed by 

the subject -  and the father of this tyrannical institution was James. This chapter, 

therefore, tracks the decline and fall of the glorified Jamesian literary 'image' that 

had heretofore been the general practice of his appropriators.

4.1: Mourning

On 27 March 1625, King James Vl/I died at Theobald's Park. His death signified the 

end of the first Stuart monarch, but bizarrely, this did not mark the end of his 

servants' attendance upon him. Contemporary accounts record that when the 

King's body was in Whitehall, his servants were to attend to both him and his house 

as if he were still alive.4 According to Jennifer Woodward, although the royal funeral 

effigy was not uncommon in the early modern period, the ritual surrounding James' 

figurine, and indeed his funeral was the 'apotheosis' of the royal funeral ritual 

(Woodward 1). Writing about The Theatre of Death in the Renaissance, Woodward

Woodward refers to this in The Theatre of Death (187).
4
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asserts that these elaborate rituals were a necessary part of social and political 

culture. She states that:

when the political future of a Renaissance dynasty was at stake, the 

funeral rite played a crucial role in smoothing the transfer of power 

from the defunct monarch to his heir. The royal theatre of death 

enacted the succession process and thus it functioned as a 

manifestation of political power. (Woodward 2)

Indeed, Charles was commended upon successfully giving his father such a 

magnificent funeral in the funeral service by John Williams, Bishop of Lincoln, later 

Archbishop of York.5

In a hearse designed by Inigo Jones, a royal 

effigy took the place of the coffin in a state funeral 

for the first time in English history. Woodward 

marks that 'The shift in religious and cultural 

climate during James' reign was considerable and, 

at court at least, religious images and ceremony 

Were being rehabilitated' (Woodward 187).

Certainly, James' funeral marked the continuation

°f such an evolution. Presented in royal robes, 

akin to that depicted in the Jamesian portrait by

Paul van Somer (c.1620), James' effigy offered more than the two dimensional 

Painted image, presenting a more life-like representation of the former monarch

J Williams' states: 'the Funeralls of the first come nothing near the Stately Funerals of our second 
Salomon Shall I say therefore of my present Master, that he is a great hopeful King?' (Williams 1625:
? 4 ) .

Figure 11. Paul Van Somer. King J a m e s  I. 

c. 1620. Nation Portrait Gallery, London.



212

(see Figure 11).6 Rather than a generic wooden coffin constituting the central focus 

of the funeral rites, a tangible, three dimensional image of the King stood in its 

place (Woodward 187).

It was not just the funeral spectacle that altered Renaissance tradition. 

Williams gave the lengthy funeral service at Westminster on 7th May, 1625.7 The 

sermon also took the effigy as its focus, signifying a shift from the customary 

glorification of kingship more general, to glorification of the deceased monarch for 

as Woodward writes, 'The Glorianna-Majesty duality of Elizabeth's funeral effigy 

had been replaced' (Woodward 176-7). Fittingly, in a service that addresses a 

figurine of James, the theme of the sermon centred upon his image and 

individuality, chiefly in the regurgitation of the Solomon motif.

Williams was not the only preacher to draw upon this link in a service of 

mourning. Whilst James' body lay at Denmark House, John Donne preached the 

sermon 'Behold King Solomon Crowned' on 26th April. However, unlike Williams, 

Donne focused on the 'polarity of Solomon and the King' (Woodward 176). Williams 

viewed Solomon as 'a lively image and representation to decke, and adorn these 

Present Funerals' in which the congregation would witness that 'King JAMES shall 

first die in SALOMANS Text & Salomon shal then arise in King JAMES his VERTUES' 

(Williams 1625: 3, 8). He took I Kings 11: 41-43 as his subject, a passage which 

°utlined the main points of Solomon's career.8 Williams' exegetical treatment of

‘ " ° ° d'"'a'd makes this r - T  T tw T h a l the sermon should have plaved such a central role Woodward notes that: It ,s perhap fittm «“ * ™  £  had developed in,o an art form of
0r> this occasion because during the Jacobean period tms genie

V *  James himself had been of the words of Sa|0man, and all that
I Kings 11:41-3 (as printed in *  » »  |n (he Booke pf , he Acts of Salomon. And the time

e id, and hiswisdome, are ey j was forty yeeres .And Salomon slept with his
h=t Salomon raigned in Henusalem oye ■ ^  (wi|||ams lt ls al!tl „„rth „otlng that

fathers, and he was buried in the Citie ot u
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these 'facts' in the first part of his sermon indicates a number of moments in which 

comparison can be made between the two kings. Williams speaks of Solomon's 

'great Capital!' (for Solomon, Jerusalem; for James, London); his 'great Circuit of 

Ground' (Israel / James' united realms); of Solomon's 'Space of time' (40 years / 

James' Scottish reign reached almost 58 years); his death and interment in the 

'Sepulchre of Kings', which for James translated to Denmark House (Williams 1625:

4 -5). Williams claims that his original intention was to conclude with 2 Chronicles 

1:12: 'there was no King before or after to be compar'd for happiness with our King 

Salomon'. However, by limiting this sentiment to mean no King within the course of 

Scripture, it allows Williams to claim that James is the exception to this rule 

(Williams 1625: 28).

Williams continues to draw more points of comparison between James and

Solomon, ranging from physical traits to aspects of their reigns. They were both only

sons; their complexions where 'white and ruddie'; they were both infant Kings; they

both began their reign whilst their predecessors, David and Mary, were still alive;

they were both twice crowned; both learned; both patrons of the Church; both

Were visited by international embassies; both improved the individual nation's

commodities by trade and shipping; both improved their capital cities with

Monumental buildings, Solomon's Temple and Whitehall Banqueting House being

just two examples; and finally, at the moment of their deaths there was the threat

°f War (Williams 1625: 37-39). Williams finally concludes that 'you may see by the

this subject has been specifically chosen out of the vast array of possible moments within the Biblical 
text. Woodward notes that 'The 1604 Canons had stated that sermons could only be preached on 
the catechism, the creed, the Ten Commandments or the Lord's Prayer. Funeral sermons were, 
however, exempt from this restriction' (Woodward 175). This means that the funeral preachers had 
the entire scope of the scriptures to choose a suitable piece but for both William and Donne to land 
uPon the same topic indicated the strength of the Solomon/James alignment at this time.
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odnesse of their proportion, how they differ from all Kings beside' (Williams 1625: 

36-7). Their individuality, coupled paradoxically with their numerous points of 

comparison, allows Williams to elevate both to a position of greatness. This act of 

elevation is expected within the bounds of a funeral sermon, but the level of 

individual recognition and praise of James in these comparisons is something quite 

unique in royal services of mourning up until this point.

One final note of comparison made by the Bishop of Lincoln is that both 

Solomon and James were writers of prose and verse. Williams expounds this 

connection more fully within the course of his sermon. He claims that 'one of the 

chiefest of the Royall vertues' is 'eloquence,' marking that 'no greater Monarchie 

was ever rais'd, but where the King [Solomon] himself was a competent Speaker' 

(Williams 1625: 9,11). However, more importantly, Solomon used this eloquence to 

write a number of books which were 'penned to a Syllable' (Williams 1625: 11). 

Turning to focus on King James in the second half of the service, Williams connects 

Solomon's penmanship to James. He writes 'Thus therefore in Prose, and Verse, in 

his Proverbs, and in his Canticles, he [James] was nothing short of the Eloquence of 

Salomon' (Williams 1625: 42). Williams does not leave it there, but further solidifies 

the link by talking specifically about Solomon and James' key texts, The Booke of the 

Acts of Salomon and James' 1616 Workes (William 1625: 42). He recalls the 

importance of Solomon's text as otherwise 'little had now remain'd of the Sayings, 

the doings, and the Wisdome of Salomom, if they had not beene of record in this 

Booke. The Booke of the Acts of Salomon' (Williams 1625:17). Yet, this text was not 

Written in Solomon's own hand, unlike James' Workes. Williams indulges his

Williams 42. Williams refers to James' 1616 W o rk e s .
9
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congregation in a tale in which Francis I asks Budeus which book, if all the books in 

the world were to be burnt, would he save. He replies the 'Workes of Plutarque' 

(Williams 1625: 58). Williams then extends this stating that, if Plutarque's Workes 

were to be destroyed as well 'yet could a man find some footing, and impressions of 

all Arts, and Sciences, of all kindes of Divinité, Moralitie, and Humanitie whatsoever, 

within the Workes of our late Soverainge' (Williams 1625: 58-59). Not only was the 

life of the 'late Soverainge' recorded within James' own text, but that text would 

serve as a tool of education to all who came after. Not only does Williams enter 

James' name alongside Plutarch's, he aligns the King with the Emperor Trajan 

remarking that 'as Constantine the Great did nick-name Trajan, Herbom Parietarian, 

a Wall-flower, because his name was engraven on every wall: so shall aemulous 

Posteritie term King James Herbom Chartaccam, a Paper-flower, when they read his 

glory in all Writers' (Williams 1625: 61). Continuing the Roman connection, 

established during the King's reign, Williams fashions James as a symbol of writing 

in the same way that Solomon was regarded as the symbol of wisdom. In this way, 

James was to receive immortality -  a fitting legacy for a King whose accession and 

reign is attributed to 'Divine Providence' (Williams 1625: 43-45). Listing a number of 

James' hardships, Williams concludes by terming the deceased a 'Monstrum 

Ptovinentie' -  a unique example of perfection or, in Williams' terms, 'a Monster for 

want of imperfections’.10 Williams begins his sermon by stating that 'Salomon was a 

tVpe of Christ himselfe' (Williams 1625: 3). As the aim of service was to illustrate the

10 My italics. Williams cites the following examples to demonstrate James' miraculous survival: Mary 
was barren in France but not in Scotland. His Father was killed but James was untouched. His 
Sardians were killed but James, 'without his Protectors, from time to time miraculously protected'. 
Cowrie’s man was sent to kill him but began to 'tremble in his presence, and begin to adore him’ and 
of course, James' fantastical escape from the Gunpowder plot (Williams 1625: 45).
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uncanny resemblance of these two monarchs, in a 'lively statue' of the other, It 

must be taken that James is therefore also a 'type of Christ', tying to the idea of the 

'Monstrum Provinentie' and therefore elevating James to the highest point of 

mourned authority.

However, James' effigy, and the Solomon/James construction, is not the only 

place in which Williams claims a statuesque representation. His concluding remarks 

offer a final statue to be gazed upon in remembrance, stating:

I doe not meane this Artificial! representation within the Hearse, for 

this shews no more then his ouward Body; or rather the Bodie of his 

Bodie, his clothes and Ornaments. I meane that statue which 

(beyond all former presidents of Pietie), walks on foot this day after 

the Hearse A breathing Statue to al his Vertues For as he hath made 

him a lively representation of the Vertues of Salomon, in the Person 

of King James: So hath he done a like representation of the vertues of 

King James, in the Person of King Charles our Gracious Soveraigne ... 

though his Father be dead, yet is he, as thought hee were not dead, 

for he hath left One behind him most like himself. (Williams 1625: 

75-76)

As James served to depict Solomon, so too was Charles I to depict James. Yet, this 

iater analogy, as will be seen, helped to mar the Jamesian 'image' by creating a 

visual link between the policies of the first Stuart King and that of his son, Charles I, 

Who would be infamously executed. Here he reaches the necessary conclusion, 

drawing from the elegiac tradition, and offering his congregation a beacon of hope, 

allowing order to be restored in the form of James heir.
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The elegiac tradition offers a similar pattern to the funeral sermon, paying 

homage to the legacy of the deceased whilst offering a point of hope and 

restoration. In an anonymous poem entitled A Funeral elegie vpon the lamentable 

losse of our late lelge [sic] and royall King lames departed (1625), the three big 

repeated characteristics, created during James' reign, are once again conjured. The 

poet compares James' 'Wisdome' to 'Salomon', his 'Pietie' to 'David' and describes 

him as 'An heav'nly Man, if not an eathly Deitie’ (11.50). Indeed, the author of this 

elegy continues the Solomon link in a similar vain to that of Williams in his sermon, 

simultaneously offering a return to the Davidic link whilst gesturing towards divine 

kingship. For this poet, 'his like, the Earth ne're trod upon, /For perfect worth, 

excepting Salomon' (II .101-102). The uniqueness of James is once again the subject 

of these lines, and that uniqueness is tied to Solomon in a much more succinct way 

than Williams' list of traits.

One thing the elegiac poem's provide that the sermon does not, is a sense of 

drama. Certainly the funeral service offered a sense of spectacle, but in Thomas 

Heywood's elegy for instance, the death of King James links into a type of 

conspiracy or supernatural coincidence concerning the 'Ides of March'. Heywood 

ties the phrase to the death of Caesar, Elizabeth and Queen Anne before turning to 

Jarnes stating:

Now lastly in these ominous Ides of March 

Is snatched away, our strong and glorious Arch,

And fellow mourner (as to all appears) 

Paring with us in many showres of Teares,
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In strange varities of stormy weather,

Snow, raine, haile, windes; and in all these together 

Weeping and sighing. (11.143-163)

The link to Shakespeare's Julius Caesar is clear through Heywood's phrasing of the 

date, but the latter section of this passage adds further comparison to the play, 

echoing the same 'perilous night' of Caesar's death in Act 1 Scene 3 (l:lil:7). The 

death of King James brings about this chaos in lament, wherein the subjects cry 

tears that coincide with freak weather conditions that appear chaotic and dramatic. 

However, the weather is quite usual for that time of year, as is mourning for the 

death of a monarch. Heywood manages to simultaneously encapsulate the trauma 

of mourning with the certainty of death through his use of these familiar phrasings.

In his book on the English funeral elegy, Dennis Kay claims that elegies, 

'express ... the inevitability of mortality' (Kay 12). Yet, what we have here is not just 

the demonstration of generic mortality, but the removal of James' 'divine kingship' 

status, depicting him, in the words of the Scottish elegist David Primrose in 

Scotland's Complaint (1651) where James is rendered 'first a Man'(ll.ll3). Primrose 

is not the only poet to have rendered James mortal. In a further anonymous elegy 

entitled Mirth in mourning, or, loyes conquest of sorrow, gotten by a combate 

betweene griefefull ioy, and ioyfull griefe (1625), the poet reveals the inevitability of 

death, regardless of status in the following terms:

Death do's as well stab at the heart of Kings,

As at the brests of baser tempered things:

The mightiest Monarch equally do s fail

With basest Begger; for Death strikes them all. (11.5-8)
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The anonymous poet reduces the normally elevated position of King in life, to the 

same level of the 'basest Begger' in death. In this regard, King James was mortal. No 

amount of 'Divine Providence' would be able to spare him from the mortal fate of 

death. Yet Heywood talks of something else. Rather than reducing James to suffer a 

mortal death, he speaks of James' passing in the same terms as the Biblical Elijah -  

James is 'translated,' simply moving from his earthly life to his heavenly one with no 

mention of death.

Heywood's example is, however, outside the norm. For most of James' 

elegists, he suffered a mortal death. But this aided a further reoccurring aspect 

within these poems -  James' death could be expressed in the same style as that 

through which poets would pay tribute to other poets. In his book, Mourning 

Tongues, Eric Smith writes that:

The dual role of elegy, as memorial and self-expression, is crucial, 

and it is of particular importance in the lament by a poet for a poet. 

As a memorial, the work may itself be felt to have power to defeat 

time, to bestow a sort of immortality comparable to "Fame" of which 

the dead poet has been deprived by his early demise. (Smith 11) 

These Jamesian elegies follow in the tradition of bestowing 'Fame' unto a deceased 

Poet, often precisely in the terms expressed here by Smith. Fleywood, for example, 

Writes:

To recompence the silence of that tongue,

Which might have still his own deserving song 

Behinde him left, to all succeeding days,

Myriads of pens and tongues to sound his prise. (11.79-82)
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For Heywood, his job as elegist is to offer the praises of James that the King can no 

longer offer himself through his 'silent tongue'. What is also suggested here is that 

it is not just Heywood who will be involved in this exercise, but 'Myriads of pens and 

tongues'. This image echoes the sentiment expressed in Williams' sermon, that 

James, as the 'Paper-flower' would influence not just writers of the seventeenth 

century, but 'all Writers'.

Of course, it was not just a written legacy that James was leaving behind; as 

Williams attested, there was another 'lively statue' of James in the form of the new 

King Charles I. The elegists also made this connection, often merging their elegiac 

repertoire with celebratory postulations on the new King. Smith records that within 

the English elegy:

Primarily, time is transient, represented by the fact of death, both of 

the beloved and of the forms of Nature around. But time we know 

also to be a healer, and on this the poet has to tread warily, for the 

healing must be felt to be more that the mere passing of grief into 

indifference and forgetfulness. (Smith 3)

Housed within the royal funeral elegy is the suggestion of a restored society, 

achieved through the coronation of the next monarch. Unlike Williams' person- 

centred sermon, a number of the funeral elegies return to the old tradition in which 

the institution of monarchy and its constancy is demonstrated by the passing from 

°ne mortal body to another. In 'The Funeral Elegie', the poem is constructed upon 

the image of a gravestone, centred between two columns. Above the headstone 

shape are the mirror images of death, both with a sand-timer, one depicted as man 

holding a scythe, the other as a skeleton holding a quiver. The two figures represent
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two existences -  life and death. The poem itself is divided into two parts, though 

with no physical stylistic separation. The first half functions as a lament for James, 

the second as a celebration of Charles' accession. The poem therefore matches the 

two states expressed in visual form -  the monarch deceased and the monarch alive.

Heywood demonstrates the passing of James, and the restoration of 

normality following grief, through his poetic constructions. He follows his lament for 

James with 'A shirt Consolatory Elegie alluding to the happy and blest succession, of 

the hopefull and most Royall CHARLES the first King of England stHed by that name’ 

which states: 'Rest follows labour, Day succeedeth Night, / And now my blacke page 

I will change to white' (11.21-22). The shift from night to day and black to white 

indicates that, at this point in the seventeenth century, all is mutable except the 

ethereal concept of monarchy. Harkening back to medieval ideas of the King's two 

bodies, the poem implies that the physical body of the monarch may die, but that 

human body will be succeeded by another human body and the institution of 

monarchy will continue. The accession of Charles is therefore expressed in similar 

Progressive terms: 'Sunshines succeed blacke tempests, calmes a storme'(ll.l). 

Celebration for the new King subdues Heywood's Shakespearean din, and utilises 

the notion of the sun as King within this image -  a concept readily associated with 

James, now transferred to his son. Yet, what we also gain from this is a further 

example of the association of Christ with James, connecting once again to the 

observations made by Williams. Heywood's language depicting Charles' succession 

conjures the idea of Christ at the crucifixion. John 19:30, Luke 23:46 and Matthew 

27:45 all refer to the three hours of darkness that fell when Jesus was on the cross, 

but, at the moment of his acceptance and death, the darkness lifted and light was
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once again restored. Heywood's reference to 'sunshine' restoring light after the 

'black tempest' evokes this Christian imagery, rendering the process of monarchical 

succession in England, and therefore James, as a version of Christ's death, 

connecting to James' claim in Basilikon Doran that 'Kings are justly called Gods' 

(James VI and I 2001: 181).

4.2: The Gunpowder Plot in Latin

In addition to allusions figuring James as Solomonic author in the elegiac poems and 

sermons, a further reference appears frequently as a marker of James' miraculous 

reign, that of the Gunpowder plot, or as Primrose phrases it in his elegy, the 

'thundring Powder-plots.' The subject of the plot was already a popular choice of 

poetic musings during James' lifetime (as was seen in Chapter Three) and this 

fascination continued long after his death. Estelle Haan suggests that the replication 

of the plot was, in the seventeenth century, an inevitability. She writes that:

It is, of course, hardly surprising that this plot above all others should 

have fired the minds and passions of Protestant writers -  whether 

the ardent schoolboy struggling to produce an epigram as an exercise 

in elegiac verse-composition, the budding poet writing occasional 

pieces and simultaneously commenting on recent events, often 

giving them universal application, the skilful epicist having selective 

recourse to the entire epic tradition, or the talented preacher eager 

to instruct his audience both morally and Intellectually, and no doubt

aiming also to delight. (Haan xvii)
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In 1626 and 1627, two poems in the epic tradition appeared falling inside the 'skilful 

empiricists' category, Phineas Fletcher's Locustae vel Pietas Jesuítica and the last of 

the Latin Gunpowder plot epics, John Milton's In Quintum Novembris.11 Use of Latin 

in these poems 'could ensure a wider and more learned readership'. These Latin 

epics, therefore, had the potential to reach a wider audience than English 

Gunpowder poetry published in the previous decades. These poems were more 

than just a return to the Gunpowder tale in Latin format. For Haan, 'The very 

composition of Latin epics on the Gunpowder Plot justifies an argument for the 

existence of an Anglo-Latin epic tradition' one that had not heretofore been 

acknowledged (Haan xxxiii). Not only was the traditionally James centred plot a 

Popular study, but it was at the forefront of the establishment of a new epic 

tradition. Leicester Bradner comments that 'Epigrams by the hundred were written 

at the time and the subject [the Gunpowder plot] became a standard one for school

11 Haan states that 'Milton's In Quintum Novembris is, as far as we know, the last in the line of Latin 
epics on the Gunpowder Plot' (Haan li). The ordering of Milton and Fletcher's 'epics' has often been 
cause for critical concern. Haan records that 'Although it survives in manuscript from as early as 
1611, the eventual printed text of 1627 differs sometimes quite substantially from the three extant 
rnss' (Haan xliv). She continues to say that 'The question of Miltonls possible dept to Locustae has 
not been settled definitively. Although Milton's poem ... precedes that of Fletcher by one year, the 
Locustae nevertheless existed in manuscript form as early as 1611. Unfortunately, although the ms 
versions differ quite substantially from the printed text of 1627 none of these earlier ms phrases is 
echoed by Milton in his gunpowder epic (or indeed in his gunpowder epigrams). But parallels 
between the two works are certainly present' (Haan lii). For this reason, the present author accepts 
1626 as the date of composition for Locustae as all earlier MSs vary from that published text. For 
details on the critical debate surrounding the order of these texts see Haan lii-liii. Demaray enters 
the debate, offering a date for the composition of Milton's Gunpowder epigrams stating: 'The 
internal details of the epigrams suggest that they were written as a body probably before In Quintum 
Novembris at a time when Milton was probing for suitable themes and materials for the Latin 
exercise. All are usually assumed by editors to have been penned after the death of James I on 27 
March 1625, a dating based on a reference to the death in the second epigram. All were published in 
the same sequence following Elegía Séptima and its postscript in both the 1645 and 1673 printings of 
the Poems' (Demaray 17). Further links are drawn between Fletcher, Milton's Gunpowder work and 
poradlse Lost. David Quint claims that several critics have argued for the continuing presence of the 
gunpowder plot within Milton's Paradise Lost (Quint 261). Demaray suggests the description of the 
R°mans in In Quintum Novembris and the 'Paradise of Fools' in Paradise Lost are inherently linked 
(Demaray 6). Macon Cheek also expounds the argument that In Quintum Novembris was the 
f°rerunner for Paradise Lost (Cheek 172-184). For more on the connections between Fletcher's 
Locustae, vel Pietas Jesuítica and Milton's In Quintum Novembris and Paradise Lost see also Hardin 
76-79



exercises in Latin for years afterwards' (Bradner 69).12 It is no surprise therefore 

that we find the young Milton turning to the subject, constructing five epigrams and 

what John Demaray terms 'a heroic-theatrical Latin occasional poem' in In Quintum 

Novembris, 13 As Richard F. Hardin notes, 'The story is so well known it almost takes 

care of itself' (Hardin 62). This is part of the problem in looking at these Latin poems 

for Jamesian representation. The details of the plot are virtually removed, replaced 

with a narrative steeped in classicism, depicting a battle between Hell, the Pope and 

Heaven. King James and 'Faux' are merely the puppets of the action. In order to 

locate James, the overall narrative has to be examined, questioning the fate of the 

monarch when placed inside this kind of epic format.

The Latin epigrams make use of 'Virgilian machinery and language' (Haan 

xxx). The application of such language places the narrative of the gunpowder plot, 

and therefore James, inside the Classical tradition. This is achieved in both Fletcher 

and Milton's case through the removal of the plot details to make way for the 

expansion of the heavenly and demonic aspects. Haan comments that 'In viewing 

the plot as originating in hell and In depicting the conspirators as enlisting the help 

of demonic agencies, authors could echo ... classical precedents' (Haan xxx). Hardin 

notes that this is a step away from the first poems concerning the plot 'which tend 

to spend far more time in England than in Hell and Rome' (Hardin 62). Chapter
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U Haan also comments upon the subject stating: 'The existence of a gunpowder epigrammatic 
tradition owes its origins to two equally important facts: firstly, it seems likely that the composition 
°f Latin epigrams on the subject was set as an exercise at seventeenth-century schools and 
Universities; secondly as the event was, by government order, officially celebrated on an annual 
basis, it was quite natural that certain literati might experiment with Latin epigrams as a 
c°ntribution, whether private or public, to that yearly commemoration. It is evident, for example, 
that Milton's five Latin gunpowder epigrams were composed during his Cambridge years (c. 1626), 
and likely that they are contemporaneous with his brief epic In Quintum Novembris’ (Haan xx).

John Demaray writes: 'In Quintum Noverbris with its heroic but also its odd theatrical components 
is neither entirely a brief epic, a mock epic, nor an epic in miniature' (Demaray 3).
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Three of this thesis discussed the myth-making process involved in the evolution of 

gunpowder poetry and certainly these Latin epics offer an expansion of that 

tradition, replacing historical detail almost entirely with mythological and, according 

to Haan, Biblical classicism (Haan xviii). Locustae opens with Satan and his counsel in 

a manner akin to that of the Virgillian and Homeric council traditions: 'The 

threshold of Hell is opened; the innermost of Dis lies open. The King himself 

summons a great council of Stygian citizens, and assembles them into his black 

inner chambers' (Fletcher 3). The common association of darkness is presented in 

the connection to hell and the plot, but rather than being presented with the 

scheming of the historical protagonists, we are offered a glimpse of the negotiations 

of Hell's leader. A second 'council' is envisaged for us, this time one that is central 

to the human story of the plot -  James' Parliament. Fletcher writes:

The King himself, his temples crowned with sacred jewels, proudly 

advances, distinguished either for his horse which wears metal 

bosses or for his chariot. Close to his side is his beautiful wife, very 

fortunate both in her offspring and in her beauty. Next prince Henry 

advances with serenity of face and countenance, revealing the spirit 

of his father and the glories of his mother and successful battles 

combined with peace and concord, and Charles gleaming with calm 

expression. (Fletcher 41-43)

Following this, Elizabeth enters leading 'troops of maidens' noted for their beauty, 

but the poet claims Elizabeth is 'more beautiful herself' comparing her to the Greek 

m°on goddess Cynthia. Marked for her pale complexion, James' daughter replaces 

Queen Elizabeth I's Cynthian legacy as noted by poets such as Sir Walter Raleigh in
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'The Ocean's Love to Cynthia/ or, 'The Ocean, to Cynthia' (Fletcher 43). The image 

of the metal flanked horse and chariot recalls the image of the Virgilian or Homeric 

hero, not the image presented in the common portraits of King James, such as that 

of Paul Van Somer. The adjectives associated with the rest of the royal household 

also play into the discourse of heroic perfection: 'beautiful,' 'fortunate,' 'serenity' to 

name a few. The classical language here plunges James and the royal household 

into an idealised mythic form; his sacred jewels, Charles' 'gleaming' expression all 

divergent from the darkness of the Hellish court.

In contrast to Fletcher, Milton's In Quintum Novembris opens immediately

with James: 'Now came pious James from the far north and began his reign over the

people descended from Troy and Albion's wide domain. And now an inviolable bond

had united the Scots of Caledonia and the English sceptre'(ll.l-4). As well as

fashioning a classical vision of James out of description, Milton uses the 'hexameter

rhythms' of Ovid and Virgil allowing the young poet to offer 'his opening statement

with authority, establishing at once a firm narrative line and a metaphoric

relationship linking King James I and his British subjects to Aeneas and the "Troy-

born race"' (Demaray 4) .14 However, Milton's choice of opening character is one of

the few contrasting aspects his poem shares with Fletcher s traditional style epic.

Again the theme of the poem in general is the battle between Heaven and Hell, with

James' destiny 'conflated within the wider theme' (Demaray 4). Milton refers to

Satan in classical format, naming him 'the deceiver' and 'fierce tyrant who rules

Aceron's fiery flood' (11.17 & 7 ). This devil is involved in stirring up 'frightful storms'

Perhaps taking their cue from the ominous portents of Shakespeare's Macbeth and

U Milton is referred to as the young poet as, if the note to his title is to be believed, Milton was only 
JT at the time of the poem's composition.
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lovers of pure virtue he can find. Master of deception, he does his best to poison 

the heart untouched by sin' (II. 16-18). The language used here is demonic, centring 

on the corruption of the pure, adding to the general theme of good versus evil.

James therefore operates as the pivotal point in the narrative as the poem opens in 

media res.

However, just because Milton opens with James does not mean that the 

King is the clear central focus. In Milton's five Latin Gunpowder epigrams, included 

just before In Quintum Novembris in Miton's collected Poems (1673), James 

occupies a more central position to the tale. The second epigram, 'In eandem' [Of 

the Same] addresses the papists, claiming 'So you tried to send James to heaven, 

you beast, hiding in the seven hills?' (11.1-2). Here it is James that is the focus of the 

attack, not the Heavens. Similarly in the third sonnet also titled In eandem James 

takes the main focus as the King 'laughed at Purgatory s fire, without passing 

through which the soul cannot reach the heavenly mansion ... For James almost 

leapt to the highest circle of heaven, whirled up by the Tartarean fire, a burnt ghost 

(11.1-2; 11-12). Here Milton refers to James' derision of the Catholic belief in 

Purgatory in The Premonition and again it is James that is named as the target of the 

attack. However, in In Quintum Novembris, James does not even receive the credit 

f°r his most famous role in the plot discovery -  the interpretation of the Monteagle 

letter. Milton constructs the salvation of the Royal family in terms of divine 

intervention. In the poem, 'the Lord who turns the heavens' great sphere' 

Cornmands Fame to descend to the mortal realm where:
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As usual she first spreads ambiguous rumours and vague rumours 

throughout the English towns, and then in a clear voice she makes 

public the plots and foul deeds of treason, unspeakably horrible; and 

she even names the authors of the crime. (11.210-215)

James has been completely removed from the close of the event. Despite being the 

first figure to appear in the course of the poem, he is given a minor role in the 

overall narrative. For Milton, James becomes less than integral to the story of the 

Gunpowder Plot.

Fletcher operates a similar method of divine intervention in the close of his 

poetic drama. In Locustae, the 'Father of the universe' again sends a messenger to 

England, but rather than Instructing them to reveal the plot, he orders them to: 

unfold the fraud in words of ambiguity, and stimulate their keen 

powers of understanding with a hidden riddle. I myself, while they 

turn over your words in the depths of their hearts, I myself will 

provide the vision and the insight whereby James will interpret the 

unspeakable audacities and the attempt of the Tarpeian father 

(Fletcher 45)

Rather than removing James' discovery of the plot, Fletcher re-writes it to offer an 

image of divine intervention, a concept he makes linguistically visual as he 

described James' moment of interpretation as taking place 'while a light scatters 

fhe clouds and reveals his mind's illumination (Fletcher 47). The image ties to ideas 

of James as the divinely Instilled monarch, and the language is reminiscent of the 

sun' and 'light' metaphors used throughout Ben Jonson s court masques and 

Shakespeare's court plays. Rather than Milton's trumpet of Fame, in Fletcher, 'alone



he [James] discloses the crime and dispels the darkness' (Fletcher 47). Although 

guided by the providence of heaven, James is still allowed to be the saviour and 

famous discoverer of the treason. Whilst these Latin 'epics' may displace James in 

favour of creating a framework steeped in classicism for the Gunpowder plot, 

James' image is not unfavourably constructed. If anything, his image is highly 

stylised as 'perfect' Virgilian hero. However, created no more than two years after 

his death, and with his son occupying the throne, it is unsuprising that James is still 

constructed in his manner. As we shall see, his son also paid great literary and visual 

tribute to his father, but it is the errors of this 'lively image' that begin to impact 

negatively upon the father's legacy.

4.3: Charles’ tributes

Commissioned by Charles during the artist's visit to England in the 1630s, the Peter 

Paul Rubens paintings on the ceiling of the Whitehall Banqueting House are perhaps 

the most accessible and magnificent appropriation of King James within our modern 

climate.15 Writing in 1956, Oliver Millar asserts that 'the ceiling of the Banqueting 

House at Whitehall is perhaps the most evocative and splendid monument to the 

success of Charles I's efforts to set this country ... within the orbit of the leading 

artistic movements on the Continent' (Millar 258). Millar notes that only certain 

Aspects of the ceiling's creation have been ascertained (Millar 258). As early as

15 This was almost not the case as, after Charles I's execution, the Whitehall palace remained empty 
for a number of years until in 1654, when Oliver Cromwell took up residence there. After Cromwell’s 
death, the palace was once again deserted until 1660 when the monarchy was restored and Charles 
11 ^turned to the Whitehall residence. In 1698, the palace was once again destroyed by fire, due to 
the actions of a careless maidservant; 'only the Banqueting House and the Whitehall and the Holbein 

survived' (Thurley, Groom and Jenkins 23).
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1621, Rubens demonstrated an interest in the palace, noted in his correspondence 

(Millar 258-261).16 It is known that Rubens began work on the ceiling paintings in 

Antwerp between 1630 and 1634. The paintings were placed in the Banqueting 

house in 1636, setting a 'precedent' for large scale European paintings of the 

seventeenth and eighteenth centuries -  and the subject of that 'precedent' was 

James.17 Rubens' Baroque style, so familiar across Europe, entered his subject into 

an arena of art that spanned the continent.

The spectacle of the Whitehall ceiling certainly did not go unnoticed among 

contemporaries. William Aglionby, a seventeenth-century art critic includes Rubens' 

ceiling in his discussion of the 'most eminent painters' stating that the ceiling 

installation was 'the Darling of that Vertuous Monarch' [meaning Charles] (Aglionby 

19). In 1697, art historian John Evelyn makes reference to Rubens and the 

Apotheosis whilst in 1669, the Banqueting House ceilings are a topic of debate in 

Samuel Pepys' Diary (Evelyn 1697).18 Another seventeenth century critic, Thomas 

Fcankland, records that:

we now see in that Banquetting House, viz. the Painting over head in 

the Room Foreshortned and looking downwards, the Portrait of King 

James in several Relations with all imaginary Similitude of him, 

looking down from the Clouds, in the rarest Postures, that perhaps

16 See also 'The Whitehall Ceiling' 1951: 309; and Gordon 31. For Rubens' correspondence see 

Rubens 1955: 77.
17 Carles Mitchell makes this claim In 'Benjamin West's "Death of General Wolfe and the Popular
history Piece' (The Warburg and Courtauld Institutes 184).
18 Samuel Pepys writes* 'And thence he carried me to Mr. Streeter's, the famous history-painter over 
the way, whom I have often heard of, but did never see him before; and there I found him, and Dr. 
Wren, and several Virtuosos, looking upon the paintings which he is making for the new Theatre at 
0xford: and, indeed, they look as if they would be very fine, and the rest think better than those of 
Rubens in the Banqueting-house at White Hall, but I do not so fully think so . Feb 1 1669.
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these later Ages can Parallel, tending (as one saith) towards Eternity.

(Frankland 370)

Detected in this passage is the function of the Banqueting house ceiling installations 

-  they were not just to serve as visual delight. They were, according to Sanderson's 

words, a reminder of the Jacobean period, and more specifically a depiction of 

James, 'with all imaginary similitude' offering a vision to aspire to. Jonathan 

Goldberg offers this aspiration as a reason for the commission. He writes: 'Charles I 

sought a program that would at once summarize his father's reign and provide a 

justification for his own' (Goldberg 240). In 1629, Charles forcibly dissolved 

parliament, just before Rubens' arrival, and it would remain suspended for 11 years. 

Gordon remarks that Charles' intention was to rule as his father had -  in a state of 

absolute monarchy. Therefore, the images of the Rubens' commission were more 

than just a commemoration; they were a 'political act' . 19 This is supported by the 

level of Charles' involvement in the composition of the pieces. Prior to completion 

of the works, a 'modello' was sent to Charles for criticism, indicating that Charles 

had a precise motivation for the project that extended beyond the pleasurable.20 

Gordon is therefore correct in his instruction that It is essential to realize that this 

version of James' reign and of his virtues is to be read as referring to Charles and his 

reign' (Gordon 35). In order to assess how the appropriated James serves as a

19 , U ,  rnnm «13<; a nublic and political act: a declaration of theGordon w rites:'The decoration of such a room was a puoiicd H
^  iatP Rpnaissance world where the relationship betweenleaning of the ruler's kingship ...in that late Renaissance wu
im -j • nri \A/hat was signified, was still patient of ambiguous readings,lniage and what was imaged, sign and what was signmeu, r
,  , , .  .. rhncp months of Ruben s stay mark the beginning of theand in part powerful by that ambiguity .... Those
_ . , u u„ tripH to realize the ideal and style of kingship bequeathedPeriod of Charles’ personal rule, when he tried to realize uie ' .
t H Jiwinpc One frame of reference for the ceiling, then, is thet0 him bv his father and sustained by his divines, one Trameui
r V , . r . j  a little God on earth (in James own words), endowedc°ncept of the absolute King, made by God a little uoa v
^¡th specific virtues and powers, exalted (Gordon 32 35)

more on this see Anon: 1951: 309.
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political tool for Charles I through his translation to canvas, each of the pieces that 

combine to create the Banqueting house ceiling must be examined in detail.

The Apotheosis of James I

There are three versions of the Apotheosis left in existence, The 'Glynde sketch', the 

'Leningrad sketch' and the final composition in the Banqueting house (see Figures 

12 and 13). The three differ in various, often minor details, but it is these minor 

details that reveal how this image of James was 'fashioned' for a particular purpose. 

Millar records that the Glynde sketch depicts James in 'loosely classical costume' 

yet, in the Leningrad and in the final canvas, James is adorned in the familiar red 

robes of state shown in Figure 11 (Millar 262). The selection of these robes over 

Rubens' initial classical garments gestures towards notions of divine monarchy. For 

Gordon, 'The King can rise to heaven in his imperial robes, because his kingship 

itself is sacred; and with those symbols of apotheosis because the Roman imperium 

was divinely ordered' (Gordon 37).
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Here again we have a combination of Jamesian concerns coupled with the images of 

classicism, and more specifically, the classical symbols of apotheosis (Gordon 35) .21

In the painting, James' foot is placed upon the globe and is lifted to heaven 

by the outstretched wings of an eagle. He is given a helping hand by Justice whilst 

Putti remove his orb and crown, 'leaving his head bear for another crowning' 

(Gordon 35). Piety and Religion appear to James' right. Above, Peace joins hands 

with Minerva holding a laurel between them, 'emblem of both victory and peace' 

according to Gordon (Gordon 37). Apotheosis simultaneously celebrates James' life 

whilst reminding Charles of what he must aspire to. Of the three main pieces, this is 

the only one to remember James in his deceased state. Millar notes that the 

Apotheosis 'was clearly the primary iconographical motive of the ceiling and 

commission' (Millar 261). As such, its composition lends to the revelation of a 

general theme. Positioned centrally, the work combines all the elements of James' 

reign, symbolised by each of the classical figures. Gordon offers a reading of the 

appearance of the Religion and Justice figures, linking them to James' Basilikon 

boron. Referring to the King's 1599/1603 text, Gordon states: 'The first [book] deals 

with religion; the second with justice: the first with service to God; the second with 

service to Man' (Gordon 37-38). Therefore, it is possible that in his construction, 

Rubens not only drew upon English classical symbolism for his depiction of James, 

but turned to James' own works for inspiration.

The Apotheosis also makes a return to the notion that James was not dead 

but sleeping. Still adorned in the robes be bore during his lifetime, the markers of

21 Gordon also notes that 'James is shown rising to heaven in a type of representation evolved, 
Primarily, for the Assumption of the Virgin; for that, formally, is where the apotheosis comes from'.

(Gordon 50).
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kingship only removed upon his assent, Rubens' composition once again echoes the 

same Elijah parallel of Heywood's elegy. However, the Apotheosis was not the only 

ceiling composition that combined classical with biblical mythology. The Union of 

the Crowns implies a second reference to Old Testament symbolism -  one which we 

have seen before in the scope of Jamesian appropriation in this period.

The Union of the Crowns

The Union of the Crowns depicts James during his reign, seated upon throne, orb in 

his left hand, crown on his head. In his right hand, James points towards a naked 

child, cradled between two women 

representing England and Scotland (see 

Figure 14). Above the female figures,

Minerva binds the two women's 

crowns together. Below the King, a 

putto sets fire to a pile of armour 

Watched over by a soldier in the 

foreground of the image. What is most 

significant in this painting is 

Presentation of the two women and 

child. A number of critics have

Presumed the naked babe to be Charles.22 However, I concur with Gordon and 

Saxal, that 'the naked child painted in analogy to the Christ child must be an

22 Gordon writes: 'there has been a traditional agreement that the two women must represent 
England and Scotland, and this is obviously right. Tradition has insisted that the chid / must be



allegorical being, representing the happy birth of the United Kingdom' . 23 The 

binding of the two crowns above the child's head suggests that the babe as 'Union' 

is a more plausible diagnosis. If this is the case then, the two 'mothers' of the child 

not only represent England and Scotland as Gordon suggests, but feasibly represent 

Mary and Elizabeth, as it was only in their abdication and passing respectively that 

the union could be 'born'.

The image of the two mothers and babe in front of the ruling King gestures 

towards a further analogy -  the Judgement of Solomon.24 Presiding over the 

argument of two mothers as to whom had rights to the child is one of the most 

famous examples of Solomonic wisdom (King James Version 1 Kings 3:16-28). Here, 

Rubens' composition clearly replicates this biblical event. Application of the 

Judgement narrative aids the further construction of James as Solomon, extending 

and perhaps drawing from the language of earlier appropriations such as Williams' 

funeral service. Figuring James in this way, Charles, by proximity, cultivates an 

association with the same symbols of wisdom that were constructed around his 

father.
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The Peaceful Reign of James, or the Benefits of his Government

The Solomon illustration was not the only Jamesian 'image' to appear reconstructed

°n canvas in the Banqueting House. James' peacemaker role receives further 

attention in The Peaceful Reign of James, or the Benefits of his Government which

Charles' (Gordon 38-9). The authors of the Banqueting Hall guidebook also make the claim that the 

is a young Charles (Thuriey, Groomi and Jenk 'untenable' for 'Charles was not bornGordon describes the presumption that the baoy is unare . f

W  heir and never seemed as a child to have the smallest chance of being Pence of

^ales'lGordon 39). ,
"  Julius S. Held also makes this connection (2791; as does Gordon 41.
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acts as the balance to The Union of the Crown on the opposite side of Apotheosis 

(see Figure 15). In the foreground, Mars Is depicted triumphing over his enemy 

(Gordon 42). James turns from the classical god of war and gestures towards Peace 

and Plenty, the two female figures depicted in an embrace to the King's right. To the 

left, Minerva steps between the dangerous, torch brandishing Mars to shield the 

King. Gordon notes that Rubens' use of Minerva 'is not, in fact, altogether

usual' (Gordon 46). She appears across all 

three of the main paintings. Gordon 

asserts that 'Rubens' Minerva is not 

primarily Wisdom in the sense of 

contemplative wisdom, but rather 

Prudence, an active virtue, a practical 

sagacity (Gordon 47). When associated 

with James, Rubens' use of Minerva

indicates an aspect to the late King's 

peaceful reign that was 'active'. Rather 

than sustaining peace by refusing war, the inclusion of this figure testifies to an 

active establishment of peace in which James is constructed as a seeker and not a 

receiver. The 'active' aspect of this analysis is given further weight by the unusual 

composition of Minerva with her father's thunderbolt. Gordon marks that whilst 

this pairing had a reference in the Aeneid it is 'rarely used in painting' (Gordon 47). 

further to this, Julius S. Held argues that:

Figure 15. Peter Paul Rubens. The Peaceful 
Reign of James, or the Benefits of his 
Government, c. 1630-34. Whitehall 
Banqueting House, London.
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The picture as a whole in fact, in the language of courtly allegory, 

glorifies the monarch as the source of all happiness, keeping war and 

rebellion at bay, securing peace, and sharing -  as indicated in the 

flanking ovals -  the fruits of his efforts with his people through royal 

bounty and wise moderation' (Held 279).

Therefore, one can conclude that the arrangement of the symbolism surrounding 

the image of James in this fashion, indicates a further testament to the late King's 

active construction of his 'peacemaker' image. Combined with the Putti freizes (see 

Figures 16 and 17) and the corner ovals, the Banqueting House ceiling gives an 

overall concept of peacefulness, the opulence, the union, the happiness and the 

security of Great Britain under the rule of James.

Figures 16 and 17. Peter Paul Rubens. The Putti Freizes. c. 1630-34. 
Whitehall Banqueting House, London.

Gordon refers to the ovals as 'Generalized images, suitable for many contexts', 

whilst he discusses the Putti freizes under the heading of 'The Golden Age' (Gordon 

42 & 4 5 ). This is precisely what the total effect of the various ceiling compositions 

achieves -  a sense that, thanks to James' reign, Great Britain entered a new era of 

th>e 'golden age'. By installing a testament to James' idealised image, Charles 

instructed an ancestral vision of glory to infuse his own evolving image.

One thing that has not been mentioned yet is the effect of the ceiling's 

■ ayout, something which Julius S. Held has discussed in great detail. He notes that,



based on the diagram of the lines of vision, only the Apotheosis could be seen in 

perspective from Charles' throne (see Figure 18).25 Held writes:
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It is surely somewhat curious to assume that the paintings glorifying 

the rule of James I, and the Stuart monarchy in general, were meant 

to be seen primarily, if not exclusively, by the King's successor and his 

closest entourage, but not by the official visitors from abroad and the 

large number of people attending the various ceremonies staged in 

the Banqueting House. It is one thing to tell a modern visitor to stroll 

to the end of the Hall and only then to turn around to scan the 

ceiling, but an entirely different one to assume that this was 

considered desirable, not to mention actually possible, for a 

seventeenth-century audience. (Held 277)

Evidently then, the purpose of the ceiling was not just to serve as a reminder to 

Charles of his father's reign and his own aspirations. If the paintings were not for 

Charles, as Held points out, then we must assume that their placement was

Figure 18. Diagram of the Lines of Vision of the Installation, as planned by Rubens. Held 275.

25 The Peaceful Reign of James, or the Benefits of his Government could also be seen from the correct 
Perspective from Charles throne but the canopy which adorned the top of Charles' seat prevented 
siSht of the first painting. See Held 277.
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designed for his subjects and visiting ambassadors to court. Held asks his readers to 

remember that 'the very purpose of Rubens' mission to the court of King Charles 

was to prepare the ground for an official Spanish Ambassador to be sent to 

conclude a treaty of peace between the two countries' (Held 279). Therefore it is 

fitting that, as an Ambassador should enter the hall to begin peace-talks, his eyes 

first observe Charles on the throne, and, as his eyes move upwards, he is greeted 

with an image of Charles' father as glorified peacemaker. This is then followed by a 

commemoration of that father's death, or in Held's terms, the 'deified father' in 

which the crown and orb, placed centrally in the panel, are removed to be passed 

on to the King with whom he now conducts his business - Charles (Held 279). Held 

observes that:

the obvious formal analogy between the reigning King on his throne 

below and his predecessor enthroned in a second order of 

architecture above him, surely gave a special meaning to the 

personifications and their actions with which the artist surrounded 

the King's father. (Held 279)

In this way then, the translation of James to canvas served as a positive image to be 

utilised by Charles to improve his own appearance. Yet, by looking at the 

Positioning of The U nion o f  the Crowns, one further function of the Banqueting 

House ceiling paintings can be deduced.

Firstly, in terms of the painting's placement, it sits at an opposite 

Perspective to the others. Held asserts that 'It hardly needs stressing that Rubens 

Was not the man to have overlooked such a problem' (Held 277). This suggests that 

the reasoning behind this placement lay in the hands of Charles. The placement of
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James' throne in The Union of the Crowns gives the illusion that the throne is 

looming from the picture. Standing below the painting (which is the only place it 

can be seen correctly), and looking up, creates a feeling of disorientation, but, as 

this would be the only place visitors to the court in Charles' reign could see the 

piece, the protruding distorted throne of the late monarch would surely have 

caused an unsettling effect. Therefore, although the overall experience of the 

Whitehall Banqueting House ceiling generates a sense of magnificence, functioning 

as a testament to both James and Charles' bounteous peaceful reign, this one 

aspect offers a secondary function -  a reminder to his subjects that Charles, like his 

father, reigned as an absolute monarch. Standing under Rubens' The Union of the 

Crowns, this power and dominance can be physically felt.

Just as Charles remoulded James' image for his own political development, 

so too did he reshape James' words. In 1649, Charles published Eikon Basilike, a 

project similar in both title and content to James' Basilikon Doron. Yet, it is not this 

gesture to his father's penmanship that reshaped James' doctrine, arguably marring 

James' memory. Rather, in 1633, Charles published a further edition of James' The 

King's Majesties Declaration to His Subjects, Concerning lawfulI Sports. However, 

Charles' proximation of the text altered its status. Contrary to James' suggestions 

Put forward in the 1617 edition, Charles' addenda issues an order coupled with 

consequences (Rhodes, Richards and Marshall 18). For the most part, James' text 

remained intact with an additional introduction and closing words from Charles. It 

Was Charles' interpolation of his concerns at the end of the text, and the manner 

and tone in which he issued his new 'instructions' that altered reception of James'

0r*ginal 1617 text.



241

Charles is concerned that the 'Feasts of the Dedication of the Churches/ 

commonly called 'Wakes/ are not being carried out religiously within the parishes 

of his united realm (Declaration of Sports: 1633:16). The 'Wake' was a feast on the 

celebrated day of the Saint associated which each particular parish, later 

transferred to the Sunday before or after the specific day. These wakes were often 

scenes of drunkenness and debauchery. After a series of motions, the Lord Chief 

Justice Sir Thomas Richardson eventually issued an order 'suppressing all Church- 

Ales, Bid-Ales, and revels on the Lord's Day'. Laud, who was Bishop of London at this 

time, interpreted Richardson's actions as an act of usurpation. On appeal to King 

Charles by Laud, an order was sent to Richardson to revoke his declaration. 

Richardson, however, in open defiance, repeated his order the following year. 

Despite Richardson's eventual revocation of the order, Charles reissued A 

Declaration of Sports with a new Preamble and a new Directive.26 It was made clear 

that, should Charles' orders meet with disregard, 'Our Judges, Justices of the Peace, 

as well within Liberties as without, Majors, Bayliffes, Constables, and other 

Officers', would be ordered to observe and take notice of the Kings 'displeasure,' 

after which they would be further ordered to carry out his wishes against those 

failing to attend the highlighted services (Declaration of Sports: 1633: 17).

Craigie notes that, as a result of Charles' demands, the Declaration of Sports 

'came to figure in the clash between the church authorities and the civil 

administration' which would eventually lead to Charles' execution (Craigie 217). 

Initially, refusal to read the Declaration in parish churches resulted in serious 

consequences for the rebellious ministers. Once Parliament was re-established in

For more on this see Craigie 1982: 224-6.
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1640, it met with a series of topics relating to the Declaration of Sports but it was 

not until 1642 that the Commons concluded that 'The Book concerning enjoying 

and tolerating of Sports upon the Sabbath-Day be forthwith burnt by the Hands of 

the common Hangman, in the usual places' (Craigie 229). The burnings took place 

from 1642-1644.27 Like the use of James' constructed image in the Whitehall 

paintings, Charles' proximation of James' text served as 'a powerful weapon against 

the Puritans' (Rhodes 17). Yet, the dictatorial nature of the Directive resulted in the 

mass destruction of James' words -  his legacy marred by the hand of his son. Neil 

Rhodes notes that, 'Few other kingly texts have had such an ignominious end' 

(Rhodes 18). Although the text in question was Charles' defaced edition, the 

author's name remained King James VI and I. Whilst Charles may have used his 

father's image to improve his own, by the time of Charles' execution, under the 

three static gazes of his painted father in the Banqueting house, the association had 

begun to have the opposite effect on James' legacy.

4.4: The Caroline Period

After the period of mourning, appropriations of James began to wane. Although the 

magnificence of the Banqueting House still remains a vast example of the King 

translated to canvas, the Caroline period signalled the decline of Jamesian interest -  

a disinterest that would escalate through the latter end of the seventeenth century, 

carrying through to the eighteenth. The execution of Charles, the formation of the

27 Craigie notes: 'These usual places where banned books were burnt were Cheapside, the Old 
Exchange in Cornhill, the new Palace Yard at Westminster and Smithfield, but the only place where A 
Declaration of Sports is definitely stated to have been burnt on this occasion was at the place where 
St- Paul's Cross had until recently stood' (Craigie 1982: 230).
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English council of state, introduction of the Protectorate, the restoration of Charles 

II and the abdication of James II plunged the state of English monarchy into disarray, 

leading to the open questioning of monarchical authority. Thanks to Charles' 

declining popularity, the Caroline association begins to mar the 'Christ-like'

Jamesian image presented in the funeral service and elegies.

James' favouritism comes under attack in an anonymous document, 

refiguring in dramatic terms the conspiracy concerning James' death. Strange 

Apparitions, or, the ghost of King James (1642) centres on the claim that George 

Villiers, Duke of Buckingham, poisoned King James among others. This theory was 

presented by George Eglisham in 1626 when he published The forerunner of 

reuenge Vpon the Duke of Buckingham, for the poysoning of the most potent King 

lames. In Strange Apparitions, issued in 1642, the same year as Eglisham's death, 

the anonymous author weaves a narrative around the meeting of four 'shades' or 

'ghosts': King James, Buckingham, Hamilton (one of Buckingham's supposed other 

victims) and, George Eglisham (Strange Apparitions 2). In the dialogue presented, 

James' habit of 'favourites' becomes the reason for his supposed murder. This 

anonymous author was not the only writer of the period to comment upon that 

Particular Jamesian trait. Anthony Weldon remarks in his infamous Court and 

Character of King James that 'He was very constant in all things, (his favourites 

excepted)' (Weldon 34). The details of Weldon's text shall be redressed later but 

this comment indicates that the King's favouritism was considered to be something 

hckle indeed, leading, in the case of Strange Apparitions, to his death.
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After much debate, the ghostly Buckingham finally confesses to the murder 

of James (and the others concerned). He reasons his actions against James' 

behaviour stating:

First, your Majesty began to decline wonted affection to me and 

likewise to be very jealous of all my actions and sayings. Secondly, 

your Majesty was stricken in years, and grew intemperate, and a 

burden to your selfe and to your people, and they sick of an old 

government & desiring a new change. Thirdly, had I not undertaken 

it, I could not have stood a favourite to a succeeding King, nor been 

so eminent in the Court. (Strange Apparitions 7)

For the presented Buckingham, his motive rested in the removal of James' 

affections -  an inevitability if Weldon's later comments are to be believed. What is 

more important here are the second and third rationalisations. The apparition of 

Buckingham claims to have carried out the murder in order to secure the throne for 

Charles, and subsequently murdered the forth figure -  Hamilton -  in a bid to secure 

his favouritism with the new King. Therefore, such a discourse involving these four 

figures serves as a warning to Charles that similar friendships could lead him to a 

comparable fate. The author warns, 'Let Princes learn from thee never to trust a 

favourite' (Strange Apparitions 7). James is therefore used as a tool of education, 

but in the process is held up to be an example of poor government, specifically in 

his relationship with his court favourites. Here we begin to see a turning of the tide 

'n Jamesian appropriation .

Three years later, George Thomason was not so subtle in his A satire in verse 

on King James I and King Charles I (1645). The first thing to notice here is the date.
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Written and published in 1645, Charles I was still alive and on the throne. Authors of 

the Caroline period appeared to hold no fear in slandering their monarch or his 

predecessor, unlike those authors at the beginning of the century who faced prison 

for slander if even the slightest slur was made against James' homeland (see 

Chapter Three). Certainly these documents which offer appropriations of James and 

Charles signal the beginning of a literati, unafraid to speak against the King. This 

simultaneously suggests a decline in monarchical power foreshadowing the 

execution of Charles I.

Thomason's satire begins 'King James the 1st as you well may remember / 

That should have been blowne up the 5th of November'(ll.3-4). Of note here are the 

terms in which this historical moment is described. Until now, although James may 

not have featured prominently on very appropriative occasion, reference to the 

gunpowder plot has generally generated a celebration of the King's survival, 

describing his salvation as 'miraculous' or inferred to be some sort of 'escape' aided 

by divine intervention. Here Thomason remarks that James 'should' have been 

blown up, implying that his survival is something to be commiserated not 

celebrated. Presented in a derogatory fashion, the poet continues to draw explicit 

attention to James' homosexuality, something even Weldon doesn't directly 

address in his scathing attack. In the latter's text, Weldon merely makes the 

observation that 'his [James'] legs were very weake ... that weaknesse made him 

ever leaning on other mens shoulders ... his fingers ever in that walke fiddling about 

his cod-piece' (Weldon 165). More than just a comment on strength, Weldon's 

inference that James likes to 'lean on other men's shoulders both gestures towards 

the 'favourites' criticism, and suggests a relationship more than friendship,
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particularly when coupled with the description of the King's fascination with his 

genitals. But in both these examples, only gestures are made. Thomason however 

claims that James 'kept on with Pagents to make the state Poor / And still kept a 

Minion instead of a Whorre' (11.11-12). Two elements are worthy of note here. First 

is Thomason's open accusation that James' entertaining habits were a drain on the 

economy, and secondly is the explicit recognition that James preferred to have 

sexual relationships with his male favourites than their female counterparts. The 

term 'Minion' was commonly used in conjunction with the idea of male favourites, 

whilst its alliance with the term 'Whorre,' an explicitly sexual being, conjures a 

direct statement upon James' sexuality.

Yet, despite Thomason's forthright comments, Weldon's text still remains

one of the most scathing attacks on King James. Jenny Wormald describes Weldon's

The Court and Character of King James as a 'brilliant and deeply biased character

sketch [which] has never quite failed to influence later attitudes to James I, even for

those who have never even heard of Weldon' (Wormald 1983:191-192).28 Despite

initially claiming that 'the King's character is much easier to take than his picture,'

Weldon's most infamous observations and oft repeated description looks precisely

at the King's physical features. He writes:

his eyes large, ever rowling after any stranger that came in his

presence, insomuch as many for shame have left the roome, as being

28 The Court and Character of King James is only attributed to Weldon after his death but is assumed 
by most critics to be written by his hand. His animosity towards James is put down to his experiences 
in France and subsequent removal from the Jacobean court. After penning 4 Perfect Description of 
the People and Country of Scotland, a scathing satirical attack on his Caledonian neighbours he was 
dismissed from Court. Although the work was not published until 1659, the manuscript was 
discovered wrapped in one of the court records. It is thought that Weldon vented his frustrations by 
Penning The Court and Character of King James. For Robert Aston, the tone of Weldon’s well known 
depiction is 'straightforwardly gossipy and abusive,' and remarks that 'his virtually anti-Stuart 
bistories almost certainly have their origins in his exclusion from Court office' (Aston 11).
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out of countenance; his beard was very thin: his tongue was too 

large for his mouth, and made him drink very uncomely, as if eating 

his drink, which came out into the cup of each side of his mouth; his 

skin was as soft as taffeta sarsnet, which felt so, because hee never 

washt his hands, onely rubb'd his fingers. (Weldon 178)29 

Weldon offers a secondary meaning in much of his writing; therefore, it is through 

careful examination of his language and syntax that his true character study shines 

through. First of all, the report of James' 'rowling' eyes, 'large tongue' and 

'uncomely' table manners all insinuate a type of barbarian King. The thin nature of 

James' beard also implies youthfulness but, as the King was no longer a youth, this 

can only imply James' lack of maturity and, to an extent, questions his masculinity, 

tying to Weldon's subtle gestures towards James' homosexuality. Finally, although 

attributing James' soft skin to his lack of washing, implicating an unclean monarch, 

it also paradoxically motions towards James' lack of military drive, giving the sense 

that James was a King reluctant to 'get his hands dirty' in the first place.

Throughout the text, Weldon's tone is deeply sardonic. Speaking of James' 

attire, he writes that 'In his dyet, apparel and journeys, he was very constant; in his 

apparel so constant, as by his good will he would never change his clothes till worn 

out to very ragges' (Weldon 167). Whilst a consistency of clothes might suggest a 

modest King, Weldon proceeds to clarify that such praise is not the case, 

demonstrating that he is, in fact, mocking the ragged appearance of the monarch.

29 Weldon offers further physical description: 'He was of a middle stature, more corpulent through 
his clothes then in his body, yet fat enough, his cloathes ever being made large and easie, the 
doublets quilted for stiletto proofe, his breeches in great pleits and full stuffed: hee was naturally of 
a timorous disposition, which was the reason of his quilted doublets' (Weldon 178).
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This observation is clearly an exaggeration. If we look to Arthur Wilson's epitaph on 

James in 1653, an author whose views, according to Ashton, were 'like those of 

Weldon,' James' attire is described in very different terms: Wilson writes, 'tho' his 

Clothes were seldom fashion'd to the Vulgar Garb, yet in the whole Man he was not 

uncomely' . 30 Clearly the author of The Court and Character has an agenda. Rather 

than providing an accurate literary portrait, Weldon's account Is heavily biased. He 

even places a negative spin on the one element James' critics had remained 

virtually consistent in upholding -  his peacemaking. Weldon writes: 'he was ever 

abused in all negotiations, yet he had rather spend 1 0 0 ,0 0 0  //. on embassies, to 

keep or procure peace with dishonour, then 1 0 . 0 0 0  //. on an army that would have 

forced peace with honour' (Weldon 179). Whilst Weldon insinuates that James' 

peacemaking is 'dishonourable,' closer examination of this passage, in conjunction 

with Weldon's final comments, suggests that it is not the peaceful aspect to which 

he objects, but the maintenance of that peacemaker image. According to Weldon, 

rather than accept the cheaper option, sparing an already drained economy, James 

opted for the alternative, furthering his own personal image.

Yet, although he criticised James' method, one area where Weldon 

complements the 'wisest foole in Christendome' is in the peace experienced by the 

English nation whilst under his rule despite criticism of how James achieved it. He 

concludes his scathing Jamesian characterisation, reflecting upon James 'altogether 

and not in peeces,' stating that:

such a King, I wish this kingdome have never any worse, on the

condition, not any better; for he lived in peace, dyed in peace, and

30 T  liaken from Aston 16.
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left all his kingdoms in a peaceable condition, with his owne motto: 

Beati pacifici. (Weldon 179)

For Weldon, a peaceful reign is the one saving grace of James. As a man he was 

'crafty' and 'cunning', 'wise' and a 'foole' but as a King, he offered his country one 

useful feature in the guise of his peaceful persona -  'Beati pacifici'. Retention of this 

area of praise is customary according to critic W. B. Patterson for whom 'Even 

James' harshest critics among contemporary writers gave him credit for his ability 

to preserve peace in his dominions' (Patterson 359). Whilst this may be true in 

Weldon's case, appropriations of the first Stuart King under the reign of Charles II 

offer a different story.

4.5: Charles II-W illiam  III: an anti-monarchical flavour

During the period 1649 to 1660, Great Britain underwent a monumental change. 

Following the execution of Charles at Whitehall, England entered into a period 

dominated by the English Council of State (1649-1653), followed by the era of the 

Protectorate (1653-1660). During this time, creative work was stifled. The closure of 

theatres until the restoration seemed to bring with it a period in which King James 

was forgotten, or at least sidelined in favour of recent events. The execution of 

Charles took precedence in literary enterprises. Not until 1673 was there a 

significant return to the Jacobean period for creative inspiration. But with the 

restoration period came a certain scepticism of monarchy. No longer was James 

hailed as the founder of glorious divine rule and the iconic peacemaker King.

In 1673, John Dryden's retelling of the Amboyna massacre in 1623 painted 

James as precisely that which Weldon had named him to be -  a King of craft and
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cunning, who, in an attempt to sustain peace on his own shores, ignored the 

persecution of his subjects further afield. Historical accounts of the massacre reveal 

that on 27th February 1623, ten English Merchants were beheaded, accused of 

plotting to seize control of the island's stronghold, Fort Victoria.31 They were 

executed by the hands of Harman van Speult, the villain governor of John Dyrden's 

1673 play Amboyna; or, the Cruelties of the Dutch to the English Merchants, a 

Tragedy. According to historian Karen Chancey, James was in the midst of 

negotiations with the Netherlands against Spain when news of the massacre 

reached England on 29 May 1624. In response, the King chose, 'to deal with the 

situation through diplomacy rather than military reprisals' (Chancey 583). She notes 

that 'It was a decision for which neither the Stuart contemporaries, nor their 

modern chroniclers would forgive them' (Chancey 583). For example, John 

Chamberlain, a friend to many at James' court, wrote in a letter to Sir Dudley 

Carleton that he wished James would 'say lesse so he would do more' (Chancey 

583). This is one of the few times that James' popular peace-maker image was not 

only drawn into question, but positively devastated. Chancey's article argues that 

Stuart policies on the Amboyna affair were effective despite modern critical 

opinion, but in 1673 the notion that James' actions were at best 'inadequate' still 

held, peppering the narrative of Dryden's play.

The drama unfolds around the animosities between the English Capitan,

Gabriel Towerson (one of those beheaded in historical accounts), and the Harmans,

Senior (the governor) and Junior. Through the dialogue of the characters, a sense of

loyalty to the 'English nation' is overwhelmingly portrayed with multiple references

31 For more on the Amboyna massacre and what it meant for early modern England see Lake and 
Pincus 168-190.
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to 'Englishmen,' 'English,' 'England,' 'English nation'. However, when it comes to 

English monarchs, only Elizabeth is named, and named in nostalgia. Dryden's 

character of the Fiscal states: 'We can never forget the patronage of your Elizabeth, 

of famous memory; when from the yoke of Spain, and Alva's pride, her potent 

succours, and her well-timed bounty, freed us and gave us credit in the world' 

(l:i:231-234). Yet, James is only referred to directly on a number of occasions, and 

even then, it is not by name. For example, following Fiscal's comments on Elizabeth, 

Towerson makes the claim that: 'while Towerson lives, see so performed, as fits a 

subject to an English King' (l:i:237). Without a direct depiction of James, one must 

look for a fuller appropriation of James in the more general themes of the play. As 

the narrative progresses, Harman Junior tries to convince Towerson to give him 

Ysibinda, Towerson's betrothed, in exchange for friendship and the removal of 

Dutch oppression. Towerson's refusal leads to Harman Junior's threat to any 

Englishman that supports Towerson's cause to which Towerson replies 'We would 

complain to England' (ll:i:97). In response, Harman Junior's words indicate the 

futility of such a task, stating: 'Your countrymen have tried that course so often, 

methinks they should grow wiser and desist' (ll:i:99). The person to whom they 

must complain for assistance is James, and here, James is depicted as an unhearing 

correspondent. Historically both the modern and Dryden's audience are aware that 

James' negotiations were concerned only with Spain and its more local threat to the 

body of the King. Therefore, through Dryden's use of language, we find support for 

Weldon's gesture towards the King as maintaining peace, but only in his own 

mterest.32

32 Further allusions are made towards James' peaceful policies. The play addresses the torture of the
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Towerson's final words look to the period in which the play is being staged 

rather than that in which it is set. Whilst being led to his death for the murder of 

Harman Junior, Towerson prophesises that 'An age is coming, when an English 

monarch / With blood shall pay that blood which you have shed' (V:i:453-4). The 

monarch in question appears to be Charles II, the monarch at the time in which 

Dryden is writing.33 Therefore, the prophesy is a tribute to the King on the throne, 

elevating him in the traditional style. However, the prophesy also functions as 

further criticism of James' inaction. Previously, Dryden's character of Beaumont, 

reciprocates Fiscal's attack on the English nation by claiming that the Dutch, 'flatter 

our kings, and ruin their subjects .... And I prophesy that time will come, when some 

generous monarch of our island will undertake our quarrel' (ll:i:403-409). 

Beaumont's prophecy is echoed by Towerson and both are fulfilled by Charles II, a 

man of action. It is in this way that the figure of James is criticised for his inaction, a 

state in discord with the implications of the Minerva figure in Rubens paintings. The 

usual attribution of peacemaker is not depicted with its equally usual praise, but

English Merchants as one of the play's 'Dutchmen' acknowledges. During Fiscal and Harman Junior's 
Plot against the English the Dutchman observes that 'To torture subjects to so great a king, a pain 
never heard of in their happy land, will sound but ill in Europe’ (V:i:60-61). In a later scene between 
Beaumont and Fiscal the conversation turns to opinion of the English and Dutch nations. Encouraged 
to honesty by Beaumont, Fiscal makes the following observations: 'tis said of you, I know not how 
truly, that for your fishery at home you're like dogs in a manger, you will neither manage it 
yourselves, nor permit your neighbours; so that for your sovereignty of the narrow seas, if the 
inhabitants of them, the herrings, were capable of being judges, they would certainly award it to the 
English, because they were then sure to live undisturbed and quiet under you (ll:i:336-343).
”  There were three Anglo-Dutch Wars at the end of the seventeenth century: 1652-53; 1665-67; 
1672-74. During the first, there was no monarch on that throne, and the latter two took place during 
the reign of Charles II so there is no doubt that this in the 'English Monarch' to whom Dryden refers. 
However, the Second Anglo-Dutch war must be ruled out as the war in question as the English lost 
this battle. The first war is plausible as the setting of the English revenge but the third war is a more 
likely candidate, even though it was still ongoing at the time of the play's composition. The reason 
for this conclusion is Dryden's inference within this passage that the Dutch 'shall invite the waves to 
hide your earth'. As Saintsbury notes, 'During the invasion of 1672, the Dutch were obliged to adopt 
the desperate defence of cutting their dykes and inundating the country’ (Dryden 91). Further 
suPport for this conclusion comes in the Epilogue in which Dryen writes that 'only two Kings' touch 
can cure the tumour' (Epilogue 11.18). As the third Anglo-Dutch war was fought alongside France, it 
Would appear most likely that the 'two Kings' here refers to Charles II and Loius XIV.
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rather with an element of disdain by showing dramatically how inaction affected 

the English individual. The first observation made by Beaumont in this passage is 

also played out at the play's conclusion when, after the English are led to their 

deaths, Fiscal states: 'Now for a smooth apology, and then a fawning letter to the 

King of England; and our work's done' (V:i:67-68). Again, James comes under 

criticism through Dryden's use of dialogue. Here we have a King, not only 

susceptible to flattery but oblivious, or worse, uncaring about the state of his 

English subjects in Dutch lands.

What is beginning to emerge, even in Dryden's work, is concern for the 

individual 'Englishman,' which, as the seventeenth century progressed, began to be 

recognised as discordant with the concept of 'monarchy' in general. The short 

turbulent reign of James II may be a contributing factor to the rise of a particularly 

anti-monarchical flavour within literature. Written either side of James ll's reign, 

Gilbert Burnett's texts, The Protestant's companion (1685) and A collection of 

papers relating to the present juncture of affairs in England (1688), refer to the 

concept of 'Anarchy' throughout, defined according to the OED as an 'Absence of 

government; a state of lawlessness due to the absence or inefficiency of the 

supreme power; political disorder'. The implication is that, despite the fact James II 

Was seated on the throne, monarchy was losing its power. The abdication of James 

II and the installation of William III (William of Orange) plunged the country into a 

further state of dissonance, caused by the frantic shift in leadership that had taken 

Place over the course of the seventeenth century. A far cry from the Jacobean 

Publication restrictions, authors such as Sir Thomas Pope Blount were beginning to 

take stock of the situation, openly voicing their opinions on monarchy. Blount
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turned his attention to James, situating the first Stuart King at the centre his 

criticism. He writes:

For Books give Men new Hints and Notions, and those Notions do 

often put Men upon such Actions, as are not always agreeable to the 

Interests of Princes. Hence that Subtle, and Crafty Prince, King James, 

(I mean the First, not the Second) would often say, That of all sorts of 

Subjects the Thinking Man made the worst. And even by daily 

Experience we find it confirm'd, that the High-flown Arbitrary Men 

(commonly the Darlings of Tyrants) are not Men of the deepest 

Thoughts, nor of the greatest Foresight and Consideration; since if 

they were; they might easily discover, That the absolute Power of the 

Prince, cannot be made up of any other Ingredient, than the Slavery 

of the Subject. (Blount 42)

Blount refers to James' observation that men who over thinks certain things, chiefly 

the powers of the monarch, pose the worst threat.34 James' claim was inherently 

self-serving, but at a time when subjects could be persecuted for the criticism of the 

King, the comment was as least superficially accepted. But, in an environment in 

which the people had, in living memory, executed a monarch and watched another 

abdicate, the power of the King no longer held the same power as it had in previous 

centuries. For Blount, the blanket subservience to authority was no longer hidden. 

His observation that the King's favourites are usually mindless, pandering to the 

King's whims, is not only a further slur on favourites in general but allows him to

34 In Basilikon Doron, for example, James writes 'education be therefore most justly called altera 
nature [second nature], yet it is evill to get out of the flesh, that is bred in to bone ... Be very ware 
then in making choice of your servants and companie (James VI and I 2001: 34).
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make his dramatic final statement, that 'the absolute Power of the Prince' is 

nothing more than 'the Slavery of the Subject'. The 'subject' was no longer a 

general 'subject' with a confused sense of individuality as was apparent in the early 

seventeenth century, but openly an individual, not capable of observing the 

ideological constructs in place at the hands of the monarchy but in a position to 

question that power. For Blount, the father of these constructs, the author of this 

instruction, was James. By the turn of the century, his peaceful reputation marred, 

the glorified father of the Stuart dynasty has become the father of tyrannical rule.

Conclusion

The trajectory of Jamesian appropriation from his death to the end of the 

seventeenth century was clearly on a path of decline. Regardless of the continued 

celebration of the established Jamesian mythos at his funeral service, the 

constructed James of the early seventeenth century soon began to decline in 

presence and in reputation. Certainly the magnificent visions of James' political 

Policies, installed in the Banqueting house, continued the establishment of 

celebrated Jamesian legacy -  but only in the short term. This vision was stained, not 

only by his son's rule, but by his son's death. As Charles mounted the scaffold in 

January 1649, he did so outside the Whitehall Banqueting House, outside the palace 

that housed the images of his father's reign that were erected as an example of 

how the King should dispense authority. As the only English monarch to ever be 

Publicly executed, the reputation of the son impacted upon the legacy of the father. 

By the installation of William III, James had fallen from the 'Salomon' association of 

Williams' funeral sermon and the ascended princely saint of the Apotheosis to the
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father of tyranny. Far from the image of bounteous peace Charles I strove for in the 

commission of the ceiling paintings, James at the end of the seventeenth century 

signified the corruption of authority and the monarchical institution -  a corruption 

that can be attributed, at least in part, to the Caroline debacle. Charles I may have 

temporarily achieved a certain amount of popularity though the invocation of his 

father's memory, but James' public image sustained more damage through this 

relationship than Charles' ever gained.

The Charles/James literary and artistic association of the 1620-30s may have 

began the decline of Jamesian representation, but the upheaval of the monarchy in 

the years that followed Charles' execution played its part in the shift of Jamesian 

perspective. Authors were no longer afraid to speak out against authority. In effect, 

monarchical authority was also in decline. With the cultural turn, James was issued 

a new persona. He was still the first Stuart father of the nation, but the 'Beati 

Pacifici' motto was replaced with a perception of tyranny. Dryden's Amboyna 

certainly indicates a frustration with James' peaceful policies, but, as the years 

continued, the King's name had come to be associated with a much more 

pronounced fate. By the end of the seventeenth century, James was considered to 

be the instigator of tyrannical kingship as demonstrated throughout the seventeeth 

century, not least by his own son. James' Basilikon Doron had achieved status as an 

instruction book, something James had intended, evident from its secondary title 

His Majesties Instructions to his Dearest Sonne, Henry. However, the fame that 

accompanied it was not the legacy James had anticipated. Through Caroline 

associations, James had become the father of oppression: he was instructor and 

creator of the manual, therefore he was also tarred with the same brush as those
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who came after him. It is somewhat ironic then that, despite the major lull in 

Jamesian appropriation that was to come in the eighteenth century, the first 

significant return to the James 'image' was in precisely the opposite terms to 

Blount's observations. James would once again be invoked as the father of a 

peaceful nation, as creator of a golden age and as propaganda against the French 

Revolution.
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Chapter Five

Appropriations of James VI and I in Romantic and Victorian Culture.

Historical reflection as an expressive medium is evident throughout the literature of 

the eighteenth and nineteenth centuries, indicated by a frequent return to 

characters of the past in order to comment upon the 'present'. Writing on the 

appropriation of history, Julie Sanders claims:

The discipline of history ... is in truth a history of textualities, of 

stories told by particular tellers according to particular Ideologies 

and contexts. In this sense, history proves a ripe source and intertext 

for fiction, for histoire, to appropriate. (J. Sanders 146)

Aligning with Sanders' comments, often, the Romantic or Victorian author locates 

his or her immediate existence within a context of his or her predecessors, invoking 

figures of the past to add precedential weight to particular cultural reflections. The 

literature and art of the Romantic and Victorian periods has been well documented 

and critiqued in recent analysis.1 Michael Dobson and Nicola J. Watson address the 

appearance of Elizabeth I within the Victorian period, assessing the degree to which 

the values of the era impact upon negotiation of the Elizabethan image (Dobson 

and Watson 147-178). Yet, also occurring within these pockets of historical

1 For general reading on these areas see Gilmour 1986; 1993; Glendening; Jarvis; King and Plunkett; 
Maxwell and Trumpener; Sanders 1978; Sutherland; Tucker 2004. For the purposes of this study, the 
dates proposed by Robin Jarvis, author of The Romantic Period have been accepted as the bookends 
of the Romantic movement, initiated at the moment of the French Revolution and drawn to a close 
With the instillation of Queen Victoria in 1837. Therefore, this chapter will examine those 
appropriate works of art and literature from 1789 until the death of Queen Victoria in 1901. Not all 
appearances of King James Vl/I will be dealt with in great detail. Whilst other critics envision a 
sprawl of Romantic fiction, extending back to 1770, the current author concurs with Robin Jarvis' 
argument for 1789, expressed in the introduction to The Romantic Period (Jarvis ii).
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reflection is the name or depiction of King James I of England and VI of Scotland, a 

phenomenon that has yet to attract any critical attention. This chapter attempts to 

address this deficiency by conducting a survey of Jamesian appropriation within this 

period, investigating not only the ways in which representations of James occur, but 

the context in which they occur. This chapter serves as an intervention within 

criticism of the period, firstly because Jamesian appropriation is in itself a new 

critical investigation, rendering this period entirely unexplored in this respect. 

Secondly, whilst some of these texts have received marginal attention, none have 

been read in accordance with the early modern monarch. By doing so, I hope to 

shed new light on Victorian literary conventions by investigating their utilisation of 

the James figure.

George Eliot, in her 1874 novel Middlemarch, not only incorporates the 

name of the early modern King to illustrate her point, but includes a fragment of his 

written word. The monarch's name is invoked in the following passage:

We are not afraid of telling over and over again how a man comes to 

fall in love with a woman and be wedded to her, or else be fatally 

parted from her. Is it due to excess of poetry or of stupidity that we 

are never weary of describing what King James called a woman's 

"makdom and her fairnesse," never weary of listening to the 

twanging of the old Troubadour strings, and are comparatively 

uninterested in that other kind of "makdom and fairnesse" which 

must be wooded with industrious thought and patient renunciation 

of small desires? (Eliot 135)
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Eliot's reference to Jamesian sentiment in her novel of social commentary comes as 

no surprise to literary scholar Robert Gilmour, who claims that 'A retrospective 

tendency can be found in many of the classic Victorian novels' (Gilmour 57). James 

becomes the focus of this 'retrospective glance' on a variety of occasions that have, 

heretofore, remained unexplored. Eliot's nostalgic glance to James, early modern 

King of 'Britain' operates as an expression of the author's national lineal claim. The 

phrase, 'makdom and fairness', is taken from James' The Essayes of o Prentise in the 

Divine Art of Poesie (1585), specifically from the included essay 'Ane Schort 

Treatise, Conteining Some Reulis and Cautelis to be Observit and Eschewit in Scottis 

Poesie' (James VI and 11584: Kir -  N lr ). The context of the phrase in its original 

position functions as a warning against the uses of clichés in the invention of 

poetry, as repetition breeds imitation and therefore falsity.2 By referring to the King 

in this passage, Eliot invokes James' sentiment, immediately highlighting the too oft 

repeated tendency to refer to the 'passion' of romantic pursuit, therefore rendering 

the association of passion with romance a rather blithe and commonplace alliance. 

However, for Eliot, rarely is the 'passion' of career recited in similar terms. Written 

in 1874 but set in 1830-2 the action of the piece takes place on the cusp of Queen 

Victoria's accession, right at the final moments of the industrial revolution.3 Eliot's

2 James writes: 'Ye man also be warre with composing ony thing in the same maner, as hes been 
ower oft usit of before. As in speciall, gif ye speik of love, be warre ye descryue your Loves 
makdome, or her fairness ... for thir thingis are sa oft and dyverslie writtin upon be Poetis already, 
that gif ye do the lyke, it will appeare, ye bot imitate, and that it cummis not of your awin 
Inventioun, quhilk is ane of the cheif properties of ane Poete' (James VI and I 1955: 90).
3 The expansion of industry, culture and enterprise within Eliot’s lifetime was epitomised in the 1851 
Worlds' Fair; evolution was at the forefront of scientific thinking, particularly with the publication of 
Charles Darwin’s Origin of Species in 1859; Joseph Bazalgette's new sewage system design not only 
improved the quality of living on a hygienic front, but its implementation in a new water supply 
sVstem enhanced the convenience of living in Victorian Britain. Therefore, in this cultural and
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reference to James marks a move from transcendental ideas of love to the more 

tangible idea of knowledge and ambition. Eliot's referral to James at this point, 

correlates to the nature of the King's text in which these words appear. Chapter 

One examined the use of James' poetic treatise as a key text in the shift from James 

as poet to James as master poet. Similarly, here Eliot employs the name of James, 

chiefly that connected to his guise of master poet, to suggests a cultural transition 

at the time of the novels composition; from romanticism to realism.

Richard Maxwell and Katie Trumpener claim that 'The Romantic novel is a 

genre in transition during an era of transition' (Maxwell and Trumpener 5). The 

Victorian novel presents a similar trajectory, 'responding to the upheaval of the 

time' (Gilmour 4). According to Julie Sanders, the appropriation of history provides 

a methodology of cultural expression, thereby offering a framework through which 

the Romantic and Victorian author may subtly express social cultural and political 

concerns. The adapted figure of James VI and I frequently occurs throughout 

historical reflections of the eighteenth and nineteenth centuries, extending beyond 

appearances within novel form, to visualisation in artwork, histories, pamphlets, 

periodicals and Imaginary dialogues. This chapter tracks the trajectory of Jamesian 

appropriation across the Romantic and Victorian periods. It assesses not only the 

degree to which sensibilities of the era impact upon Jamesian visualisation, but 

examines the extent to which the James figure, constructed in a nostalgic gaze, 

offers a commentary upon the conditions of a society in transition.

industrial landscape, knowledge was the passion to be embraced rather than fleeting inter-human 
infatuations. For more on the scope and impact of the industrial revolution see Hudson.
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Having suffered a decline in reputation over the course of the seventeenth 

century (exhibited in Chapter Four) representation of James is minimal over the 

course of the eighteenth century. The scandal surrounding the reigns of Charles I 

and Charles II, William of Orange and James II, admittedly offer a more appealing 

inspiration to artists than the early modern poet-King ever could. Section one will 

examine the few fleeting moments in which James does appear within the 

literature of the eighteenth century. Perhaps the most exciting citation occurs at 

the moment of the French Revolution. Eliot's brief reference to the early modern 

King is not the only example in this era. In his seminal thesis, Reflections on the 

Revolution in France, Edmund Burke makes a similar, seemingly minor, allusion to 

James Vl/I. This section offers an analysis of Burke's invocation of the King's name, 

looking at the impact of the pamphlet war (generated by the French Revolution) 

upon Jamesian appropriation in the early moments of the Romantic period. 

Speaking of this cultural moment, historian Sidney Colvin writes that there were 

'two opposite parties into which the chief creative forces of English Literature were 

... divided. One of these was a party of conservation and conformity, the other of 

expansion and revolt' (Hudson 84). As a result, the authors and artists of the late 

eighteenth and early nineteenth century were offered two disparate paths of 

creativity in terms of Jamesian appropriation, constructing James as a welcomed 

figure of nostalgia or as a symbol of stagnant tradition.

Tied to the art of the end of the eighteenth century, Walter Scott's Jamesian 

endeavours constitute the next significant moment of Jamesian appropriation 

within the nineteenth century. Section two looks at the visions of James as 

Presented by Scott, who not only tenders one of the first sustained fictional
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appropriations of James, but presents a compilation of various tracts from the 

previous two centuries, all of which contain their own Jamesian appropriation. Out 

of this enterprise, Scott attempts to glean his own appropriation of the James 

figure, a process which impacts upon Scott's Waverley project in which he renders 

fragments of the James located in his collected histories into the fictional character 

located within the historical novel. Despite a substantial critical body of work 

centring upon the Waverely project, the fourteenth instalment of the series, The 

Fortunes of Nigel (1822), has received little analytical attention and none in relation 

to James. Here, The Fortunes of Nigel is examined for the unique way in which Scott 

juxtaposes methodologies of historical commentary with fictional creation. What 

emerges is a representation of James in the context of Scott's recovered varying 

historical views. Scott appears to be more interested in demonstrating the 

complexities of the Jamesian character than trying to resolve them.

Certainly, by the Victorian period, if not by the Romantic era, the novel 

reading public had moved beyond the elite of the early eighteenth century. In 1870 

Anthony Trollope writes:

We have become a novel-reading people ... Novels are in the hands 

of us all; from the Prime Minister down to the last-appointed 

scullery-maid. We have them in our library, our drawing rooms, our 

bed-rooms, our kitchens -  and in our nurserie. (Trollope 108;

Gilmour 1)

The reading community was expanding, and with it, so too were the demands on 

literature, requiring new forms and genres. This may be one reason as to why 

William Landor's Imaginary Conversations series, in which James makes as
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appearance, gained such a readership in the Romantic period and why the Victorian 

era witnesses the first major reproduction of James' correspondence. Section three 

looks at the interpolation of James into Landor's wholly fictional dialogues. Not only 

does Landor insert James into a new medium, but his construction of the King 

echoes Scott's complex enigmatic vision. Extending from this, James Orchard 

Harwell's significantly edited collection of letters offers an interesting insight into 

the impact of Victorian sensibilities on Jamesian presentation. Halliwell's noted 

excisions create an impression of the King that is not apparent in the passages 

removed for so called decency.

Yet, despite restrictions inflicted upon James' letters, the late nineteenth 

century observed a significantly more light-hearted approach to Jamesian 

depiction. Section four examines appropriations of James in nineteenth century 

periodicals in which the King is rendered a rather comic figure of British history. 

James is translated into cartoon form, creating a character whose dialogue moved 

away from the serious nature of his political texts to a more humorous whimsical 

discourse. The invocation of James' name within late Romantic texts such as 

Middlemarch, in order to create alternative levels of meaning, suggests a particular 

common familiarity with some version of James, or at the very least, a familiarity 

with the King's works. The periodicals, however, generate a heightened degree of 

familial connection by not only intensifying Jamesian myth, but by combining that 

legend with the Shakespearian myth, suggesting that, even in this period, the name 

of 'Shakespeare' held marketable significance. By looking at fleeting moments such 

as that exhibited in the Middlemarch example, and at more extended examples of 

Jamesian appropriation, this chapter assesses the degree to which the influence of
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Romantic and Victorian political and cultural sensibilities impacted upon the 

appropriation, citation and representation of James in this period.

5.1: James in the Arts of the Eighteenth Century

During the course of the eighteenth century, occurrences of Jamesian 

representation deplete almost entirely. A few, minor allusions to the first Stuart 

King are constructed but they are published sporadically, offering no real comment 

on the trajectory of Jamesian appropriation in this period. With the exciting reigns 

of James' successors to draw creative inspiration from, the authors of this period 

had little use for the 'writer-King'. What does emerging in this period is an 

acknowledgment of the impact King Charles I's reign and execution had upon 

previous representations of the James. Diana's Garland (1750) contains the poem 

'A new song on King James the first', again written by an anonymous poet. 

Contrasting with the amalgamation of James and Charles' reign in the previous 

century, here, James' success as monarch is laid out separately to Charles' 

misfortune. The poets writes: 'King James the first was a gallant brave King ... When 

he went to heaven he left Peace and Wealth ... It was Charles the first who was 

murder'd by Harms' (11.42-52). Drawing distinction between father and son, James 

re-emerges as the father of peace and prosperity rather than tyranny.

The upheaval of the previous century, the poets nostalgic reminiscence of 

the perceived peaceful existence experienced under James reinstated is 

unsurprising. What is surprising, however, is the turnaround for Jamesian depiction 

which figured the King as the cause of this upheaval at the end of the seventeenth 

century, yet now exhibits James as the conferrer of 'Peace and Wealth'. However,
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this is not the only sentiment permeating appropriation of the King in this century. 

By 1786, an anonymous Scottish writer also comments upon the 'legacy' James left 

behind in the form of his printed texts. The author records that 'This pitiful prince 

was also a pitiful poet' and that James' master treatise, the 'Reulis and Cautelis' was 

'curios, tho stupid' (Ancient Scottish poems cxix). Sentiment seems to be divided in 

regards to the precise nature of James, once again suggesting that the protean 

quality of the King prevails. Therefore, the condition of Jamesian appropriation was 

still one of tonal variation.

Around the beginning of the nineteenth century, an engraving depicting the 

death of King James is issued, possibly at the hands of engraver, Wenceslaus Hollar. 

The item, entitled The Death of King James I of England and VI of Scotland including 

unknown figures, depicts James, located within his death bed, with symbols of 

memento mori located within the foreground of the image (see Figure 19). The 

engraving is followed by a passage of text, not shown here, which recalls the story 

of Buckingham's possible involvement in the King's death, as discussed in Chapter 

Four. Within the image, the figure to the left of James' bed appears to be holding 

something in his hand, possibly a vial, therefore indicating that this figure is 

Buckingham. The other figures appear to turn a blind eye to the action at the King's

bed-side.
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Figure 19. Unknown. The Death of King James I of England and VI of Scotland including unknown 
figures. Line engraving, possibly late 18th to early 19th century. National Portrait Gallery, London.

Depicting Buckingham in the act of murder recollects the discourse of regicide 

expounded in James' texts. The King went to great lengths to insist on the divine 

nature of kingship, particularly as a reason against treason. This image coincides 

with the event of the French Revolution, itself a moment in which the very nature 

of monarchy is questioned. It is not clear if this image is one of support or disdain of 

the monarchy, but publication of the image suggests that regicide had become a 

topical subject and a source of artistic expression. At the centre of this discourse 

lies James, indicating the restoration of the James figure as a character of 

nationalistic sentiment. Whether or not the sentiment depicted in this engraving is 

unclear, the subject matter is certainly tied to the unfolding events across Europe. 

However, this is not the only occasion that James is utilised within the political 

debates at the turn of the century. James as a figure of nostalgia is epitomised in 

the invocation to King made by a key political figure of the eighteenth century -

Edmund Burke.
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Reflections of the Revolution in France appears in 1790, becoming one of the 

key texts of the 1790s pamphlet war. Burke argues against the words of Dr Richard 

Price, the 'spiritual doctor of politics' who claims that 'if his majesty does not owe 

his crown to the choice of his people, he is no lawful king' (Burke 97) . 4 Price's 

politics echoed the sentiment of the Whig party, supporting the notion of 

parliamentary supremacy over monarchical authority. According to Marilyn Butler, 

'A phrase like "the sovereignty of the people" acquires almost indefinite 

implications, including, for Richard Price, the concept that the people can dismiss 

their monarch' (Butler 5). Burke responds to Price's claim of unlawful kingship by 

asserting the example of his monarch -  George III. He writes:

Now nothing can be more untrue than that the crown of this 

kingdom is so held by his majesty. Therefore if you follow their rule, 

the King of Great Britain, who most certainly does not owe his high 

office to any form of popular election, is in no respect better than 

the rest of the gang of usurpers, who reign, or rather rob, all over the 

face of this our miserable world, without any sort of right or title to 

the allegiance. (Burke 97)

Burke's argument retreats to the hereditary monarchical institution established in 

Great Britain, assuming that Richard Price has neglected to consider the necessary 

British 'tradition,' which, for Burke, was drawn from the Protestant line of James I.5

4 Dr Richard Price made this claim in his sermon at the Old Jewry on 4th November 1789. Burke, 
although sitting in opposition to Price's policies, respects the intellectual capacity of his adversary 
describing him as a 'non-conforming minister of eminence (Burke 93).
5 Burke turns to historical example to support his claims for necessary succession in Britain, 
reminiscing that, upon the realisation that King William and Queen Anne were unlikely to produce 
an heir, the Legislature had to consider the settlement of the crown. He writes: 'Did they this second 
time make any provision for legalizing the crown on the spurious Revolution principles of the Old
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It is into this argument that Burke introduces the name of King James VI and I, as 

the origin of such hereditary monarchical practices, and therefore the 'father' of 

the British civilised society.

At the precise moment of Jamesian invocation, Burke records the decision 

to name Princess Sophia in the 'act of settlement of the 11th and 13th of King 

William, for a stock and root of inheritance to our Kings', precisely because she was 

the undisputed grand-daughter of King James I of England. Burke comments thus: 

This limitation was made by parliament, that through the Princess 

Sophia an inheritable line, not only was to be continued in future but 

(what they though very material) that through her it was to be 

connected with the old stock of inheritance in King James the First; in 

order that the monarchy might preserve an unbroken unity through 

all ages, and might be preserved (with safety to our religion) in the 

old approved mode by descent, in which, if our liberties had been 

once endangered, they had often, through all storms and struggles 

of prerogative and privilege been preserved. (Burke 109)

According to Hayden V. White, 'Historiography is, by its very nature, the 

representational practice best suited to the production of the "law-abiding" citizen' 

(White 87). Taking White's claims that historical reference helps to promote 'law- 

abiding' subjects, Burke's choice of legitimizing referent in the name of James I is an

Jewry? No. They followed the principles which prevailed in the Declaration of Right; indicating with 
more precision the persons who were to inherit in the Protestant line. This act also incorporated, by 
the same policy, our liberties, and an hereditary succession in the same act. Instead of a right to 
choose our own governors, they declared that the succession in that line (the protestant line drawn 
from James the First) was absolutely necessary "for the peace, quiet, and security of the realm", and 
that it was equally urgent on them "to maintain a certainty in the succession thereof, to which the 
subjects may safely have recourse for their protection (Burke 100-1).
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apt inclusion within this passage. Here, the name of the early modern King 

functions as a marker of origin -  of the 'old stock' from which the Georgian line 

descended. Such a reference places James at the birth of Burke's society. If the 

societal structure is the child, then the point of origin is the father, a metaphor 

picked up within Burke's text. This construction utilises the same argument of the 

pamphleteers of the seventeenth century but converts the alignment between 

father and child to symbolise peace and harmony rather than tyranny. Burke 

sermonises that the relationship between a society and its monarch should be as 

one between a child and father, in which society approaches 'the faults of the state 

as to the wounds of the father, with pious awe and trembling solicitude,' aptly 

invoking the sentiment of James' 'father of the nation' construction in Basilikon 

Doron (Burke 194). Burke extends the paternal metaphor to comment upon the 

action of the French rebels. He offers the following advice:

By this wise prejudice we are taught to look with horror on those 

children of their country who are prompt rashly to hack that aged 

parent in pieces, and put him into the kettle of magicians, in hopes 

that by their poisonous weeds, and wild incantations, they may 

regenerate the paternal constitution, and renovate their father's life. 

(Burke 194)

The point of comparison between Burke's frequently occurring paternal metaphor, 

and James' insistence on the King as father in Bosilikon Doran, cannot pass without
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ruler, the paternal metaphor permeated James' political text. In Basilikon Doran 

James records that 'The King towards his people is rightly compared to a father of 

children, and to a head of a body composed of diuers members' (James VI and I 

2001: 76). Therefore, Burke's numerous references to France's Louis XVI as a 

wronged father invokes the policies of the Georgian origin -  James VI and I.6 7

Reflections initially met with a generally negative reception.8 Commenting 

upon Burke's critical reception, R. R. Fennessy marks that:

Burke had no immediate success either with Government or with 

Opposition. The general feeling in political circles was that Burke, 

though eloquent and ingenious, went too far in his opinions; too far 

in his total and systematic opposition to the French revolution; too 

far in his attack on the dissenters and reformers; too far in his 

apprehensions of danger to the English constitution; too far in 

making public scenes, and breaking friendships, on an issue that 

need never have been publically debated at all. (Fennessy 193-4) 

Therefore, at the moment of Burke's publication, James' name becomes associated 

with the father of a peaceful future for Burke's supporters, whilst for his critics,
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6 Burke utilises the father metaphor again in a later passage when he states: 'Difficulty is the severe 
instructor, set over us by the supreme ordinance of a paternal guardian and legislator, who knows us 
better than we know ourselves, as he loves us better too' (Burke 278).
7 Butler insists upon the paternal metaphor as being one of the key features of Burke's Reflections. 
She writes: 'the main "feature" of the Reflections, what in a more formal composition one might call 
the centrepiece, is Burke's lyrical eulogy of Louis XVI of France, depicted as the wronged father of his 
family of twenty-five million, who came near to being the victim of parricide when the mob attacked 
Versailles on 6 October 1789' (Butler 34).
8 'At the moment in which Burke conceived his Reflections, the Revolution was in a relatively calm 
Period. The horror and brutality of the revolution was to come later. Therefore, at the time of its 
writing, Reflections was not received with a wholly positive response' (Burke 21).
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James is located inside a discourse of overzealous monarchical support, with 

irrational fear and to an extent, with an insistence on obedience to the point of 

tyrannical 'paternal' dictatorship. Thus, the wide publication of Burke's text not 

only created a negative image of the late eighteenth century politician, but brought 

with it an association of James' name within Burke's line of submissive politics. 

Burke's Reflections played a major part in the Revolution debate of the 1790's but 

its influence extended well beyond its own political moment, a claim supported by 

Butler as she writes:

in the work and correspondence of poets and novelists, many of the 

penetrative features of Reflections -  its irrationalism, its hatred of 

system and argument, its reverence for the family, neighbourhood, 

and native country -  recur in the English and German literature 

around 1800, at the point when "Romanticism" first makes a distinct 

appearance'. (Butler 35)

Therefore, if we are to accept Butler's claims, this doctrine helps to shape the 

artistic movements of the end of the eighteenth century. The French conflict led to 

a shift in artistic perspective that extended beyond its cultural moment. In the 

decades post-revolution, literature was not the only artistic expression to be 

affected by a change in formation. This conflict between destruction and retention 

of 'tradition' can be seen through a comparison of the depiction of the horse in art 

of this period, particularly in relation to Jamesian portraiture.

The rise of the equine image in the early eighteenth century was supposedly 

triggered by a renewed interest in hunting. Given the commonplace equation of the 

sport with King James, famous for his love of hunting, images connecting James
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with the horse are unsurprising. Whilst George Stubbs made the practice famous, 

others, such as Théodore Géricault and Charles Turner, participated in the tradition. 

Radical composition can be seen in the paintings of Géricault for example, such as 

Un Officier Des Chasseurs a Cheval De La Garde Impériale or The Charging Chasseur 

painted in 1812 (see Figure 20). This image offers a depiction of an officer charging 

towards the revolution.9 However, the composition of the piece offers a secondary 

revolutionary inference. The positioning of the rearing horse as going into the scene 

as opposed to the more traditional movement away from the canvas, signals a shift 

in cultural mindset that Burke's political writing of the previous decades warned 

against. The figure moves towards the battle, towards the action, suggesting a 

movement of the artistic mindset away from the traditional and towards the 

extreme -  turning his back upon the stability of the past and moving towards a 

more chaotic and rebellious future but one in which the individual takes control.

Figure ZO.Gèricault, Jean Louis André 
Théodore. Un Officier Des Chasseurs a 
Cheval De La Garde Imperiale or The 
Charging Chasseur. 1814. 13th Plate in 
Galerie lithographiÈe de son Altesse 
royale Monseigneur le Duc d* 
OrlÈans[sic], Paris.

9 This conclusion is drawn from the background scenes of cannon fire and flame and from Géricault's 
Use of the word 'Chasseur' in the title, a name associated with the French light infantry, and with the 
Chassuers à Cheval in particular who's establishment dates to 1779, just prior to the onset of the 

Revolution.
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However, regardless of the cultural turn, images of James produced in this period 

may be seen as a reaction against the revolution by upholding traditional 

composition methods. The art of the early nineteenth century produced a visual 

addendum to Burke's words, locating James within the nostalgic past rather than in 

the progressive future. In the second decade of the new century, Turner produces a 

series of engravings depicting the Stuart monarchs, King James Vl/I in 1814, Charles 

I in 1813 and James' son-in-law, Frederick V of Bohemia in 1816 (see Figures 21-23). 

Turner's work offers an alternative to the radical nature of artists such as Géricault 

-  a return to the classical tradition. In each of these images the rearing horse 

follows a traditional trajectory, moving towards the viewer and away from the 

action.

Figure 21. King James I o f  E n g l a n d  and VI of Scotland. Charles Turner, published by Samuel Woodburn, after 
Francis Delaram mezzotint). 1814. National Portrait Gallery, London.
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Figure 22. King Charles I when Prince of Wales. Charles Turner, published by Samuel Woodburn, after 
Francis Delaram, mezzotint) 1813. National Portrait Gallery, London.

Figure 23. Frederick V, King of Bohemia. Charles Turner, published by Samuel Woodburn, after 
Unknown artist, mezzotint) 1816. National Portrait Gallery, London.

Vet, James' portrait is distinguished from the other two by Turner's use of 

direction. His engraving of James is the only image in which the horse rears to the 

left, setting him apart from the images of his two sons, again treating his reign as 

separate, much like the anonymous author of the 1750's poem discussed 

previously. The only significant action appears in the figure of the rearing horse, the 

city behind the King a haven of peace and contentment, particularly in comparison 

to Gericault's violent backdrop and in contrast with Turner's active foreground. The 

only movement in the background of the piece is the appearance of two sail boats 

upon the river -  possibly the Thames. As the sails of the most prominent vessel 

stand upright, one can assume that even the natural elements, such as the wind, 

are also in a state of calm.

Figuring James within such a serene landscape offers a metaphoric value to 

the composition, invoking the 'Peacemaker' image, frequently displayed during the
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King's historical reign. However, the retreat to such an image at the turn of the 

nineteenth century offers a statement against the Romantic reactionary extremism 

of artists such as Géricault in which tradition is visibly uprooted. The message is 

similar to Burke's earlier sentiment -tradition and adherence to monarchy as the 

chief political agency grants a peaceful existence. Furthermore, examination of 

Turner's catalogue offers a secondary connection between the James reference in 

Burke's treatise and Turner's choice of subject. Turner was responsible for the 

engravings of many more monarchs and important political figures, and certainly 

James, Charles, and Frederick were not the only subjects to appear on horseback. 

They are, however, the only figures who have been depicted in this active manner -  

all the remaining equine engravings offer a static image. The rearing of the horse in 

these portraits suggests a type of active agency. Furthermore, the unique direction 

of James, the head of the Stuart line, suggests that Turner is involved in a similar 

process to that of Burke. Turner invokes the same reference to the 'old stock' of 

James as a point of origin for his society, abstractly inferring the same paternal 

agency more explicitly expressed in Burke's Reflections. In this period then, political 

discourse, art and poetry all seems to be working within the same parameters, 

looking to James as a marker of the golden past, signifying what once was. He is 

constructed in distinction to his successor, removing the associative links drawn in 

the previous century which tarred James with the same tyrannical brush inflicted

upon Charles.
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5.2: Walter Scott and the Early Modern King

Not all the portraits of James produced at the turn of the century offered this type 

of active monarchical image. James Parker's Entry of James I into London, produced

in 1797, tenders a more reverent setting (see Figure 24). The horse in this scenario 

appears with head bowed whilst James is met by an animated crowd. Significantly, 

Parker's image displays a similarity with one of the illustrations depicting James 

connected to Scott's appropriation of the King in The Fortunes of Nigel (1822), the 

fourteenth instalment of his Waverly project. In 1838, Robert Staines produces a 

steel engraving depicting a distorted version of the hunting episode contained 

within the novel. In Staines adaptation, entitled 'King James, Prince Charles and 

Nigel' the horse displays a similar equine stance to that depicted in Parker's canvas 

(see Figure 25). However, the reverence suggested in Parker's vision is complicated 

in Staines' as the gaze of the animal is directed by the corpse of the slaughtered 

deer, one of the key figures in the forefront of the hunting scene.

Figure 24. The Entry of James I into London (by James Parker, after Thomas Stothard line engraving) 
1797. National Portrait Gallery, London.
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Figure 25. 'King James, Prince Charles and Nigel’. Steel engraving by R. Staines after a drawing by 
Alexander Chisholm. G. N. Wright. Ed. Landscape: Historical Illustrations of Scotland and the 
Waverley Novels Vol. II. London: Fisher, Son & Co.,1836-38.

The figure of James himself replicates the familiar image of the monarch in royal 

garb with the recognizable black hunting hat, decorated with protruding plume. 

However, the gaze of the horse suggests a move away from Burke's advice to 

refrain from questioning the monarch, to a culture in which the relationship 

between monarch and subject is more complex. Rather than looking to the King for 

guidance, the horse looks to his actions in judgement. Indeed, this is the sense of 

James that Scott offers in his historical and literary works.

Although The Fortunes of Nigel is the only one of Scott's novels in which the 

early modern King appears, it is not the only text in which Scott offers a vision of 

James. Written eleven years prior to the novel, Scott's Secret History of the Court of 

James I (1811) engages with a complex and often contradictory debate surrounding 

the Stuart King by reproducing a selection of articles which offer contrasting 

versions of the King. Colvin claims that Scott's use of history as a medium did as



much to enrich men's lives as Shelly did with visions, or Byron with personal 

rebellion.10 In addition to the reprinted articles, Scott adds his own commentaries, 

proffering a further reading of the King by contrasting the expressed opinions of 

others. Although he does not directly address each alternative claim within the 

enclosed tracts, Scott's use of language in his footnotes, and in his individual 

introductions, cast the original authors into a light tainted by bias. For example, he 

comments upon the elitist nature of Anthony Weldon's perspective, chief 

proprietor of Jamesian criticism. Scott states:

But the fare of Scotland, even when amended for the presence of 

her native monarch, was but indifferently suited to the hereditary 

taste of Sir Anthony Welldon [sic], educated, as it were, among the / 

flesh-pots of the English court. (Scott 1811: 301-2)

Scott describes Weldon's description of James 'as a picture, though not an accurate 

one, of King James' court and character' (Scott 1811: II, 303). Scott's accompanying 

comments imply that Weldon's remarks were inherently biased against Scotland 

and the Scottish monarch, due to his own cultural self-positioning. Scott also casts 

Sir William Sanderson's Aulicus Coquinariae in a similar light, stating in his preface 

to this work that 'There are some men so delight in sinne, who rather than be idle 

from doing evil, will take much pains to scandal the dead' (see Figure 26) (Scott 

1811: II, 100). In this instance, Scott attributes Sanderson's negative depiction of 

James to the authors 'idle' nature, therefore intimating that Sanderson's claims are

10 Scott was considered by Colvin to belong to the conservative 'party'. (Colvin 84) Colvin claims that 
'Scott by kindling the dormant sympathy of the modern mind with past ages, lives, and customs, 
were perhaps each in his way doing as much to enrich the lives and enlarge the ideas of men as 
either Shelley, with his auroral visions of an emancipated future for the race, or Byron with his 
dazzling illustration of the principle of rebellion in his own person (Colvin 84).

279
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completely unfounded. Scott also offers a response to contemporary historian 

Francis Osbourne's rather negative look at James' hunting practice. Osbourne 

draws the following conclusions stating:

Thus satyricall, or, if you please, tragical!, was this sylvan prince 

against dear-killers, and indulgent to man-slayers, But least this 

expression should be thought too poeticall for an historian, I shall 

leave him dres'd to posterity in the colours I saw him in the next 

progresse after his inauguration, which was as greene as the grass he 

trod on, with a fether in his cap, and a home instead of a sword by 

his side: how suitable to his age, calling, or person, I leave to others 

to judge from his pictures. (Scott 1811: I, 195-6)

Figure 26. Sir William 
Sanderson. 'Aulicus 
Coquinariae'. Retitled 'James I: 
About to take Assay of the 
Deer'. Reprinted in Scott 1811, 
I, Flyleaf.
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Scott responds with image and words, verbally calling Osbourne's interpretation of 

the King's actions into question, offering the reprinting the image as evidence of 

James' hunting practice, allowing Scott's readers to formulate their own personal 

judgement. He writes:

That the reader may judge for himself, we have inserted the copy of 

a rare print occurring in Turberville's "Nobel Art of Venerie, or 

Hunting," 1611, prefixed to the chapter, entitled, "An Advertisement 

by the Translatour of the English Manner in Breaking up of the 

Deare". The huntsman is in the act of presenting to James the knife 

with which he is to make the assay, i.e. the first cut on the stag's 

breast, to discover how fat he is. The dress and appearance of his 

majesty is an excellent commentary on Osbourne's text. (Scott 1811: 

I, 196)

The depiction of James in Scott's historical enterprise is presented as a balanced 

view, offering both a supportive and an unfavourable spin on the early modern 

King. Scott does not attempt to reach a conclusion as to the 'truth' behind these 

depictions. Rather he draws on these complexities in his fictional project, 

demonstrating a multifarious vision of James in The Fortunes of Nigel.

Scott echoes with words the 'James' image that appears in Sanderson's 

engraving and described by Osbourne. In Scott s variation, the King is 'dressed out 

in his hunting-suit of green, doubly laced, and laid down with gowd' (Scott 1822: 

61). In matters of dress, Scott aligns his appropriation of the James character with 

the evidence reproduced in his own historical texts. Further to this, Scott utilises 

the same methodology of historical enterprise for his fictitious casting of the King.
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In the course of the novel the King, whilst on the hunt, is delivered a note by this 

destitute character. In response, James reportedly 'flung down the paper among 

the beast's feet, and cried, 'Away wi' the fause loon that brought it!' (Scott 1822: 

61). Scott employs the same technique of defence here as demonstrated in his 

history, adding a footnote to explain the behaviour of his own appropriation. He 

writes:

I think it amounted to this, that James flung down a petition 

presented by some supplicant who paid no compliments to his horse, 

and expressed no admiration at the splendour of his furniture, 

saying, "Shall a King cumber himself about the petition of a beggar, 

while the beggar disregards the King's splendour?" (Scott 1822 62)

It is this image that Staines illustrates, although slightly altered as Nigel Oilfaunt, 

the novel's chief protagonist, appears within the centre of the image. Staines' 

placement of James and Charles, in terms of the action of the piece, comments 

upon James' status as 'peacemaker'. The King is set back from the action of the 

foreground. In Parker's more static image, the positioning of the royal horse's head 

suggests respect, although could equally be read as an expression of submission. 

Rather than the rearing horse of Turner's portraiture piece in 1814, Parker's horse 

is depicted as subservient, foregrounding the position adopted by Staines' 'King' 

who allows his son to stand central to events and his man to peer over his shoulder. 

Despite the displacement of James suggested by this adaptation of The Fortunes of 

Nigel, Scott's novel grants a new type of life to James. John Ruskin comments upon 

Scott's use of history in the novel as granting a 'distinct idea, not only of historical 

events, but of national feeling at the time' (Ruskin 15). Therefore, Scott's
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background as historical commentator lends a particular weight to his fictional 

portrayal of James.

The King's actions in regards to the note are further complicated by the 

revelation of its contents. Without details of the message it contained, James' 

actions seem petty and based in vanity. However, read by Nigel, it is revealed the 

note contained word from the Lords of Council that persons of 'low condition' from 

Scotland were to be removed from the English court and imprisoned as they were 

reported to be 'dishonouring the royal presence with their base, poor, and beggarly 

persons, to the disgrace of their country in the estimation of the English' (Scott 

1822: 64). As displayed in the previous example, James' dialogue is heavily accented 

within Scott's depiction, inferring the King's retention of his Scottish nationalism. 

Therefore, revelation of the contents of the note offers a form of apology for 

James' actions in addition to Scott's own comment. Yet, as Nigel continues to read, 

a third rationale for disposing of the note is exposed. Nigel continues: 'here is a 

clause which says, that such idle suitors are to be transported back to Scotland at 

his Majesty's expense' (Scott 1822: 64). This additional clause suggests that the 

King's displeasure may have rested with the financial impact such a movement 

would have upon his purse. Scott does not offer a resolution for the event. Rather, 

he leaves these three rationales (respect, heritage and finance) in play, rendering 

his James something of an enigma, continuing in the formation of James' protean 

legacy. Scott constructs James' locale as a reflection of the King's consciousness 

reflected in the narration of Nigel's visit to James in which the narrator reports,

'The scene of confusion amid which he found the King seated, was no bad picture of 

the state and quality of James' own mind' (Scott 1822: 81-2). Echoing the use of
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setting as an impression of the King's mind, so too does Scott utilise the character 

of James to offer comment upon the author's cultural climate.

In Scott's introduction to The Fortunes of Nigel, added in 1831, Scott 

reflects that 'variety and discrimination of character' could be given 'unbounded 

scope' in a novel of the Jacobean period. For Scott, it was the only period in which 

such a multiplicity of characters could be presented whilst still maintaining 

'historical consistency' (Scott 1853: 4-5). He concludes that 'The state of society in 

the reign of James I was ... strangely disturbed' (Scott 1853: 5-6). Therefore, in a 

similar manner to Burke, Scott utilises the unidentifiable nature of the James figure 

coupled with the apparent disorder of the Jacobean period to comment upon the 

order and chaos of a post revolution Britain, reflecting the social upheaval of a 

nation in transition between Romantic and Victorian sensibilities.

5.3: Imaginary Dialogues and Correspondence Censorship

Whilst Scott utilises narrative report and minor dialogue to expound the 

complexities of his James character within the context of the novel form, William 

Landor interpolates the early modern King into a new type of appropriative 

medium. In his Imaginary Conversations project (c. 1882-3), Landor creates an 

exchange on the Romanish religion between 'King James I and Isaac Casaubon' in 

his collection of fantastic dialogues.11 In her article, 'Plato as a Writer of Imaginary 

Conversations', Marion Jewett Austin records that:

11 Interestingly, the name of 'Casaubon’ Is also Invoked in Eliot's Middlemarch, to lend a further 
connection to the scholarly lifestyle of one of her characters.
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To the student of literature, the term "Imaginary Conversations," as 

applied to dialogue writing, suggests the work of Walter Savage 

Landor, and of no other writer. This is partly due to the fact that 

Landor himself was firm in the opinion -  and frank in the expression 

of it -  that he had originated a new form of writing ... it requires no 

small amount of daring to affirm that Landor was not the creator of a 

literary form but rather the perfecter of an old type of dialogue, a 

type used to advantage by Plato, Xenophon, Cicero, Lucian, Fenelon, 

Bishop Hurd ... and many others. (Austin 243)

It is therefore unsurprising that Landor would choose James as one of his characters 

as, despite the author's opinion that he invented the genre, James utilised the 

dialogue format in 1597 with the publication of Daemonolgie. Rather than featuring 

the King as an author of the dialogue, Landor's enterprise in the mid nineteenth 

century renders James a character within this familiar format.

In order to legitimise his project as a construction of imaginary, yet historical 

dialogues, Landor returns to some typical Jamesian traits, habitually expounded in 

appropriations of James stemming from the Jacobean period as displayed in 

previous chapters. For example, Landor refers to James in relation to: the King as 

'God's anointed' (Landor 22); the Gunpowder Plot (Landor 25-6); his physical 

mannerisms as reported by Weldon (Landor 43); and his enjoyment of hunting 

(Landor 23 & 35), rendering Landor's James a visualisation that adheres to the 

popular conception of the early modern King. However, one common aspect of 

Jamesian appropriation which Landor chooses to abandon is the King's Scottish 

vernacular, such as that displayed in Scott's fictional representation. In the
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treatment of James' predecessor in the seventh dialogue between 'Elizabeth and 

Burleigh', Landor replicates the vernacular of the Queen as exhibited in her letters. 

Yet, James escapes such a construction. John Forster questions the motivation 

behind the removal of the King's Scottish accent and 'oddities of speech' but fails to 

offer a solution, commenting only that despite this dialectical excision, Landor does 

manage to capture James' 'native mother-wit, pedantic folly, shrewd cunning, real 

learning, dogmatic absurdities, argumentative subtleties, and ... hatred of Jesuit 

and presbyter as devouring as his love for himself' all of which 'were reproduced 

with humour and success' (Forster 338). Landor justifies his accurate portrayal of 

these historical figures by claiming that 'Engaging them in the conversations best 

suited to their characters, I knew perfectly their manners, their steps, their voices' 

(Colvin 100). In George J. Becker's opinion, Landor's subjects become Landor's 

'mouthpieces' and in this case, the author's message was political (Becker 454). 

Therefore, removal of such a key identifying marker as James' Scottish dialect 

appears to be tied to a particular nationalist motivation. Coupled with the title 

reference to the King as 'King James I', removal of accent eradicates the Caledonian 

origins of the monarch altogether, rendering him a testament to a specifically 

'English' history.

In the political arena, Landor began his career as a 'zealous Whig' (Colvin 

12). Landor uses the 'James' figure in his text to cast commentary upon the 

monarchical institution -  something that sat in contradistinction to Landor's Whig 

mindset. He issues James with the following dialogue: 'You know not, M. Casaubon, 

how pleasant a thing it is to converse naturally, because you have always done so' 

(Landor 26). James' delight in being able to speak points towards the closeted
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nature of state structure -  monarchy is shown to be something censored. This 

notion is further supported by Landor's use of metaphor in which he compares the 

King's circle as being akin to the situation of the sick room -  a place in which voices 

constantly are restrained.12 Here, Landor uses the image of the sick room to present 

a notion that much of James' political movements took place in whispers, implying 

that the early modern King practiced underhanded measures in the establishment 

of his policies. Landor's metaphor offers a commentary upon the corrupt nature of 

the seat of power which comes to fruition in the figure of the monarch.

This corruption of state power is given a final example in the closing 

moments of Landor's Imaginary Dialogue. Rather than portraying a figure of truth 

and honesty, Landor's 'James' admits that 'We Kings, when we say to parliament or 

other folk that we will think upon anything, mean always that we will dismiss it 

from our thoughts' (Landor 40). Prior to this example, Landor constructs James as 

engaging the personal pronoun 'I' whilst in dialogue with Casaubon, as opposed to 

the more common royal collective vernacular 'We' (Landor 22). The use of the 

collective 'We' here associates Landor's vision with the immortal concept of 

monarchy, uninhibited by temporal boundaries -th e  King's 'second' body. 

Therefore, Landor's 'English' James transforms into a symbol of generic 'English' 

monarch and subsequently offers Landor a means by which he may comment upon 

the nature of the ruling monarchs of his own time -  George III and George IV. Not 

only was the monarchy, as portrayed in Landor's text, a secretive and a dishonest 

institution, but it was a hypocritical one which mirrored the questionable nature of

12 Landor's 'James' states: 'It is like unto a removal from the curtained and closed chamber of 
sickness, where every footfall is suspended and measured, every voice constrained and lowered' 

(Landor 26).
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Popish authority as expounded in the body of the dialogue. The piece ends with an 

anecdote of James' return to court following his meeting with Casaubon. One of his 

courtiers recounts the tale of a Japanese visitor observing the Catholic Eucharist 

ritual who, being told he must eat the body of Christ, turns to the Archbishop and 

offers him the same reverence by biting him. James responds ' "See now," cried 

James, "the result of proclaiming that the pope is god upon earth'" (Landor 44). 

Landor sets Popish beliefs alongside the doctrine of Divine Right kingship in order to 

display the institution of monarchy in the same light as the supposedly corrupt 

Catholic faith. For Landor, both are based upon 'superstitions'. Through the 

manipulation of Jamesian appropriation, Landor comments upon British 

monarchical establishment. Akin to the Japanese visitor, Landor's vision of 

monarchy seems to be located within a discourse of pre-enlightenment, holding no 

place in an increasingly antiestablishment Britain at the beginning of the nineteenth 

century. This progression renders the traditional monarchical power a myth, which 

for Burke, was symbolised in the figure of James. Therefore, as the opinion of 

monarchy more general begins to deteriorate, so too does the representation of 

James.

Despite his use of the James figure as a tool for political commentary,

Landor offered his James a new voice by creating a fictional dialogue. However, the 

early modern King was not offered the same treatment in James Orchard Harwell's 

Letters of the King's of England in 1848. In fact, the opposite occurred and James' 

voice was censored. Halliwell was not the first editor to reproduce some of James' 

letters in this period, but was certainly the most significant. Between 1824 and 

1846, Henry Ellis reprinted eighteen letters within his collection Original Letters
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Illustrative of English History (1824-46). Whilst Ellis' duplicates remained largely 

loyal to those written by the King, an examination of Halliwell's collection illustrates 

that his collection is not only heavily edited, but heavily biased. Therefore, 

Halliwell's reproduction of James' letters, in this vast two volume collection, was by 

far the most significant edition of any of James' work to emerge in the nineteenth 

century. 13

Aside from Halliwell's accidental transcript errors (outlined in Akrigg's work), 

this edition of James' letters is violently edited. Akrigg says of Halliwell's edition 

that: 'Since Halliwell's is the most comprehensive selection of James' letters 

hitherto available, it has been the one most frequently used. Unfortunately it is 

completely unreliable, being one of the horrors of Victorian "scholarship"' (Akrigg 

1984: 33). In the opening remarks to Letters of King James VI and I, G.P.V. Akrigg 

observes that:

During the long era of the Whig interpretation of history, especially 

after it became laced with Victorianism, King James was seen as a 

"mean and despicable" monarch, an inadequate and ineffective

13 'Basilikon Doran' only suffered one alternative variation in the nineteenth century, included in 
Henry Morely's A Miscellany. Published in both Britain and New York in 1888, the text reproduces 
the King’s instructive text without James' side-notes. Whilst this does not affect the main body of 
text, it removes the structure of clarification which James provided though use of religious scripture. 
Therefore, it opens the text up to a further degree of interpretation to that of the original published 
version, resituating James' book within a field of discussion akin to the situation that supposedly 
provoked its publication in the first instance. Morley's edition is situation between Richard De Bury's 
'Philobiblon', a text dealing with the importance of the written word, and William and Robert 
Whistlecraft's 'Prosepctus and Specimen of an Intended National Work’. This work takes the shape 
of an epic poem, its subject matter, King Arthur and the round table. By situating Basilikon Doron 
within these two texts, the King's work is located within a discourse concerned with legacy, 
nationalism and historical location. See Morley 'Philobiblon' 9 -  81; ‘Basilikon Doran' 85 -1 6 1 ; 
'Prosepctus and Specimen of an Intended National Work 163-227.
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despot perversely hindering the powers of good in the form of 

parliamentary democracy. (Akrigg 1984: 15)

Akrigg points to a number of these excisions, noting them for the preposterous 

nature of their censorship. For example, examination of the letter Arkigg classifies 

as 'Letter 182' reveals Halliwell removes a seemingly innocent reference to the 

pregnant state of the Duchess of Buckingham (Akrigg 1984: 376). Akrigg's 

reproduction includes the words 'the sweet little thing that is in her belly' whilst 

Halliwell deletes this detail form the letter but includes a rather more austere 

footnote to clarify the lost meaning of the letter.14 Halliwell notes that the referent 

is 'The Duchess of Buckingham' and further informs the reader that she 'was 

enceinte at the time this note was written' (Halliwell II: 150). Similarly, James' 

reference to the 'Naked bed', although retained in Harwell's volumes, is defined 

thus:

"Naked bed," a quaint phrase in common use at this time, merely 

meaning that he was undressed and in bed. Night linen was not used 

in the middle ages, and hence, no doubt, the origin of the term, 

which occurs in Shakespeare's "Venus and Adonis," and most 

contemporary works. (Halliwell II: 168)

Halliwell appears to miss the erotic undertones of this phrase. He applies 

anachronistic readings to the early modern period, perhaps stemming

14 A second instance is found in a later letter in the collection in which the phrase referring to a 
young man who 'hath left a tythe in his wife's belly' is again removed for Halliwell's edition (Akrigg 
1984: 405). A further example of Halliwell's censorship occurs in the letter Akrigg labels 'Letter 209'. 
As James urges his son to accept the Spanish marriage he asks him to think as well upon the business 
of Christendom as upon the codpiece point'. Halliwell, however, forces the King speak vaguely of 
'the [other] point' (Halliwell II: 220; Akrigg 1984:33).
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unconsciously from exposure to repressed Victorian sensibilities, or consciously as a 

means by which to adhere to rules of social decorum. Any heterosexual, or indeed 

homosexual overtones are simply ignored. Yet, the letters Halliwell includes in full 

grant opportunity for the more discerning reader to detect the homoerotic nature 

of the 'Sweet boys' letters, suggesting that Harwell's oversight was indeed born of 

innocence rather than offering a negative commentary of the King's persuasions.15 

Whilst Akrigg may point a number of these excisions out, he does not considerer 

them in the broader sense of Jamesian visualisation within this period. The practice 

of censorship implies that the object being silenced is in some way corrupt. 

Therefore, it is the act and not necessarily the content that contributes to the 

impression of James in this period as outlined in Akrigg's words regarding Victorian 

depiction. It would not be farfetched to conclude that, for the Victorian reader, if 

James' letters are censored, then there must be good reason -  therefore James 

must have been a corrupt monarch.

Harwell's reprints have become associated with a moralistic bias through 

his language in the introduction to his collection. His 'bowdlerisation' process is 

explicitly stated as he writes:

We regret to add that, in some instances, the extreme grossness of

the originals has compelled us to make a few inconsiderable

15 Yet, included is the item that Akrigg describes as the letter in which 'King James declares his love 
for Buckingham’. The letter reads: 'I cannot content myself without sending you this present, 
praying God that I may have a joyful and comfortable meeting with you and that we may make as 
this Christmas a new marriage ever to be kept hereafter; for, God so love me, as I desire only to live 
in this world for your sake, and that I had rather live banished in any part of the earth with you than 
live a sorrowful widow's life without you. And so God bless you, my sweet child and wife, and grant 
that ye may ever be a comfort to your dear dad and husband’ (Halliwell II: 200; Akrigg 1984: 431).
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omissions. This fact does not say much for either the morality of 

James or for that of his omnipotent favourite. 16 (Halliwell I: xxxi.) 

This passage refers specifically to the James and Buckingham correspondence that 

that David M. Bergeron presents as evidence for James' homosexual tendencies in 

his 1999 publication, King James and Letters of Homoerotic Desire. Far from 

presenting a text for the public to read and interpret for themselves, Halliwell 

presents an influential commentary. The editor does not mark where these 

'necessary' omissions take place, nor does he outline the nature of the 

unacceptable discourse that supposedly occurs. As has been outlined, those 

elements that constitute 'extreme grossness' are, for the most part, innocent 

references to elements of human existence such as pregnancy. However the 

implication of this statement is that the letters have been severely altered due to 

the vulgar language and content the early modern King thought acceptable for 

inclusion in his correspondence. As such, a version of James is presented through 

an excision of his words rather than through the creation of additional fictional 

dialogues.

Yet, Halliwell does not present a completely debauched version of James. 

Halliwell concludes that 'many of his letters are deeply interesting, and perhaps we 

can excuse something for the entertainment they afford. We can readily believe 

him to have been more silly than wicked; more of a coward than a hypocrite'

16 Alister McGrath sums up the nature of 'bowdlerisation' thus: 'The English word "bowdlerize" was 
originally coined around 1836 to mean "to edit heavily someone else's work, so that it conforms 
with your notions or propriety". The word derives from Dr. Thomas Bowdler (1754-1825), who 
published in 1818 an edited version of Shakespeare's works entitled The Family Shakespeare. Its 
chief selling point was indicated on its title page, which informed the readers that "those words and 
expressions are omitted which cannot with propriety be read aloud in a family". Although this 
edition met with an adverse critical reaction, the general public loved it' (McGrath 306).
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(Halliwell I: xxxi). For Halliwell then, despite his faults, James offered a vision of a 

harmless King rather than a tyrannical King. Halliwell not only adheres to, but 

repeating the old association of James as 'the wisest fool in Christendom' (Halliwell 

I: xxix).

5.4: James and the Nineteenth Century Periodicals

Published cheaply to attract a wide readership, the nineteenth century periodical 

offered a further new type of medium in which James was interpolated. The 

periodicals ranged in price and distribution attracting adolescents and adults from 

working class backgrounds to those of middleclass upbringing.17 Therefore, the 

exposure of the periodical vision of James reached perhaps a wider and more 

varied audience than any appropriation so far acknowledged. As with Scott and 

Landor's appropriations, the James of the periodicals is displayed within familiar 

setting such as within the Gunpowder Plot narrative. Where the magazines of the 

later nineteenth century vary from the earlier depictions is in their treatment of 

James within these recurring motifs. Highly exaggerated and sensationalised, James 

is moulded to create a distinctly comic figure of the early modern King. In 1871, a 

retelling of the Gunpowder Plot appeared in Boys of England: A Young Gentleman's 

Journal of Sport, Travel, Fun and Instruction with the title 'A Grand Dramatic, 

Historico -  Tragi -  Comico -  Sensation Story of the Gunpowder Plot'. The 

multiplicity of terms within this title equates with the volume of variation exhibited 

in the appropriation of the King and those legends which surrounded him. In fact,

17 For more on periodicals and their reception see Brake, Bell and Finkelstein; and Don Van and Van 

Arsdel.
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the repetition of these narratives enters the tale of the Gunpowder Plot into a 

position akin to the traditions of folklore and fairytale, replacing the fantastical 

world of fairies and magic with an equally fantastical tale from history. For Julie 

Sanders, the link between historical legend and fairytale is a natural relationship, 

stating that, 'The overlap between the genres of myth, legend, folklore, and fairy 

tales has exercised many scholars' (J. Sanders 82). As has been demonstrated in 

previous chapters, retellings of the Gunpowder Plot have undergone a progressive 

movement, emerging as a celebration of survival, taking on mythical proportions 

and morphing into a fantastical, yet historical legend in which good triumphs over 

evil. Therefore, selection of the Gunpowder Plot tale, with its incredible characters 

and conspiracies, provides suitable content to sit alongside the fairytale, 

particularly as its chief character was an avid supporter of such supernatural 

concepts.

Often the periodical author does not offer a definitive stance, placing James 

within a Kind of limbo, echoing the ambiguous claim forwarded in Boys of England 

that James 'was not a bad King if you compare him with many worse' (Boys of 

England 1871:16). This is perhaps due to the fact that much of the negative aspects 

commonly associated with James -  the drinking, the hunting, the swearing and the 

homosexuality -  are in no way suitable material for a young Victorian audience. Yet 

neither is this material evident within the adult magazines of the period, no doubt 

due to the Victorian sensibilities which dictated Halliwell's excisions a few decades 

previous. What is left is an exaggerated form of the 'wisest fool' adage -  a figure 

not wholly bad but not wholly capable either. This clash informs the continuous
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protean vision of the King in his afterlife, and is often manifest within the magazine 

depictions, particularly through the retelling of the Gunpowder Plot.

The initial visual image of James that accompanies the opening of the serial 

'Guy Fawkes; or, The Fifth of November' printed in Boys of England: A Young 

Gentleman's Journal of Sport, Travel, Fun and Instruction, corresponds to the visual 

and literary images of James recorded in his lifetime, but presented here in an 

exaggerated form (see Figure 27). His legs are thin, his stance, with one knee 

turning in, is more feminine than masculine, and his fear of violence is illustrated 

via the depiction of the King tied with rubber bands in order to hold him together 

should he be blown up. The accompanying text supports this image as, when asked 

if they will support their monarch, the courtiers respond 'we will support your 

majesty through thick and thin -  especially thin' (Boys of England 1871: 267; 80). 

Yet, this episode ends with an altogether different textual image of James. In a state 

of fear and calling for Fawkes to be arrested he cries 'Then awa' wi' him to the 

deepest doojin in the Tour o' London!' a line delivered, according to the narrator, 

whilst James was 'trying to look like Henry VIII' (Boys of England 1871: 267; 80). 

Notably, James' desire to emulate Henry VIII suggests both insecurity on the part of 

this version of James and a kind of absurdity given the svelte image of James that 

opened the series. Interestingly, the next instalment opens with a realisation of 

James' desire in a cartoon entitled 'The Claimant' (see Figure 28). This image is 

more akin to the figure of opulence signified in the common representation of 

Henry, as exhibited by the illustration accompanying the Henry instalment of the 

same series (see Figure 29). The stance of the figure in 'The Claimant' echoes that 

of that of the Henry illustration, right down to the inclusion of the walking cane. Yet
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the recognisable image of the hunting hat and protruding plume is so regularly 

associated with James Vl/I that it places identification of 'The Claimant' as King 

James. By envisioning James in this way, first verbally, then visually, the illustrated 

James is presented as demonstrating his own style of nostalgic invocation, utilising 

Henry's name in the same way James' had been utilised by Burke and Eliot -  

invoking heritage for contemporary usage. However, what is also flagged up in the 

comparison of these two extremely diverse images is the portrayal of James as 

shape-shifter, moulded from the thin, rubber band wearing monarch, to the rather 

more Henry figure depicted in 'The Claimant'. This shift illustrates the protean 

nature of James once again, this time graphically and illustrative of the speed within 

which the presented image of James can be transformed.

Left: Figure 27. 'We Swear' 
in 'Guy Fawkes; or, The Fifth 
of November'. Boys of 
England: A Young 
Gentleman's Journal of Sport 
Travel, Fun and Instruction. 
23 December 1871: 80.

Right: Figure 28. 'The 
Claimant' in 'Guy Fawkes; or 
The Fifth of November'. Boy: 
of England: A Young 
Gentleman's Journal of Sport 
Travel, Fun and Instruction. 
30 December 1871: 96.
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Left: Figure 29. 'Henry Vili' 
in 'Comic Lives of the 
English Kings'. Boys of 
England: A Journal of 
Sport, Travel, Fun and 
Instruction for the Youths 
of All Nations. 18 August 
1876: 192.

Right: Figure 30. 'Falstaff' 
in Albert Bigelow Paine.
Th. Nast: His Period and 
His Pictures. New York: The 
Macmillan Company, 1904: 
135.

Yet there is another figure with whom this body shape is regularly 

associated. Also frequently depicted with an elevated stance, large girth and 

walking cane is Shakespeare's Sir John Falstaff (see Figure 30). By changing the 

'shape' of Jamesian image, the illustrator of the periodical immediately associates 

the Jamesian character not only with Falstaff's renowned greed and gluttony but 

with his jovial and friendly nature, situating James within an ambivalent discourse. 

The periodicals, chiefly those aimed at a younger market, habitually create an 

alignment between James and aspects of the Shakespearian legend. The Elizabeth 

and Shakespeare connection has often been drawn, most recently by Helen Hackett 

(2009) who considers manifestations of this relationship across the centuries. 

However, the outcome of the James/Shakespeare relationship differs from the 

mutual support of the Elizabeth/Shakespeare alliance.

Continuing the James/Shakespeare connection, Judy, a periodical aimed at

an adult readership, also offers a retelling of the Gunpowder Plot, created through 

cartoon strip (Judy 1887: 216). Echoing the comic treatment of the event as
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exhibited in Boys of England in 1871, Judy's 'James' draws the same literary 

comparison between the event and Shakespeare, not only thorough the portrayal 

of James in the manner of Falstaff but through the amalgamation of James' voice 

with Shakespeare's text. Responding to the popularity of the detective story in this 

period, the Gunpowder cartoon features a court detective named Hawkshaw (see 

Figure 31). As James hands him the Monteagle letter, and gives instruction to arrest 

Fawkes, the cartoon James states:

"Hoot! between and eagle and a hawk we should not buzz hard to 

ferret this out," and he smiled. "Ah, good Hawshaw! Stands Scotland 

Yard where it did, or have our enemies to limbo blown it? See in your 

hands I place this case". (Judy 1887: 216)

Figure 31. The True Story of the Gunpowder 
Plot'. Judy, or the London Serio-Comic Journal 
02 November 1887: 216.

“ Where’s Hawkshaw, our court detective/" 
cried His Majesty. 11 H oo t! between an eagle and a 
hawk  we j-hould not buzz bard  to ferre t this out, 
and he smiled. “ Ah, good Hawkshaw! stands Scot
land Yard where it did, or hive our enemies to limbo 
blown it? See, in your hands I plac: this case.

This scene applies the familiar language of Shakespeare's Macbeth to the less

familiar James. Contrary to the Elizabeth/Shakespeare relationship, the bard is used 

here to grant authority and familiarity to the early modern King. Parroting



Macduff's words, 'Stands Scotland where it did?' in Macbeth, Judy's James is not 

only associated with the Scottish play supposedly written for James in 1604, but his 

language here bears the eloquence and longevity of Shakespeare's work (Mac. 

4:iii:164). This process fulfils the magazines brief, highlighted in Judy’s opening 

speech which states: 'Since serio-comic now is all the rage, / In jest we'll speak the 

language of the Stage' (Judy 1887:1). By merging the Jamesian mythos with the 

Shakespearian mythos, the author of the cartoon creates a new type of duo-myth in 

which these two early modern figures are combined to form part of the legend of 

the Gunpowder Plot.

Association with Shakespeare, or with Shakespearian characters, offers a 

secondary level of complex analysis. Unlike Hackett's observation of the positive 

results of the Shakespeare/Elizabeth alliance, the James and Shakespeare 

relationship does not tender quite the same clear cut outcome. It is perhaps 

through the retelling of the John Smith story in The Boy's Own Paper (1884) that the 

complex nature of these Jamesian appropriations is most evident.18 Although James 

does not physically appear within the action of the tale, he features briefly within 

the narrative, once again associated with the bard. The narrator records:

As if to keep things as unpleasantly romantic as possible, King James 

had invented a new method of naming a leader. His majesty had 

evidently been struck with the Merchant of Venice, for instead of 

nominating a man he presented to voyagers with a wonderful box all 

covered with seals. The box was not to be opened till the site of the

18 'John Smith the Great: A True Story of Adventure, Peril, and Success'. The Boy’s Own Paper. 30 
August 1884: 294; 06 September 1884: 780; 13 September 1884: 786; 20 September 1884: 808; 27 

September 1884: 823.
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colony was reached, and then the King's wishes would be found 

therein. (Boys Own Paper 1884: 296, 786)

Aligned with Portia's father in The Merchant of Venice, James becomes the 

overbearing tyrant, the implement of suffocation of an otherwise free spirit. By 

considering Portia's exclamation '0 me, the word choose! I may neither choose 

who I would, nor refuse who I dislike; so is the will of a living daughter curb'd by the 

will of a dead father' (MoV. I:ii: 22-25). James comes to represent the suppressor of 

youth. The paradoxical phrase here of 'Unpleasant romantic' suggests a similar 

frustration as exhibited by Portia in Shakespeare's play. However, if we consider 

Nerissa's words - 'Your father was ever virtuous, and holy men at their death have 

good inspiration', James becomes the idealised father figure, the wise advisor, 

echoing the comparison to the Solomon figure nurtured during James' historical 

reign (MoV. l:ii:27-28). Once again the figure of James fails to be harnessed within 

this text. It is not clear whether he embodied in the paradoxical phrase 'unpleasent 

romantic' -  a conjunction that works due to the continued protean nature of the 

King and his mythos.

Certainly, the common motifs explored in earlier chapters occur, but the

most frequent depiction of James in these papers is an exaggerated comic

character, signified by a particularly Scottish association.19 Most of those magazines

that offered a glimpse of the early modern monarch are specifically classified as

19Two examples of the emphasis of James' 'Scottishness' are as follows: 'The King was seated in an 
easy posture in his eosy-chair, wrapped in his reflections and a Scotch plaid gown, and breakfasting 
on oatmeal porridge flavoured with Scotch snuff'. The author refers to him as the 'Caledonian 
monarch' ('Guy Fawkes; or, the Fifth of November' 266). Fawkes is asked what he expected to 
achieve, to which he replies: '"Expect? Why, to blow back the beggarly Scots to their native 
mountains." Every Scotsman present, and most were of that nationality, played with the handle of 
his claymore, and swore that the insult should not pass Scot free' ('Guy Fawkes; or, the Fifth of 
November' 267).
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'English' (Boys of England, Monthly Packet for Members of the English Church, 

Englishwoman's Domestic Magazine etc.). This particular 'English' centrality may 

offer a motivation for the anxieties and contradictions that occur in Jamesian 

appropriation within these magazines. The English authors of these magazines 

present a comic view of a British King in the Victorian period by highlighting his 

position as foreigner -  as something other than English -  therefore James becomes 

a figure which can be satirised without displaying anti-national sentiment.

Conclusion

By the end of the nineteenth century, the personalising tendencies of Scott and 

Landor had given way to the depersonalisation of the early modern King. The 

exaggerated stock comic figure of James, manifest in the periodicals, signalled the 

beginning of this process. We get a sense of the past as past in these instances, as 

something that sits at a distance to the present -  a past that, like Portia's father, is 

no longer living. Yet, like Portia's father, James still impacts on the present, 

commenting silently upon the control or lack thereof of the nineteenth century 

readers of children's periodicals . Gone is the desire to connect with the 

personalities of the past as explored by Landor. Indeed, gone is the nostalgic 

glances expressed by Burke for example when he writes 'We wished at the period 

of the Revolution, and do now wish, to derive all we possess as an inheritance from 

our forefathers’ (Burke 117). Indeed, it could be argued that all these examples 

offer a disconnected vision of James, precisely because they are only visions.

Sander's writes that:
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One of the reasons fairy tale and folklore serve as cultural treasuries 

to which we endlessly return is that their stories and characters 

seem to / transgress established social, cultural, geographical, and 

temporal boundaries. They are eminently adaptable into new 

circumstances and contexts, making themselves available for "other 

versions". (J. Sanders 82-2)

The ambiguity surrounding the nature of James' historical existence leads to a 

plethora of 'versions', each dictated by contemporary social and cultural influence. 

Therefore, each manifestation of the 'James' figure is a fragmented representation 

of the unachievable historical 'truth' made possible through James' protean 

existence. Returning to Middlemarch, Eliot's reference to James' use of the phrase 

'Makdom and Fairness' not only sits out of context, but is not quoted in the original 

style. Selected solely to enhance Eliot's argument, the inclusion of this phrase offers 

a fleeting glimpse of the early modern King. Even those sustained Jamesian 

appropriations present little more than a culturally influenced arrangement of 

fragments, a situation which would continue into the next centuries, intensifying to 

create a signifying, disembodied tool for contemporary societal exploration -  a 

process that begins in the literature and art of the Romantic and Victorian eras.
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Chapter Six

20th/21st Century Evolutions: The Progressive Construction of James as a 
Social and Political Symbol 1901-2009.

Susan Doran and Thomas S. Freeman's 2008 book Tudors and Stuarts on Film: 

Historical Perspectives considers 'not only ... why certain figures and topics of early- 

modern Britain have been the subject of film, but also why certain others have been 

partially or entirely passed over' (T. S. Freeman 4). Included in Doran and Freeman's 

text is an essay by Roland Hutton claiming that, by the twentieth century, King 

James Vl/I is relegated to the position of 'unknown'. Hutton writes:

As a film character he reaps the reward that he so self-consciously 

sowed, in his shyness of the public and dislike of display, his rejection 

of heroic posturing and his commitment to balance and 

reconciliation. As a result he is the only British monarch to reign 

between 1558 and 1685 whom most of the modern public simply 

cannot picture, and that is not cinema. (Hutton 250)

In Hutton's view, James' constructed image of 'peacemaker,' as discussed in Part 

one of this thesis, does not hold the same tantalising glamour as other monarchs 

within the early modern period. In a reign described by Hutton as a period of 

'uneventful tranquillity', some of James' most noteworthy achievements lie in his 

written word, not a feat easily translated to screen with any degree of suspense or 

intensity. Such a lack of intrigue, drama, or violence offers a theory as to why, in 

Hutton's opinion, James fails to occupy a memorable position in the historical
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recollection of British royals, culminating in a Jamesian void within the critical 

catalogue of early modern monarchical appropriation.

However, despite the failure of James' written work to prove an alluring 

screen prospect, his literature generates enough interest to warrant multiple 

reproductions during the twentieth and twenty-first centuries. Notwithstanding 

Hutton's claim that the appropriation of James' image is not a popular cinematic 

choice, the film instances that do exist certainly warrant examination. It addition, 

throughout this period, James is appropriated in a wide variety of media with 

current technological advances signalling a potential, new, digital age for Jamesian 

appropriation. This chapter constitutes the first investigation of Jamesian 

representation in the 20th and 21st centuries. As it is the first study of this nature, 

this chapter cannot hope to cover the full catalogue of Jamesian appropriation in 

this century.1 Therefore a series of significant moments are presented, taking into 

account the multiplicity of genres, considering historical texts, film, TV series, 

animation, plays and a musical. The twentieth century sees a shift away from the 

nineteenth century's wistful glances towards James.2 Rather, by investigating a 

series of moments in which James becomes the focus of literary and artistic 

attention, this chapter tracks the changing contexts of Jamesian appropriation that 

occur in the early part of the twentieth century in which the King progresses from a 

vehicle of nostalgia to a mechanism for cultural critique.

Recent criticism of the appropriation of early modern monarchy has 

frequently displayed a new historicist flavour, considering not only the

1 The sheer volume of neglected instances offers further support for the necessity of this type of 

study.
2 See Chapter Five of this thesis.
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historiography of the depiction, but inherent contemporary implications. For 

example, according to Thomas S. Freeman, examples of Henry VIII on stage and 

screen in the twentieth century function as 'a surrogate for contemporary tyrants or 

tyrannies' (T.S. Freeman 'A Tyrant for all Seasons' 43). For Carole Levin, the 

appearance of Lady Jane Grey on screen offers a means by which to comment upon 

the economic degradation of the Regan and Thatcher governments in the US and 

UK respectively (Levin 76-87). Speaking of Elizabeth (1998) and Elizabeth: The 

Golden Age (2007), director Shekhar Kapur talks of the connections between the 

1998 'Elizabeth' and Indira Gandhi and between the 2007 'Elizabeth' and Princess 

Diana. Kapur asserts that 'If you can't see our own times and lives in a film ... there's 

no reason to make it' (Moss The Guardian).3 Taking Kapur's words as a mantra for 

recent film appropriations of early modern monarchy, one must conclude that 

those neglected appropriations of James also serve as proximatlons. The protean 

nature of the early modern King offers a multiplicity of components for the 

Jamesian appropriator to choose from. This allows the figure of James to be 

moulded in a variety of fashions -  each functioning within the particular context of 

the constructed hypertext, and within the moment of that construction. The 

question of correlation between early modern and contemporary contexts will be 

addressed throughout the chapter. Jerome De Groot claims that history is a 'socially 

and culturally constructed and consumed entity ... able to remind the individual of 

their distance from the past while enabling them through that difference to 

understand themselves somehow in a way more complex than hitherto' (De Groot 

2010: 5). It is through the conflict between contrasting characterisations of the King,

3 For more on Elizabeth as a contemporary cultural icon see Westbrook 164-177.
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emanating from his protean existence, that Jamesian appropriation has been 

moulded into a functional instrument for cultural commentary. Each section of this 

chapter will deal with one exemplary moment of Jamesian appropriation, looking 

not only at the ways in which James is portrayed, but how external cultural context 

impacts upon translation of the King. This chapter will question the degree to which 

James becomes a literary 'tool' for direct political and social commentary, 

particularly in the later decades of the twentieth century and in post-millennial 

appearances.

Section one investigates interest in James from a textual perspective, 

tracking shifts in criticism from the early texts of the twentieth century. The trends 

in criticism are identified in order to observe the similarities or differences in 

appropriate trends. Whilst these critical texts are important in terms of their 

influence on the perceived historical 'narrative' surrounding James, they do not 

constitute a source text for adaptation. Rather, they function as a bank of 

information from which perception of history is constructed and therefore the 

'James', represented in these literary and filmic texts, becomes a figure 

appropriated from a conception of history, rather than an adaptation of these 

critical works.

Section two looks at the first the appropriations of James on screen, and also 

in text by Virginia Woolf, indicating that whilst James is being translated into the 

new medium of film, the early modern monarch continues to be subject to 

appropriation within written fictions. This section will look at the way in which 

James is introduced as a moving image to a US audience as well as how Woolf 

engineered her version of James to serve a modern contextual purpose, offering a
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disguised comment on relations with the Soviet Union. The next significant moment 

of Jamesian appropriation occurs in the 1950s with Lew Landers' 1953 film, Captain 

John Smith and Pocahontas. Not only does this film offer the first colour 

representation of James, but it is also the first appearance of James in a non-silent 

screen role. Section three will consider James' function as a framing device to the 

dominant narrative within this film and, through comparison with the retelling of 

this story in Terrence Malick's 2006 version, A New World, how inclusion of the King 

appears to reveal a particular political purpose. Section four examines James and 

the historical novel. This section concentrates exclusively upon Nigel Tranter's work 

as he is the only historical novelist to produce a number of volumes with James as a 

reoccurring figure. Master of Gray (1961) and The Wisest Fool (1974) receive most 

attention within the chapter as the first instalment features -  most unusually -  the 

translation of a youthful poetical James whilst the second takes James and the 

accession as the central focus. Section five looks at how the figure of James is 

offered to a wider audience via the TV series and to a younger audience though 

Disney's enterprise. This section will offer an analysis of Jamesian appropriation in 

the 1978 television series Will Shakespeare and of Disney's 1993 Pocahontas II: 

Journey to a New World. Finally, section six investigates the appearance of James in 

retellings of the Gunpowder Plot. As 2005 marked the 400 year anniversary of the 

treason, commemoration of the event sparked an explosion in retellings, and, as a 

result, this period provides the richest examples of Jamesian appropriation. 

Therefore this section devotes considerable space to the varied range of 

translations emerging at this time. Throughout the examination of the Gunpowder 

Plot narratives, the evolution of James from a vehicle for cultural commentary to an
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explicit political 'symbol' will be addressed. Gilies McKinnon's Gunpowder, Treason 

and Plot (2004 -  DVD release 2005), Jasper Kent, Robert Piatt & Robert Starr's 

musical Remember! Remember! (1998 -  first public staging 2005), two plays - Frank 

McGuinness' Speaking like Magpies (2005) and Bridget Foreman's Remember, 

Remember (2005) -  and David L. Young's novel Gunpowder Treason and Plot: A 

Novel (2006) are examined for their explicit use of the James figure. Often tied 

overtly to notions of terrorism, these later appropriations offer clear examples of 

how James, in this modern time, becomes a somewhat disembodied 'sign', utilised 

for political and social commentary on a local and global scale, often connecting 

with our lived reality.

6.1: Jamesian Historiography in the 20th and 21st Centuries

From the beginning of the twentieth century, editors demonstrated an interest in 

James' texts and indeed these editions continue to emerge. According to Jerome De 

Groot, '"History" as a leisure pursuit boomed' in the 1990s and beyond (De Groot 

2009: 2). For De Groot, 'Britain is a society fascinated [with history], continually 

reading, rereading, plotting and conspiring different versions and different 

timelines' (De Groot 2009: 2). In this flurry of historical activity, James is firmly 

planted amongst the monarchs 'revisited' in historiography. Academic interest in 

James' writings far outweighs that of Queen Elizabeth I.4 Six editors deserve 

mention for their contribution to Jamesian studies in this period. Alan F. Westcott,

C. H. Mcllwaine, James Craigie, G. P. V. Akrigg, J. P. Sommerville and Neil Rhodes.

4 See my Introduction for full details on these.
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The earliest edition of James' work in the twentieth century is Alan F. 

Westcott's edited collection New Poem's of James I of England (1911). Wescott's 

text constitutes the first dedicated replication of MS. Add. 24195 and, according to 

his preface, the first time a little under half of the poems have appeared in 

published form at all (Westcott vii). It was Westcott's intention that this text deal in 

the main with the King's poetic enterprise, with only 'incidental' reference to James' 

other writings (Westcott viii). He presents these poems as 'newly discovered 

material' through which 'such facts of literary significance as have remained 

unknown or insufficiently recognized' can be presented (Westcott viii). For Westcott 

these obscure poems offer a further insight into the person of James VI and I, and 

therefore, unknown to the editor, they contributed to the investigation of the King 

that took place over the forthcoming century.

Westcott's publication is closely followed by C H Mcllwain's 1918 The 

Political Works of James I reprinted from James 1616 Works. Mcllwain provides the 

first significant pre-war publication of James' political writings in the twentieth 

century. In his lengthy introduction to James' texts, Mcllwain focuses less upon 

James as author and more on James' life and policies, painting a picture of a King 

whose literature certainly proves his erudition, but whose focus upon his right to 

rule, coupled with his peaceful nature, rendered him an ineffective king.5 Mcllwain's 

extensive preamble is peppered with words such as 'feudal, 'inconsistent' and

5 Mcllwain writes: 'His pedestrian mind, his earlier political experience, and his shrewdness in all 
things touching his own interests, all contributed to an overwhelming insistence on the hereditary 
character of his title, which appears no less clearly in his earliest works that in his latest political 
utterances'(Mcllwain xxxvi).



'hypocrite' (Mcllwain xxxvii, xl, xli) . 6 Although Mcllwain does not explicitly offer a 

verdict on James' success, or otherwise, use of these adjectives establishes a 

negative tone throughout his introduction.

Perhaps the most significant twentieth century editor of James' works is 

James Craigie who produced five lengthy editions for the Scottish Text Society 

collection.7 Craigie's editions certainly provide a comprehensive version of James' 

major works, but what makes Craigie's poetry editions unique is that, for the first 

time, all of James' poetical texts are gathered together in a two volume work.8 In 

1984, another milestone in Jamesian studies was achieved when G. P. V. Akrigg 

published the most complete and reliable edition of James' letters to date. Previous 

to this collection, the most popular texts for consultation on this matter were J. 0. 

Halliwell-Philips' Letters of the Kings of England (1848) and John Bruce's Letters of 

Queen Elizabeth and King James VI of Scotland (1849). Whilst Bruce's text may have 

offered accurate replication of the letters, its content was somewhat limited, 

granting access only to the correspondence between Elizabeth and James.

Halliwell's text, although more varied, was riddled with inaccuracy -  a situation 

Akrigg attributes to 'one of the horrors of Victorian "scholarship"' (Akrigg 1984:33). 

Akrigg's Letters of King James VI & Us therefore not only the most comprehensive

6 Mcllwain's observations continue in this vain as, despite his praise of James' war of words in the 
European uprising following the battle of White Hill, when the battle 'passed from words to arms' 
Mcllwain maintains that 'James played a sorry part as protector or leader' (Mcllwain xv-xciv, Ixxx).
7 Craigie The Basilicon Doron of James VI and I. 2 vols. 1950; The Poems. 2 vols. 1955; 1958; Minor 
Prose Work of James VI and 1.1982. The mandate for the Scottish Text Society initiative states that 
'Since 1882 it has played a significant part in reviving interest in the literature and languages of 
Scotland. The Society's editions are both scholarly and accessible'. Scottish Text Society. 
http://www.scottishtextsociety.org/27/05/2010. James' selection for such as collection suggests not 
only an interest in his works, but a desire to give this work back to a modern readership by making it 
more 'accessible'.
8 Craigie notes in his preface to Volume I that 'It is surprising, in view of their author's important 
place in history, that there has never yet been a complete and collected edition of the poetical 
writings of James VI of Scotland and I of Great Britain. The present volume is the first of two which 
are intended to supply that deficiency (Craigie 1958: v).

http://www.scottishtextsociety.org/27/05/2010
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edition of James' letters to emerge from the twentieth century, but the most 

reliable and comprehensive to date. Again, publication of the King's 

correspondence provides a further source of investigation into the figure of James 

VI and I. For Akrigg, reading of these letters solidifies the notion that the King 'was 

no ordinary monarch' (Akrigg 1984: 3).

Ten years after Akrigg's addition to the Jamesian catalogue, a second version 

of James' political texts went to publication. Included as part of the 'Political 

Writings' series, J. P. Sommerville's 1994 edition of James' most prominent political 

works comes from another significant editor of James' writings in the twentieth 

century.9 Somerville's introduction begins with the unambiguous statement -  

'James VI and I was one of the most influential British political writers of the early 

modern period' (Sommerville xv). For Sommerville, James' writings 'are of major 

importance to the study of British history in the years before the Civil War,' citing 

John Locke and Thomas Hobbes as James' equals (Sommerville xxviii).

The most recent edition of James' writings, published in the twenty-first 

century, combines the King's political work with his poetical endeavours. Neil 

Rhodes, Jennifer Richards and Joseph Marshall's King James VI and I: Selected 

Writings (2003) looks at the broad spectrum of James' literary interests for the first 

time with only the King's letters remaining unrepresented.10 Unlike Mcllwain's 

rather more biographical approach to James' works, Rhodes et al sell the contents 

of their book as a collection of James' more significant works, the study of which

9 The 'Cambridge Texts in the History of Political Thought’ series, edited by Raymond Geus and 
Quentin Skinner, 'aims to make available to students all the most important texts in the history of 
western political thought, from ancient Greece to the early twentieth century ... When completed 
the series will aim to offer an outline of the entire evolution of western political thought'. (Series 
Note in Sommerville). The Series Editor’s decision to include James amongst their political theorists 
points to the increased value of James' political works in the latter part of the twentieth century.
10 Rhodes acknowledges this and justifies their absence in the Preface to the collection.
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'enables us to see him as part of the literary renaissance which coincided with the 

massive expansion of the book trade in the late sixteenth century' (Rhodes,

Richards and Marshall 2). The collection also includes James' Daemonologie, the 

King's most popular singularly reprinted text. The first twentieth century edition of 

this text is published in 1924, edited by George Bagshawe Harrison and James 

Carmichael. This edition witnessed a number of reprints attributed to one or other 

of the original editors in 1966,1969,1996 and 2006. German editions of 

Harrison/Carmichael text are published in 1924 and 1969 and, in 2004 a further 

exclusively German edition went to print edited by Oliver Fehn. Recent editions 

adopt the more modernised spelling, Demonology, beginning with Paul Tice's 

edition in 2 0 0 2  with many subsequent editors following the trend, the most recent 

being Juergen Beck's 2010 digital edition formatted for digital book readers such as 

the Kindle and Apple's iPad, perhaps signifying the beginning of a new technological 

age in Jamesian studies.

The fact that Daemonologie receives most attention indicates a continued 

fascination with witchcraft and the supernatural within both the world of academia 

and the literary world more general. More significant for this study, it also offers an 

insight into the continued popularity of James' writing. Therefore, it is somewhat 

apt that two of the four most influential academic texts to emerge from the 

twentieth and twenty-first centuries, contributing to Jamesian studies, focus 

entirely on his written word -  Daniel Fischlin and Mark Fortier's collection Royal 

Subjects: Essay's on the Writings of James VI and I (2002) and Jane Rickard's
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Authorship and Authority: The Writings of King James VI and I (2007).11 Fischlin and 

Fortier's text presents the first book length study of James' works whilst Rickard's 

book is the first monograph dedicated to an examination of the King's authority in 

written word. Both are born of the re-examination of King James that emerged 

during the course of the twentieth century and both contribute to the perpetuation 

of this shift.12

A similar pattern emerges within historical texts. An apt starting point from 

which to track this movement is with a further influential text -  the first modern 

biography of James by D. H. Willson. Pauline Croft's biography of the King in 2003 

recognises Willson's return to 'the seventeenth-century stereotype' as expounded 

by Anthony Weldon (Croft 6 ) . 13 Willson's portrait of the King offers a more detailed 

but no less scathing depiction than the oft repeated adage, 'James I slobbered at 

the mouth and had his favourites; he was thus a Bad King' taken from the school 

boy classic, 1066 and All That (1930) published in the earlier part of the century. 

Croft continues that 'More recently, historians have returned to reconsidering 

James as a serious and intelligent ruler' (Croft 6 ) . 14 This historiographical turn seems

11 From 1901 there have been many biographies, historical accounts and general commentaries 
published on James VI and I; too many to be able to deal succinctly with all of them. Therefore, the 
most significant (in my opinion) will be dealt with here. For general overviews of Jamesian criticism 
see Croft 1-9; Lee 1984:151-163; Rickard 28-30.
12 Rickard acknowledges this point herself in her introduction. She writes: 'The present book 
contributes to this reassessment of King James by examining the ways in which his writings were 
simultaneously response to, a strategy for dealing with and a factor in the problems and criticisms he 
faced’ (Rickard 28).
13 For more on this see Chapter 4 of this thesis.
14 Croft also recognises the difficulty of wading through the vast array of historical material written 
about James, stating that 'Partly as a result of the profusion of sources, and partly because the reign 
aroused conflicting opinions from the early seventeenth century onwards, the quantity of later 
historical writing is immense. Over the last quarter-century, a further outpouring of scholarship has 
made it particularly difficult for those trying to cut their way through the thicket. This book does not 
impose one particular viewpoint, but attempts to set out the evidence as fully as possible. Historians 
can never escape from their own preconceptions, but the aim has been to offer a clear narrative
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to coincide with Marc L. Schwartz's 1974 article 'James I and the Historians: 

Towards a Reconsideration'. Schwartz revisits early modern documents to 

reconstruct an image of the King that deviates from Willson's depiction. For 

Schwartz, Willson's biography demonstrates that the author 'clearly does not care 

for his subject... But more important is Willson's tendency to emphasise all of the 

King's flaws and to downgrade all of his possible achievements' (Schwartz 117). 

Schwartz draws upon critics such as C. J. Sisson and Maurice Lee Jr. to canvas the 

idea that by the time he was constructing this article, the tone of Jamesian criticism 

had shifted from the stagnant view propounded by Willson to the more optimistic 

opinion put forward by these critics and by Schwartz himself.

Ten years later, Maurice Lee Jr. revisits Schwartz's article in his 1984 essay 

'James I and the Historians: Not a Bad King After All?' Lee highlights the changing 

pattern of Jamesian criticism in his opening paragraph. He talks about the shift in 

terms of conversion, giving the example of J. P. Kenyon, a historian of the Jacobean 

period, 'who in 1958 adopted the traditional view of James in his collection of 

essays on the Stuart kings, but who twenty years later described him as "a strange 

medley of opposites: he was a fool in some sense, but in others a great man"' 

(Kenyon 92, Lee 1970:151).15 Ironically, Lee's criticism of James appears to undergo 

a similar conversion demonstrating an evolution in Lee's own writing that 

corresponds to the shift in Jamesian studies more general. Schwartz made note of 

Lee's criticism of James in the Henri IV affair but, in the preface to his later text 

Great Britain's Solomon, Lee acknowledges the damage done by Weldon on the

while at the same time weighing the most recent research and presenting balanced conclusions' 
(Croft 1).
15 Lee Jr. is referring to J. P. Kenyon s 1978 text, The Stuarts.
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popular memory of James VI and I, commenting that, until the early 90s, historians, 

for the most part, 'have not thought well of James either as a ruler or a man' (Lee 

1990: xi). For Lee, the turning of the tide was a welcome movement as he offers the 

following remarks, claiming 'It would be difficult to imagine a more absorbing 

companion than this intelligent, learned, witty Scot... And, be it said at once, a 

successful king' (Lee 1990: xi). I would argue that in 1984, Lee's response to 

Schwartz's article helped to negotiate this transition from the image of 'a broken, 

debauched and repugnant old man' to, in Lee's words, 'Not a Bad King After All' 

(Willson 1966:424-425).

A year prior to Lee's article, Jenny Wormald publishes what many, including 

Jane Rickard, consider to be a seminal article in Jamesian studies (Rickard 2.8).

'James VI and I: Two Kings or One' (1983) posits a reason for the divergence in 

opinion surrounding James, both in the early modern period and in subsequent 

historiography. She writes:

King James' northern and southern subjects shared one attitude: 

both treated this man as their king, dividing him as far as possible 

into two separate individuals. In so doing, they have set the scene for 

a historiographical tradition which has lasted to the present day. 

(Wormald 187)

The division of James into the figures of 'James T and 'James VI' further adds to the 

protean nature of the King. Wormald's article proceeds to suggest that the 

northern regions viewed James as a successful King, but his new English subjects 

viewed him with distaste, born of disappointment rather than fact. Lee claims that 

almost all of the material coming from Scotland in the later part of the twentieth
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century, 'confirms Gordon Donaldson's favourable verdict on James' kingship there 

cited by Schwartz' (Lee 1984: 153-154).16 However, that being said, much of the 

criticism produced in the latter half of the century conforms to this 

'reconsideration' trend. Indeed, although there were some brief glimpses of a much 

more balanced conclusion regarding James prior to Schwartz, in much of the 

criticism to follow Schwartz's article, Lee's sentiment that James was 'a successful 

King' has, for the most part, been echoed across the academic field. The trend to 

regurgitate Weldon's sentiments has been replaced with positive responses akin to 

that of Lee's.17

The final influential text of the twentieth century that the current author 

believes deserves recognition is Jonathan Goldberg's James I and the Politics of 

Literature (1989). Goldberg foreground the examination of Jamesian appropriation, 

all be it limited to an early modern context. Through Goldberg's work we begin to 

see the emergence of Jamesian appropriation (at least in the seventeenth century) 

as worthy of analysis. This chapter continues such an exploration through the 

course of the twentieth and twenty-first centuries, looking at specific moments of

16 Lee refers to Gordon Donaldson's Scotland: James V- James VIII.
17 For example, in the 'Preface' to W. B. Patterson's book, King James VI and I and the Reunion of 
Christendom, which broadly outlines James ecumenical Ideas over the whole course of the King's 
reign, Patterson states that, despite the fact his work does not constitute a political biography, 'The 
resulting picture of James -  very different from the one which prevailed until very recently -  is of a 
shrewd, determined, flexible, and resourceful political leader who had a coherent plan for religious 
pacification aimed at resolving urgent problems in the wake of the reformation and Counter- 
Reformation' (Patterson xi). Similarly, in his introduction to the text, Houlbrooke deems James' reign 
'one of the most important in British history' (Houlbrooke 1). He continues: 'James speaks to us as 
no other monarch does. He was unique in the vigorous and eloquent expression of his ideas about 
his kingly responsibilities in both speech and print. Much of what he said and wrote seems at first 
sight refreshingly clear and direct. The task of interpreting his ideas is however less straightforward 
than might appear. His acute awareness of differences between the diverse audiences he addressed, 
the strikingly bold assertions are accompanied by qualifications or concessions, and his evident 
changes of opinion and emphasis over time, all pose particular challenges for the reader. For all 
James’ eagerness to communicate, he remains in many respects an enigmatic figure'. (Houlbrooke 
1). Donaldson's work should also be consulted on this.
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Jamesian appropriation in combination with the shifting patterns of Jamesian 

criticism. What emerges is a series of fluctuations in depiction, more akin to J. P. 

Kenyon's evolved observation that James was 'a strange medley of opposites' 

(Kenyon 92: Lee 1984: 151).

6.2: The Early decades

The first instance of Jamesian appropriation in the twentieth century features in a 

black and white retelling of the 1605 conspiracy in the silent film Guy Fawkes and 

the Gunpowder Plot (Dir. Ernest G. Batley, 1911). Unfortunately, there is no further 

information on this film and so I must turn to the next examples of Jamesian 

appropriation to investigate how James functions as a character within this period. 

Two adaptations of Mary Johnston's 1899 serialization To Have and To Hold 

appeared in 1916 (Dir. George Melford) and 1922 (Dir. George Fitzmaurice).18 Both 

black and white silent features, the films offer the only other examples of James 

that appear in silent format. Commissioning two versions so close to each other 

testifies to the significance of the film's subject matter. These films mark the 

beginning of the American fascination with film appropriations of the establishment 

of the Jamestown settlement. For this reason, most of the US appropriations of 

James reside within this context.

Mary Johnston's literature was a popular choice for screen adaptation and 

perhaps this is the reason for two versions appearing with six years of each other.

18 To Have and to Hold was first published as a novel in 1900. On June 28 1916, the Lasky company 
merged with Famous Players, founded by Adolph Zuker in 1912. Melford's version was released in 
March, prior to the formation of the larger 'Paramount' brand, and so remained a production of the 
Jesse L. Lasky Company. This perhaps explains why a second version appears so quickly -  a bigger 
budget equates to a better production. Unfortunately, these films have fallen into obscurity and so 
the present author must rely on reviews from the period.
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One reviewer for the New York Times in 1916 reveals that an adaptation of another 

of Johnston's novels, Audrey, 'followed closely on the heels of "To Hove and To 

Hold"’.19 It is perhaps Johnston's popularity that sparked the second adaptation of 

her colonial novel in 19 2 2.20 In another New York Times review, high praise is 

offered for the second half of the feature, but the first half 'does not recommend 

itself so well'.21 The anonymous reviewer reasons that the first half of the feature 

fails to impress because of the way in which it portrays the life and times of James I. 

The article records that the spectator 'is likely to interrupt with "Wait a minute. 

Where did you get that-from England of the seventeenth century or from 

Hollywood of the twentieth?"' (New York Times 1922). From this we can speculate 

that the location of the Jacobean court presented in the film, lacked in authenticity. 

In fact, the reviewer goes further, stating that 'the court life presented seems more 

like the court life as Hollywood and the fans imagine it than anything else' (New 

York Times 1922). The appropriation of the Jacobean court seems to be entirely 

created out of fantasy, of both the director and the audience, and within that 

unrealistic court sits James. The reviewer continues:

One who has not read Miss Johnston's novel for a good many years 

cannot say with assurance just what she did to the crafty and 

scarcely scrupulous Stuart, but her reputation as a historian

19 This was recorded by an unknown author in an article entitled '"Audrey" on the Screen’, published 
in the New York Times on March 27,1916.
20 An alternative reason for this sudden emergence of James on screen could be that, four years 
previous the feature length Queen Elizabeth (1912) experienced 'triumphant' success, indicating that 
there was a precedent of fascination with early modern English monarchy prior to the adaptation of 
Johnston's text. For details on this films circulation see http://www.paramount.com/studio/history. 
Therefore, to directly include the figure of James in both Melford and Fizmaurice's productions, was 
do build upon the success of Elizabethan film.
21 This was recorded by an unknown author in an article entitled 'The Screen: New England and India' 
published in the New York Times on November 6,1922.

http://www.paramount.com/studio/history
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encourages the supposition that she did not make him the dissolute 

pleasure-seeker and comic-opera figure he appears on screen. James 

was not very impressive as a ruler, and he had little to place him in 

one's affections, but he did worry somewhat about the king- 

business, according to report and he sometimes got away from the 

goblet. (New York Times 1922)

The reviewer is right to question just how Johnston represents the king within her 

novel as, what is most surprising about these adaptations is that Johnston did not 

include the figure of James within her narrative at all. Her plantation novel, 

published in novel form in 1900, illustrates an invisible 'James'. Johnson's narrative 

makes reference to the figure of the King no less than 121 times and to 'his Majesty' 

a further sixteen times. The name 'James' is never used except in reference to the 

geographical location: 'the James' appears four times and the name of the 

settlement, 'Jamestown' appears seventy-one times. Creating an opposite effect to 

the literature at the turn of the previous century, Johnson's 'James' offers no 

intimacy, existing only as an authorial non-entity. Therefore, the tangible James of 

the 1916 film adaptation (played by Lucien Littlefield) and of the 1922 version 

(played by Raymond Hatton) is interpolated into the film. From analysis of the 

reviewer's comments, it would appear that Fitzmaurice's vision of James no more 

fits with a perception of history than does Hollywood's vision of the Jacobean court. 

James in the 1922 adaptation of Johnston's narrative is a 'comic-opera' figure, more 

of a drunk that a leader, and more of a fantasy than a historically based translation, 

even if that history itself is in flux.
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Six years later, across the Atlantic, Virginia Woolf penned her semi- 

biographical Orlando (1928). Unlike the accusation made by the reviewer of 

Fitzmaurice's film, Woolf makes use of the historically reported characteristics of 

James, chiefly his tendency to slobber.22 For modern critics of James, these 

observations have become a type of 'orthodoxy', assumed rather than 

interrogated.23 Woolf refers to this orthodoxy on two occasions. In the first 

instance, the narrator makes reference to 'old King James' slobbering' and in the 

second, the visiting Princess wonders if the King 'did ... always slobber like that?' 

(Woolf 48 & 19). Woolf's negotiation of these kind of characteristics demonstrates 

her dedication to appropriation of the past, offering her vision of James in a manner 

conforming to common conceptions.

Similarly, Woolf's text draws upon James' 'peacemaker' image. Woolf states 

that, for Elizabeth, 'The sound of cannon was always in her ears' (Woolf 10). 

Flowever, the opposite is inferred through Woolf's description of James' specific 

location within the festivities -  he is positioned 'under the crimson awning of the 

Royal Pagoda' (Woolf 16). Use of the word 'Pagoda' points to James' lack of interest 

in elements of warfare. The OED defines a 'pagoda' as 'a. [A] Buddhist temple ... or 

b. An ornamental building or structure in imitation of or resembling such a temple'. 

The association with Buddhism implies the application of a peaceful way of life, 

exercised by practitioners of that particular religion. By combining the word 'Royal' 

with the word 'Pagoda', Woolf's phrase implies a certain kind of peace associated

22 In the 1650 text, The Court and Character of King James, Anthony Weldon makes this comment as 
expounded in Chapter Four (Weldon 178-179).
23 Commenting In her work on James' literature, Jane Rickard describes Weldon's passage as an 
'orthodoxy' which has planted itself so firmly within discourse surrounding King James (Rickard 24- 
25).



with the King, reaching back to the image of James as 'peacemaker' that was at 

work during the seventeenth century.24 However, in Sally Potter's adaptation of 

Woolf's Jamesian appropriation in the 1993 screen version of Orlando, the same 

sort of juxtaposition cannot take place. Whilst one may assume one of the many 

tents onscreen functions as the 'Royal Pagoda' without the specific linguistic 

construction, the image is lost and Potter's James (played by Dudley Sutton) 

becomes nothing more than a one-dimensional character, depicted laughing, 

drinking and, returning to the orthodox image, slobbering.

However, whilst skating upon the ice at the winter celebrations, James is 

depicted as unstable and dependant, 'shuffling past on the arm of some Lord-in

waiting, the unknown skater came to a standstill' (Woolf 17). He sits in contrast 

with the skilled movements of the Princess Romanovitch -th e  'unknown skater' -  

who moves with 'utmost grace' (Woolf 17). The grace and elegance of the female 

skater is compared to the unstable nature of the 'shuffling' King on the ice -  

reflecting James' subordination to this particular female character. Application of 

political events in Woolfs present suggests that such an alignment is not necessarily 

a negative one. In her response to the newspaper coverage of the Great War in 

1916, Woolf refers to the war as 'this preposterous masculine fiction' laying blame 

for its existence firmly at the feet of the dominant male mentality.25 If the male 

mentality advocates war, then by being placed in a position of subordination to the 

female, James' peaceful associations are solidified.

24 James' 'peacemaker' image is one that has survived through historical depictions. During his 
opening speech to Parliament in 1603 he states: 'The first then of these blessings, which God hath 
ioyntly with my Person sent vnto you, is outward Peace, that is peace abroad with all forreine 
neighbours' (James VI and I 2001:133). Not only is he offering a peaceful reign but claiming that he is 
the embodiment to that peace. Therefore, Woolf's connection between that which is 'Royal' and the 
implications of the 'pagoda' is an apt metaphor for the historical James.
25 See Levenbeck for more on this.
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However, this is not the only connection to Woolfs own historical moment 

that can be extracted from analysis of this Jamesian episode. On May 24,1927, 

Britain severed diplomatic relations with the Soviet Union because of revelations of 

espionage and underground agitation.26 Thus, the inclusion of Princess 

Romanovitch, a Russian sounding name, and the reference to the 'Royal Pagoda' in 

the landscape where the two lovers, Romanovitch and Orlando meet, may point 

towards a desire for the return to the peaceful foreign dialogues experienced under 

James VI and I. This would offer a welcome relief to the hostile negotiations of the 

1920's, which on 8  June 1927, resulted in the execution of twenty British citizens for 

alleged espionage at the hands of the Soviet Union. Therefore the appropriation of 

the 'peacemaking' James in this text, and in this particularly subtle way, lends to the 

interpretation of Woolf's narration of the Jacobean episode as being implicitly 

infused with her own immediate history.

6.3: James and Colonialism: US screen appearances

Post 1928, screen and fictional appropriations of James cease. One presumes that 

the film industry shifted its focus to propaganda films such as the 1944 Henry 1/ (Dir 

Laurence Olivier) and the variable character of James Vl/I did not make for a figure 

of inspirational authority. Post World War II, the 1950s offers a return to Jamesian 

appropriation.27 The most interesting of example of this period is Lew Landers'

26 It is thought that Woolf would have been composing this particular chapter (Chapter Two) in this 
year. Within the novel Woolf speaks of the nature of daily movements in her present age and gives 
the date 'the first of November 1927 (Woolf 37). Pawlowskl posits that 'Woolf began writing 
Orlando early In October 1927; therefore, it is likely that she was actually writing Chapter 2 on this 
date' (Woolf 163). Therefore, It is reasonable to assume that experience of recent events Impacted 
to some extent upon her composition.
27 The 1950's saw the development of a series of US television projects. The Hallmark Hall of Fame 
series, a project that broadcast stage productions, aired an episode entitled "The King's Author'
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return to American colonial history in his 1953 production, Captain John Smith and 

Pocahontas. This is the first time James appears on screen in Technicolor. As the 

film opens, the audience is presented with a rich establishing shot of the Jacobean 

palace which dissolves into a mid-close up of James (Anthony Eustrel). Spoken by 

James, the first words of the film introduce the hero of the piece, 'the Captain John 

Smith who some term the worst rogue in our kingdom'. Landers' vision of James 

speaks in the RP vernacular, no doubt playing to Hollywood's perception of an 

'English' king. This is not the only example where James is given a distinct English 

inflection. For example, in episode 3 of Freedom: A History of Us (Dir. Dirs. Philip 

Kunhardt III, Peter W. Kunhardt and Nancy Steiner), the 2003 television series 

adaptation of Joy Hakim's children's history of America, James is voiced by Jeremy 

Irons, an actor renowned for his pronounced RP accent.28 Adoption of the RP idiom 

continues to perpetuate a 'myth' of idealised British monarchy that Hollywood 

seems to project from the 1950s. This idea of 'myth' will be addressed again in the 

2006 retelling of the Pocahontas story.

Landers' James also exhibits a preoccupation with exactitude of language. 

He is pleased that John Smith (Anthony Dexter) is there to recount his tale with his 

own lips and instructs his secretary to 'take this down, not missing a word,' offering 

Smith the option to 'take [his] ease if it will help your words flow'. The construction

(1952) This episode depicted a fictional interaction between Ben Jonson (Ross Martin) and James 
(William Podmore). This series presented dramatizations of famous plays and books as well as 
original programmes especially written for the series. The series was aired on popular US stations 
NBC PBS ABC and CBS at various stages throughout the latter half of the twentieth century, placing 
appropriations of James firmly back in the field of public vision. 1955 saw a similar enterprise on NBC 
and ABC adopt the King for screen performance. Kraft Television Theatre, a popular stage/screen 
project that could claim James Dean among its stars, aired an episode in September of that year 
entitled 'The King's Bounty' which featured 'King James' (Everett Sloane) among it credits.
28 Episode 3 'Liberty for All' based on Joy Hakim's series of books providing a children's history of

America.
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of this scene points towards concerns of accuracy in the composition of historical 

records and lends a legal statesman like quality to Smith's tale. James only appears 

twice in the film, once at the beginning and once at the end, framing the story of 

Pocahontas and John Smith. By staging the story as a report to the King, the rest of 

the tale is silently infused with James' influence as the monarch makes up Smith's 

audience within the film narrative. The King is pleased with Smith's tale and 

responds, 'Your King thanks you'. Retention of the royal vernacular in these words, 

evidenced by James' third person self reference, indicates a necessary distance 

between King and subject, signifying that James holds authority within the realm. 

However, the positioning of James (seated) and Smith (standing) in the next few 

frames, coupled with how Eustrel 'plays' James at his point, altering his intonation, 

complicates the notion of 'authoritative' King. Whilst discussing Pocahontas' 

marriage to John Rolfe, the King speaks in hushed, sympathetic tones, refusing to 

meet the eye of Smith, lowering both his head and his gaze. Because of Eustrel's 

deliverance, it is only in this short sequence that James' dominance as King is 

temporarily suspended, revealing him to be an empathetic listener, capable of 

connecting to his subjects and offering respect where it is due.

The more recent retelling of the John Smith and Pocahontas story, Terrence 

Malik's The New World (2006), removes this Jamesian frame from the tale, offering 

only a fleeting glance at James in his Kingdom. James (Jonathan Price) appears on 

screen for a total of less than three minutes, again a very small fraction of the films 

complete runtime. However, unlike Landers' James, Malick's King is silent. The court 

is laid out with the King and Queen (Alexandra W. B. Malick) seated at the head of 

the room with statesmen on either side. The scene is one of royal grandeur and



upper-ciass entertainment. James offers his hand to the visiting ambassador (the 

princess -  for she is never named) and upon his hand is a rather large gold ring 

which sits centre frame. Despite the welcome reception of the Princess, it soon 

becomes evident that she is a figure of curiosity rather than a respected 

ambassador. The King, Queen, and visiting Princess marvel at an eagle expanding its 

wings, but a series of quick cuts between exotic animals, the princess, and James 

suggest that the animals are not the only creatures on display in the court - the 

Princess, and to an extent James, are themselves foreign curiosities. Added to 

James' silence is the Princess' silence. Here, in the Jacobean court, they are 

something to be observed and admired rather than interacted with. In this respect, 

James features as an inactive figurehead of the Jacobean court rather than the 

active member created by Landers. Eusterel's James interacts with and guides the 

retelling of the Pocahontas story, Price's James is rendered part of the visual 

backdrop. Whilst Landers' film separates the colourful grandeur of the court from 

James in his office, Malick's vision centres James within that opulence. He becomes 

part of the spectacle of the English court in a fashion akin to the English reception of 

the Princess. The scene unfolds like a fairy-tale with slow moving camera work 

interjected with jump cuts, whilst a regal soundtrack plays through the action. What 

is presented is an idealised vision of the English court, akin to the reported fantasy 

of Fitzmaurice's Jacobean court in his adaptation of To Have and To Hold, both of 

which perpetuate Hollywood's mythical conception of early modern Britain. 

Therefore, one might suggest that the James character's more active role in the 

Landers production is placed to serve a specific purpose.
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in 1950s' Hollywood, the spread of McCarthyism had led to the 'blacklisting' 

of many of Hollywood's screenwriters, actors and directors.29 In this period, the 

movies offered to the US audience could only demonstrate support of McCarthyism 

or tender no commentary whatsoever. Criticism of the regime was negligible for 

fear of the film's actors and creators being forced to answer the central question of 

the enquiry, 'Are you now, or have you ever been a member of the Communist 

Party? '30 Produced within this climate, Landers' Captain Smith and Pocahontas had 

to fit with US ideologies of the 1950s and the Jamesian framing device helps to 

achieve the necessary conformity. Firstly, James' insistence on the accuracy of 

Smith's report in the opening scene is certainly reminiscent of the formal recorded 

interviews conducted by the HUAC during this era of scrutiny in the US. But it is in 

the closing sequence that the strongest correlation can be located. Pleased with 

Smith's 'words,' James offers the captain the opportunity to name his reward. In 

contradistinction to the spirit of Communism, Capitalism upholds processes of 

action and reward.31 The demonstration of this system within the film between 

'authority' (James) and 'subject' (Smith) indicates that the Landers' vision adheres 

to the dominant ideologies of 1950s' Hollywood. If Landers' James is shown to 

operate within Capitalist discourse then, not only does this depiction of James 'fit' 

within capitalist ideology but, as founder of the original US colonies, this image of 

James offers a heritage for such discourse linking back to the very moment in which 

the foundations of modern America were laid.

29 In 1951, two years previous to the release of Landers film, the McCarthy government renewed its 
scrutiny of the movie industry, an area which, according to Richard M. Fried, offered 'higher returns' 
in the HUAC's (House Un-American Activities Committee) search for Communists and Communist 
sympathisers (Fried 153). Fried records that, 'By then the Hollywood Ten were in prison, the film 
industry's opposition to HUAC was shattered, and the blacklist was growing' (Fried 153).
30 See Schrecker on McCarthyism.
31 For more on Capitalism see Bowles.
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6.4: Historical fiction

In 1956, David Harris Willson published what has largely been considered the first 

'solid' biography of James.32 The text went to reprint in 1961 and was republished in 

paperback in 1963. Its print history indicates that the text was certainly popular 

during its first decade. In the same year as Willson's second edition, Nigel Tranter, a 

Scottish historian known more for his skill as a Western novelist, published his first 

Scottish historical novel The Master of Gray. Biographical accounts of Tranter's life 

refer to the author's meticulous research of Scottish history, particularly when it 

came to his fictional enterprise.33 It is therefore no great assumption that Tranter 

would have read the most prominent biographical account of King James VI by 

Willson. The Master of Gray is the first in a trilogy of historical novels spanning the 

reign of James in Scotland, beginning in this first installation with a glimpse of the 

cradle King and culminating in the announcement of James' English succession in 

1603 in Past Master (1965). Yet, the King remained little more than a backdrop to 

the central premise of the trilogy -  the adventures of Patrick, Master of Gray. 34

After a series of other endeavours into historical fiction, Tranter returns to 

James in 1974 with The Wisest Fool, a novel which takes James as one of its central 

characters, following his journey to the English throne. What Tranter creates 

through his depiction of James in this text is something akin to what George Lukács

32 John Wroughton claims that 'of the earlier works, D. H. Willson, James VI and I (1956, 61), though 
in need of an update, gives a solid account of the reign' (Wroughton 232). Johann P. Sommerville, 
editor of the James VI and I instalment of the Political Writings Series (1994) refers to Willson's text 
as the 'standard scholarly biography', though suggests some amount of caution should be taken 
(Sommerville xxxii).
33 For details on Tranter’s life see Bradfield.
34 The complete Jacobean series by Nigel Tranter is as follows: The Master of Gray Trilogy: 'Master of 
Gray' (1961), 'The Courtesan' (1963) and 'Past Master' (1965); The Wisest Fool (1974); Unicorn 
Rampant (1984); and Mail Royal (1989).
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said of Walter Scott's 'Waverly Project' in the nineteenth century.35 Lukács claimed 

that what Scott offered was the 'derivation of the individuality of characters from 

the historical peculiarity of their age' (Lukács 19). I argue here that Tranter, one 

hundred years after Scott's Jamesian endeavour, completes a similar achievement 

through the appropriation of subtleties revealed in James' literary works.

As a Scottish historical novelist, Tranter's texts traverse the reign of James VI 

and I with a particular Caledonian flavour. It Is perhaps for this reason that James' 

dialogue is written in thick Scottish vernacular. Out of all the examples of Jamesian 

appropriation from 1901 to date, Tranter's is the most heavily scripted dialect. 

Speaking of the 'historical' James, Christopher Higley records that, '[James'] speech 

... remained stubbornly northern; from now on "the King's [spoken] English" would 

remain an odd variant of his southern subjects' speech'(Higley 54). Tranter pre

empts Higley's observation through the dialogue he creates between the fictional 

James and the character of Tobias Matthew, the King's new English servant. The 

fictional James begins:

'Na. Na, mannie -  you’ll no' win awa' with that sort o' talk, see you ... 

Incidis in Scyllam cupiens vitare Chorybdim. You, a churchman, will 

ken what that means?'

'Er, yes, Sire'. Tobias Mathew was as unused to a monarch as quoted 

Latin at him, as he was to one who gabbled in almost 

incomprehensible dialect, dribbled and prayed to his Maker in the 

public highway. {Wisest Fool 11) 36

35 See Chapter 5 of this thesis.
36 The Latin translates to 'One falls into Scylla in seeking to avoid Charybdis’.
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The contrast between the two men here is located in their language.37 As the only 

character to speak with such a heavy dialect, James is figured as foreigner in a 

foreign land, incomprehensible to the native Matthew and rendering him almost 

speechless. Through the use of dialogue, Tranter shows quite clearly the distance 

between Englishman and Scot in terms of comprehension. Englishmen and Scots are 

essentially foreign bodies in relation to each other.

Yet, despite James' example of linguistic confidence, Tranter's 'James' is not 

a monarch that was always comfortable in the vocal arena. Having to speak against 

Patrick Master of Gray in his earlier Scottish reign, James is depicted as someone 

fearful and hesitant in his language:

he licked his lips, and after a false start, spoke. ' I ... we ourself can 

testify to, to this matter. That the Master o' Gray willed our royal 

mother's death. He ... he advised us that it would be best. Best for 

our Crown and realm. (Tranter 1961: 353)

This example also exhibits Tranter's use of the royal collective pronoun to emphasis

James' floundering authority. The repetition of the 'to, to', the 'He...he' and the
« .

'best. Best' construction suggests hesitancy, intimating a King tentative around his 

own authorial voice. On a number of occasions in Tranter's appropriation James 

shifts from the singular T  to the collective 'we' synonymous with royal authority, 

replicating the historical James' habit in his political and poetical writings.38 Here,

37 A further example of this occurs in Tranter’s earlier novel Past Master. Here is demonstrated a 
similar incoherence on the part of the Scottish interlocutor. As the English messenger Carey arrives 
with news of the King's succession announcing The King! The King's Majesty! Word for the King's 
Majesty!', the narrator comments that 'The man's voice was as uneven as had been the sound of his 
approach, and, added to his English accent, made his words barely intelligible’ (Tranter 1965: 397).
38 See Chapter Two. Further examples of Tranter's replication of James speech patterns are located 
in the following illustrations: 'We are displeased. Much displeased' (Tranter 1965: 40); '"Aye," James 
quavered. "That I do. That we do," he amended, to use the royal plural' (Tranter 1965: 71).
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the use of the royal 'we' distances James from the words which he speaking, 

aligning them with a royal authority separate from himself. Therefore, in sentencing 

Patrick, James distances himself from the act, perpetuating the image of the weak 

King.

Akin to the use of the poetic 'I' in James' poetry, Tranter replicates the 

personal elements of James' poetical writing by making his 'James' speak in the 

personal singular pronoun T. Esme quotes poetry at James to which he replies:

'Och, man that's grand!' the boy exclaimed, quite forgetting to 

whisper. 'I write poetry my own self,' he revealed. ' I ... I canna just 

rattle it off like yon, mind. It takes me a whilie ... I will write you a 

poem, Cousin Esme'. (Tranter 1961:114)39 

For Tranter's vision of James, poetry is of a highly personal nature, suggested by the 

claim that it comes from 'my own self,' and emphasised by the repetition of the 

pronoun T . Tranter goes further than to simply refer to James' love of writing 

poetry and cites the King's poetry within the text. He is one of the few authors of 

Jacobean appropriation to even acknowledge the historical James' literary works: to 

find an example of direct citation is even rarer. Tranter's The Courtesan (1963) is the 

only modern fictional narrative to quote James' poetry directly.40 The sonnet, 'The

39 Further references to James as poet occur in The Courtesan: 'maybe if I was to indite a poem about 
it, for her? Read it to her afore we bedded -  maybe that would aid it? I'm good at poems, you see - 1 
ha' the pen o' a ready writer' (Tranter 1963:167). The True Lawe of Free Monarchies and Basilikon 
Doron are both quoted in reference to the divine nature of kingship in George P. Garrett's The 
Succession whilst Stephen Martin's Conscience of a King describes James' literary gratification as a 
sexual pleasure: 'It's like when he fingers his codpiece, only he’s getting pleasure from his pen' 
(Garrett 315); Stephen 2004: 55. David L. Young also alludes to James’ preference for academic 
activities, specifically referring to Basilikon Doron (Young 2006:115).
40 Tranter’s The Courtesan also makes reference to James' Daemonologie although he does not refer 
to it by name. In the narrative, James reveals upon return from Denmark that 'I am binding Satan wi' 
words, see you -  potent and mighty words. In the beginning was the word, mind. I, James, by the 
Grace o’ God, am writing a book!.... A book. A great and notable work. On the wicked wiles o' Satan
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fever hath infected every part,' written as the historical James waited to journey to 

Denmark, is replicated in full. In Tranter's text, the poem is written upon a scrap of 

'crumpled' paper, insinuating that his James is the epitome of the struggling 

author.41 With this implication comes the necessary assumption that the King was 

not only tentative in his public voice but tentative in his literary voice as well.

What emerges from the shift between the personal T  of James and the 

collective 'we' of the King is that Tranter's vision of the King operates on two 

planes, embodied in the 'Wisest Fool' paradox.42 The narrator in the 1974 novel 

states that 'The Wisest Fool in Christendom missed little of what went on around 

him' (Tranter 1974: 9-10) On the one hand, as the King overreacts to a collapsing 

bridge, Tranter presents an image of James as 'a knock-kneed, over-dressed, 

slobbering little man down on [his] knees kissing the beaten ground amongst the 

horse-droppings at the bridge-end, and mumbling wetly ... a sight seldom to be 

seen,' presenting a monarch prone to fear. 43 Yet elsewhere James is referred to as 

'a King in heart as upright as David, wise as Solomon and godly as Josiahl' (Tranter 

1984:19). For Lukács, the key motivation of historical fiction is that by reading it,

and his black kingdom. A book to undermine his ill powers and reveal his evil ways' (Tranter 1963: 
248).
41 A further poem attributed to James appears in The Courtesan. However, this supposed third stanza 
from one of James' works is a counterfeit. The first line, 'My voice I raise, my lyre I tune' is a 
reworking of Matthew Prior's 'My lyre I tune, my voice I raise'. The falsification of James' verse 
intimates the question of author that surrounds some of James' works found in ADD. MS 24195, the 
so called 'Doubtful Poems'. This title has been attached by James Craigie in his reprint of the original 
script in Craigie 1958.
42 Two years after D. H. Willson's biography of James was published, William Lloyd McElwee, another 
important name in Jamesian studies, published his historical account of James' English and Scottish 
reign. The book was called The Wisest Fool in Christendom: the reign of King James I and VI and 
therefore provides a possible source for the reawakening of this early modern jingoism.
43 The frequency of this type of verbal depiction within modern appropriations of James is vast. 
Within Tranter's series alone there are many replications of this description. One such example 
occurs in the narrative relating to the King s first court appearance when Tranter writes: 'Without 
being actually undersized, he had a skimped twisted body, thin weak legs and no presence 
whatsoever' (Tranter 1961: 111).
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'we should re-experience the social and human motives which led men to think, feel 

and act just as they did in historical reality' (Lukács 42). By offering contrasting 

characterisations of James in public and private, Tranter gives rise to a similar 

dissonance to that expressed by the 'new wave' of historical commentary emerging 

in the 1970s, picked up by Schwartz as discussed in section 6:1. Further to this, 

Lukács' words suggest potential for a connection between reader and characters 

presented within historical fiction, something Jerome De Groot refers to as a 'living 

empathy, a live connection between then and now' (De Groot 2010: 27). 

Significantly, the construction of these novels over the 1960s and 1970s coincided 

with a revolution in Scottish nationalism. In the 1960s, the Scottish people began to 

harbour notions of independence and called for the end of English rule. The quest 

for Scottish devolution reached a pinnacle moment in 1973, the year before Tranter 

makes a return to the appropriation of James.44 In both the early modern period 

and the Britain of the 1960s and 1970s, the conflict between England and Scotland 

hinged on their observable 'differences'. For Tranter's Scottish readership in the 

1970s, the 're-experience' of history in The Wisest Fool surely offered a familiarity, 

connecting the past to their lived present and the processes of Scottish Devolution.

6.5: Accessible History -  James for the masses

Despite the popularity of Nigel Tranter as historical novelist (made evident by the 

number of fan based websites now dedicated to him) the genre of historical novel

44 In 1973, Lord Kllbrandon published a report from the Kilbrandon Commission recommending the 
establishment of a directly elected Scottish assembly. Speaking of the more recent affairs of 
Scotland, Catherine Bromley, John Curtice, Kerstin Hinds and Alison Park comment in the 
introduction to their text on Scottish Devolution: 'No longer then should Scotland suffer the indignity 
of having foisted upon it policies designed to appeal to the average Conservative voter in the South 
of England -  commonly alleged to have been its fate during the Conservative administration of 1979- 
97' (Bromley, Curtice, Hinds and Park 1).
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still remains 'a tangent from the mainstream' (De Groot 2010: 45). More accessible 

however, is the 1978 UK series, Will Shakespeare (Dir. Robert Knights), fictionalising 

the life of the bard, which brought James to UK television screens in its final episode 

'The Living Record' . 45 For E. Seiter, 'historical Television drama is generally 

associated with an educated middle-class audience' (Seiter 4). However, De Groot 

takes issue with this assumption, claiming that 'While this is in great part true -th e  

series have established ... a set of recognisable generic tropes ... they can ... consider 

key political issues of the past in order to educate the viewer' (De Groot 2009: 184). 

These 'recognisable generic tropes' open up the 'coding' of heritage drama to more 

general viewers and, in the case of Will Shakespeare, its ITV peak slot of 9pm-10pm 

indicates the popularity of the series with a mainstream TV audience.

'The Living Record,' offers a vision of James in the early stages of his English

reign. Prior to the King's appearance, a dying Elizabeth I (Patience Collier) expresses

a number of her succession concerns to Shakespeare (Tim Curry). For Knights

'Elizabeth' the reputation of her Scottish cousin raises fears that there will be 'no

more laughter in England'. However, the first scene in which James (Bill Patterson)

appears, demonstrates a conflict between reputation and reality. Addressing the

recently freed Earl of Southampton (Nicolas Clay), James, a figure of slight frame,

standing upon a platform, observes 'How tall you grow in England -  must be the

rain'. Whist this comment draws attention to James' small frame, emphasised by

the proximity of Southampton who matches James height despite the King's

podium, it also results in the diagetic laughter of the surrounding company. The

sound of communal laughter demonstrates the fallacy of Elizabeth's statement. In

45 Each episode looks at a chapter in the life of Shakespeare and centres upon the production of a 
new play in each instalment.



Knight's vision, not only was there to be laughter in James' England, but the King 

was to be the source.

However, the ringing laughter in Knight's soundtrack is not always in the 

jovial context of this first scene. As the episode nears its end, Shakespeare's King 

Lear is being performed at court. The following lines from the play provide the 

central focus of this scene:

Lear. What! art mad? A man may see how this world goes with no 

eyes. Look with thine ears: see how yond justice rails upon yon 

simple thief. Hark, in thine ear: change places; and, handy-dandy, 

which is the justice, which is the thief? Thou hast seen a farmer's dog 

bark at a beggar?

Glo. Ay, sir.

Lear. And the creature run from the cur? There thou mightst behold 

the great image of authority; a dog's obey'd in office.

(King Lear 4:6:141-146)

As these words are spoken by the actor playing 'King Lear', the scene cross cuts 

between the actor on stage playing 'Lear,' and James seated centrally within the 

court, facing him. The language of this passage addresses corruption of authority, 

questioning whether such an 'authority' represents justice or corruption. As 'Lear' 

refers to the 'creature' running for the 'cur', the actor imitates the running action 

with his legs whist sat statically on stage. The frame jump cuts to a medium long 

shot of the court, again centring James. James imitates the actor's actions and 

shakes his legs in the air. The positioning of James in these frames establishes the 

James figure as the core component of not only the court, but the entire mise-en-

3 34
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scène. Centring James in this way suggests that the extract from Lear is less a glance 

to Shakespeare's dramatic prowess and more a comment upon the King. Knights' 

cross-cutting emphasises that the dialogue on stage operates on two levels, within 

both the context of the play, and the context of the episode narrative. As the 

camera is directed towards James throwing his legs into the air, the sound of 

laughter once again erupts. Simultaneously, the final line of the passage is spoken in 

solemn tones: 'There thou mightst behold the great image of authority; a dog's 

obey'd in office' (King Lear 4:vi:146-147). The effect of this combination alters the 

tone of what had appeared to be a jovial court. There is still laughter in England but 

that laughter is tainted by the image of the 'fool' King.

A further depiction of James in more comical fashion occurs towards the end 

of the 1990s in Disney's Pocahontas II: Journey to a New World (1998). Again, this 

example plays into the notion of history for a mass audience -  this time aimed at a 

specifically younger audience. Akin to Landers' 1953 James, Disney's appropriation 

also speaks in the RP vernacular. Again this can probably be attributed to 

Hollywood's perception of an 'English' King, but in this case, it aids a more 

comprehensive understanding for a young audience, rendering the action and 

meaning of the animation more accessible.

According to Steven Watts, author of The Magic Kingdom: Walt Disney and 

the American Way of Life, 'The Disney entertainment formula was simple: in a brisk 

and attractive manner, present the clash of virtue and wickedness, satirize human 

frailties, and personalize themes' (Watts 59). Pocahontas II is no exception to this 

formula, remaining somewhat orthodox in its narrative. The first time James (voiced 

by Jim Cummings) appears, he is dwarfed by his throne, anticipating the lack of
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astute authority which leads to his easy manipulation later in the film. 46 That 

manipulation comes in the form of Radcliff (voiced by David Ogden Stiers), advisor 

to the King. Janet Wasko records the 'job description' of the archetypal Disney 

villain thus: 'Villain: Crave control of universe, keep nose in air, be either huge or 

emaciated, collect mortal souls, perish by falling' (Wasko 116). According to this 

formula, Radcliff certainly meets the criteria Wasko outlines due to his large 

physical status, but by including the emaciated clause, so too does James. Ronald 

Hutton claims that in Pocahontas II 'James comes off predictably badly, appearing at 

once capricious, stupid, brutal and weak. In the end, he gets put in his place by his 

'intelligent, humane and perceptive wife' (Hutton 249). Not only is James portrayed 

as this emasculated emaciated figure, but he is also depicted as a disinterested 

selfish character. As John Rolf (Billy Zane) is explaining his actions to the King 

(justifying his decision to bring back a woman to the court) Disney's 'James' listens 

half heartedly whilst involved in a game of chess, with his servants moving the 

pieces.47 The nature of chess suggests a battle of strategy, therefore enhancing the 

animated James' stubborn and selfish characteristics. The game-play image 

hearkens back to the 1951 Disney adaptation of Lewis Caroll's Alice in Wonderland

46 The concept of a King defined by his throne is also an image that frequently occurs In 
appropriations of James in the twentieth and twenty first centuries. For example, In Tranter's work 
the following illustration occurs: 'James, by the grace of God, King, shambled over to the Chair of 
State, and sat uncomfortably on the very edge of it, where the stuffing was escaping from the torn 
purple cushion'. (Tranter 1961:111). In this example, James' relationship with his throne is still one of 
uneasiness as a discomfort is felt when in contact with a symbolic 'seat' that carries so much history, 
suggested by the ragged state of the 'torn purple cushion'.
47 This is not the first time that a Jamesian appropriation has utilised the chess metaphor for 
comment on the nature of the early modern King. George P. Garrett's 1983 novel, The Succession: A 
Novel of Elizabeth and James, offers up a further example of the James/chess association: 'The King 
... hates this game with its confusion of little pieces, each depending upon the others. Kingdom of 
the chessboard, though it may be close to the image of life, is not the kind of kingdom he would 
cultivate. He would have that piece called the King empowered to clear the board of any other piece 
whenever it pleased him'. For Garrett, this image of the King, wishing his game counterpart could do 
as It so desired, serves as a testament to James desire for absolute rule (Garrett 256).
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in which the Queen of Hearts uses her servants as the hoops for her favourite 

sporting pastime of Croquet. For a young audience, this association creates a link 

between the tyrannical Queen of Hearts and the highly strung James VI and I in 

Disney's appropriation, furthering the alignment of James with the archetypal 

Disney villain.

However, if we follow the 'Classical' Disney formula then the fate of James 

should be sealed. As Wasko writes: 'Good is rewarded, evil is punished. Characters 

are clearly either good or evil, with little ambiguity or complexity' (Wasko 119). 

Radcliff's fate certainly adheres to the rule but James, despite his previous 

alignment with the typical villain and the links connecting him to the tyrannical 

Queen of Hearts, not only goes unpunished, but is catapulted into the position of 

hero in the final scene. In the resolution, after Radcliff's manipulation has been 

revealed, James takes action into his own hands. The final image of James displays a 

different King to that depicted throughout the film. Rather than relying upon his 

servants or upon his wife, James appears at the dock by himself to arrest Radcliff. 

James arrives astride a white horse, significantly the colour traditionally associated 

with the 'hero'. As the scene progresses, the animated stills of James are drawn 

from the perspective of a low angle camera shot. Despite the difference in stature, 

the imposing Radcliff, draw from a high angle perspective, appears humbled, fearful 

and trembling before the King who was originally dwarfed by this own throne. The 

perspective of the stills places James in an elevated position, creating the effect of 

authority and dominance, two traits that hitherto had been entirely lacking from 

the Disney James. 48

48 For critical interaction with Disney animation see Smoodin; and Finkelstein.
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Speaking in relation to generic formula in narrative, J. Hillis Miller states that 

'Variations from the norm draw much of their meaning from the fact that they are 

deviations from the rules' (Miller 1995: 70). However, where this 'norm' deviates in 

the case of Pocahontas II is in the linear progression of the 'hero' figure. Rarely does 

the hero evolve from questionable character to hero only in the last moments of 

the action. Such an enforced shift indicates that, for Disney, James is a malleable 

figure, capable of being both hero and villain. This is a concept that occurs 

throughout the multiple examples of Jamesian appropriations and will be used even 

more liberally in the various genres involved in the Gunpowder Plot retellings.

6.6: Gunpowder Plot 400 years on

Terry Deary's 'Horrible Histories' project is one in which the more unpleasant 

elements of history are expounded. In the Jacobean instalment, The Slimy Stuarts, 

Deary writes: 'We may forget James, but we always remember the fifth of 

November! '49 How James has been remembered in the Gunpowder narratives 

constitutes the focus of this section. Despite Deary's comment, James has not 

completely been forgotten. Post millennium, Martin Stephen, an English crime 

writer and creator of the series collectively known as the Henry Gresham mysteries, 

offers a linguistic image that can easily stand as a metaphor for this duality of 

memory surrounding Jamesian characterisation.50 Through Gresham's commentary, 

Stephen provides a description of James that links to Wormald's notion of 'Two

49 For more on Deary's 'Horrible Histories' project as history for children see De Groot 2019: 39-42.
50 Martin Stephen's novels are generically crime fiction, all set in London during the reign of Elizabeth 
I and James Vl/I. The titles are as follows: The Desperate Remedy: Henry Gresham and the 
Gunpowder Plot. 2002; The Conscience of the King. Henry Gresham and the Shakespeare Conspiracy. 
2004; The Galleons Grave. 2005; The Rebel Heart. 2007.
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Kings'. As James sits by the fire Gresham observes that 'Half his face and body were 

lit by the flickering flames, half in darkness. An emblem for this man, thought 

Gresham' (Stephen 2004: 23). If we are to interpret this in light of the emerging 

pattern of contrasting characterisation, then the half body in light could be said to 

stand for the comical and often visual reports associated with James in the texts 

(the weak, slobbering, thin legged monarch etc.) whilst the side in shadow 

represents that which lies beneath (the equivocator, the political player and the just 

monarch). Indeed, Stephen also draws upon the 'Wisest Fool' paradox in his 

characterisation of James in the second instalment, The Conscience of a King: 'Never 

forget this man has survived by his wits as King of the Scots. Never forget that 

conspiracies are second nature to him. Never forget there is no-one as wise as a 

fool' (Stephen 2004: 260).51 Stephen invokes the politics of memory in this passage 

which has implications for Jamesian appropriation more general. The question of 

how James is remembered informs all these appropriation of the historical figure, 

but particularly in the case of the Gunpowder Plot retellings.

The appearance of James in the 1980s' cult TV series Into the Labyrinth (Dir. 

Peter Graham Scott) provides an early example of James represented within an 

appropriation of the Gunpowder Treason.52 The scene opens in the cellars beneath 

parliament. As James enters, he is advised by the guards to leave. However, 

despite the guards' active discouragement of the King from entering the cellars,

51 Also included in the dialogue is the phrase 'King James I had an instinct for survival' recollecting 
the earlier quotation taken from Tranter (Stephen 2004:182). The concept of the 'Wisest Fool' is 
repeated throughout the text. For example: 'This man was no fool!’ (Stephen 2004: 209).
52 Into the Labyrinth takes as its premise a tale of an immortal magician trapped in a labyrinth of 
caves until he locates the five pieces of his magical charm, the Nidus. Three children travel through 
the caves searching for the missing pieces, but each cave brings them into a new time period in 
which Rothgo (the magician) and his nemesis Bellor (a witch) have existed in a previous lifetime. In 
this instance, Rothgo is Guy Fawkes and Bellor, Queen Anne.
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Peter Graham Scott's 'James' (Patrick Malahide) exerts his 'authority' and continues 

on to meet with Fawkes. However, the portrayal of James by Malahide throws this 

'authority' into question. Malahide, a man of slight build and gaunt facial features, 

plays James in a mannerthat suggests uncertainty. His dismissal of the guards is 

juxtaposed with slow yet jerky physical movements as the King proceeds through 

the cellar, indicating that the James risks everything to meet the conspirator, 

resisting his council, his advisors and, as he states 'his good sense'. All of this 

suggests a King who is willing to rule by underhand means, a fact that is confirmed 

within moments of his first appearance.

Together with Fawkes, the James schemes to improve his popularity in 

England but as Rothgo/Fawkes (Ron Moody) leaves the scene, James soliloquises 

that 'Your honesty is a virtue Fawkes and for it you shall die ... A King does not 

bargain with a serf'. There are two sides to James exhibited here -  a public and 

private 'face'. During the supposed negotiation scene, James is shot in the same 

blue lighting of Fawkes/Rothgo. However, given the true identity of Fawkes (a 

magician) and the true intention of James, this blue light comes to signify that all is 

not as it seems; both are wearing a metaphorical mask. Positioned against the hero 

of the Into the Labyrinth series, Scott's 'James' automatically becomes the villain of 

the piece. The defiance and bravery first exhibited by the King in this episode is 

removed in the final scene. When Fawkes/Rothgo is led away, his parting words 

have a physical effect upon James. As Fawkes/Rothgo utters the words, 'Your reign 

will be a sickly and unhappy one. I am immortal; you and your lady Queen will both 

die in the end,' James sinks to the ground. Now in a state of terror, James' physical 

contortion places him in a position of subordination to a traitor. No longer shot in



the communal blue filter, Scott's James has lost his mask, allowing for 

Fawkes/Rothgo to step forward as the hero -  a necessary ending for a series 

dedicated to the adventures of Rothgo.

Privileging of Fawkes is something that continues in the series of 

commemorative Gunpowder Plot productions produced around the 400 year 

anniversary of the infamous conspiracy.53 2005 saw the first publically staged 

production of Remember! Remember!: The Gunpowder Plot the Musical, the second 

musical endeavour by Sussex writing trio Jasper Kent, Robert Piatt and Robert 

Starr.54 According to the composers, musical theatre provides 'an ideal medium for 

recounting history' akin to the function of historical drama. For De Groot, 'musicals 

are vehicles of nostalgia, an "event"' (De Groot 2009:127). This new medium for 

Jamesian appropriation provides a new methodology for portraying the King that 

extends beyond action, dialogue and narration to musical score. James first appears 

towards the end of the second song, 'The Queen is Dead', during which he exclaims, 

in spoken word:

Somebody arrest that man, he's wearing a really really offensive hatll 

was only trying to say, do you think they were listening? There was a

341

53 James appeared in further screen appropriations between Into the Labyrinth and the 400 year 
anniversary of the plot. For example, Witchcraze (2003) shown on BBC2 saw Jimmy Harrison in the 
role of the King. God's Frontiersman (1989) was a 4 part drama telling the story of the Scots who 
emigrated to the North of Ireland during the 17th Century. Aired on Channel 4 James, played by Hugh 
Ross, appears in the first episode 'The Journey Begins1. However, no further Gunpowder Plot 
portrayals appear until over 20 years after Into the Labyrinth when the 400 anniversary sparked a 
series of retellings.
54 Although the initial draft of Remember! Remember! was completed in 1998, the version which has 
made it into the stage production was completed in 2005. For this reason, the later date of 2005 has 
been selected for its position in this chronological study of Jamesian appropriation as it is this version 
that has been produced in CD format. For more on this see Wilkins.
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rabble as the side there; I think I'll cut their heads off! Can I do 

that? 55 ('The Queen is Dead' Kent, Piatt and Starr CD)

This passage points towards a numberof significant elements that characterise this 

particular appropriation of James. Firstly, the harsh punishment James wants to 

inflict upon the rabble goes some way to explain the provocation to rebellion in the 

musical version of the Plot. The new King is portrayed as being unaware of his rights 

as an English monarch, turning to his advisors for permission to execute the 'rabble' 

overlooking his procession. 'The Queen is Dead' is preformed in song by a chorus of 

English subjects; James is the only figure that uses spoken word within the number, 

further distancing the King from the inhabitants of his new country. James' speech 

is heavily accented and even when the James character sings the accent remains, 

suggesting that, like Tranter's use of idiom, the authors are making a conscious 

effort to specifically display a marker of the King's foreign status. Exhibiting this type 

of questioning King on stage aligns the audience's view with that of the plotters. In 

his first song, 'Am I not King?' the title is repeated seventeen times, emphasising 

James' insecurities. Constant repetition of the question suggests an uncertainly of 

answer.56 For the 'James' character, this type of linguistic behaviour is retained 

throughout the musical. For example, in 'The Fuse', James' enquiry continues but 

shifts in focus, no longer questioning the position itself but the strength of that 

position. Fie asks:

55 McGuinness attributes a similar indecisive trait to his version of James. In response to a series of 
questions made by the Equivocator, James' answers all take a variation of his first response, 'Yes -  
no. / Perhaps' (McGuinness 10).
56 Frank McGuinness displays a similar linguistic feature in Speaking Like Magpies. 'May I have balm 
for their sore souls. / May I be King to each and to all. / May I be a fort of gentleness’ (McGuiness 
15). McGuinness uses the threefold replication of the 'May I' clause, suggesting a type of absence 
inherent in its use. The sense of request that is implied by the construction of each line suggests that 
presently, the person who is speaking does not possess the qualities outlined. Therefore, the 
inference is that James is not these things naturally.
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Am I not their master?

Am I not the law?

Are these not my people?

Do they love me no more?

('The Fuse' Kent, Platt and Starr CD)

At this point in 'The Fuse' the score quickens in pace, suggesting a more frantic 

element to the King's probing. These lines are performed in the same musical 

refrain as 'The Queen is Dead' whilst repeating the same pattern of enquiry as 'Am I 

not King'. The links between the three songs over the progression of the musical 

narrative display a King who is not only uncomfortable in his new role, but his 

insecurities are beginning to escalate, signified by the rising pace of the music.

Echoing Jenny Wormald's theory of 'Two Kings or One,' two variations of the 

James are presented here, a worthy King supported by Robert Cecil, and an 

unstable tyrant who must be overthrown. Presented to a communal theatre 

audience, the spectator experiences an 'event' that the authors claim they cannot 

separate from the lived experience of their audience's own 'history'. They state on 

their Remember! Remember! website:

There is no escaping the fact that Guy Fawkes and his comrades 

would today be called terrorists, even though at the time, the term 

had not been coined. When we began writing, the terrorism with 

which we had all grown up -  again Catholic versus Protestant, this 

time in Northern Ireland -  seemed, as it still seems, to be drawing to 

a close ... Today we once again face terrorism, in an even more 

appalling form. In developing Remember! Remember!, we made no



conscious attempt to draw any comparisons with contemporary 

events which occurred after the show was written -  and yet parallels 

occur. Remember! Remember! http://www.remember-remember.com) 

This passage reveals the political threat of terrorism to be subconsciously integral to 

the construction of the musical. Indeed, the links between the early modern plot as 

illustrated in Remember! Remember!, and the events of September 11th 2001 are 

further solidified by the decision to halt plans to bring early versions of the musical 

to Broadway. Given the nature of the 9/11 attack, it was justifiably reasoned that a 

play, primarily concerned with the bombing of a landmark, would be insensitive.57 

The correlation between the early modern Plot and modern terrorism lies in the act 

of terrorism itself. Defined in the OED as 'A policy intended to strike with terror 

those against whom it is adopted' terrorism is characterised by the uprising of one 

faction against another, and in this case, against authorial power located in the 

figure of James VI and I.58 A second definition of 'terrorism', again according to the 

OED, figures the governing body as the agent of terrorism as opposed to a party 

acting against authority.59 60 The 2008 Lewes production of the musical, the first 

public fully staged performance, depicted Fawkes (Adrian Samuel) and James (Dino 

Bishop) in similar costume (see Figures 32 and 33) .50 Both characters wore beards 

and similar attire. When they appeared side by side the similarity was unmistakable.

34 4

b7 For more on this see Parsons
58 Definition no. 2 in the OED.
59 Definition no. 1 in OED: 'Government by intimidation as directed and carried out by the party in 
power’.
60 'After being approached by Lewes Operatic Society, it was decided that a fully staged production 
was a wise step to gauge the public's reaction. This gave an opportunity to see how certain scenes 
would work with underscoring, costumes and designed lighting. Five performances were staged from 
1st - 4th October and every ticket was sold (including matinee) a week before the production’. See 
the Remember Remember website.

http://www.remember-remember.com
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The striking likeness of the Fawkes and James characters complicates the 

relationship between authority figure and rebel.

Left: Figure 32. 'King James Vl/l' 
played by Dino Bishop. 
Photographer: Keith Hunt. 
Remember! Remember! 
http://www.firstnight- 
cabaret.co.uk/RR/Lewes/08- 
James-Main.jpg.

Right: Figure 33. 'Guy Fawkes' 
played by Adrian Samuel. 
Photographer: Keith Hunt. 
Remember! Remember! 
http://www.firstnight- 
cabaret.co.uk/RR/Lewes/10- 
Fawkes-Main.jpg

Without the Disney engineered 'happy ending', the difficulty lies in identifying 

which figure represents which set of values. Presenting James and Fawkes in this 

manner opens debate as to whether the rebelling factions are freedom fighters or 

terrorists. As a result, the James figure is complicated because theoretically, the 

King can operate within the spheres of tyrant and rightful authority.

The function of Jamesian appropriation as a political tool continues in David 

L. Young's book, Gunpowder Treason and Plot: A Novel. The narrative begins with a 

child running to his mother with questions concerning Guy Fawkes Night after a 

school friend informs him that, as a Catholic, he should not attend the celebrations. 

As the child enters the kitchen, his mother is reading the evening paper:

As usual, the front page was filled with the usual litany of car crashes, 

burglaries and gossip about the royal family ... Most of the back page 

was devoted to the uncovering of a terrorist group which had

http://www.firstnight-cabaret.co.uk/RR/Lewes/08-James-Main.jpg
http://www.firstnight-cabaret.co.uk/RR/Lewes/08-James-Main.jpg
http://www.firstnight-cabaret.co.uk/RR/Lewes/08-James-Main.jpg
http://www.firstnight-cabaret.co.uk/RR/Lewes/10-Fawkes-Main.jpg
http://www.firstnight-cabaret.co.uk/RR/Lewes/10-Fawkes-Main.jpg
http://www.firstnight-cabaret.co.uk/RR/Lewes/10-Fawkes-Main.jpg
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planned to blow up the Parliament building In a small country in 

Central Africa. The inside pages included news about the 

interminable wrangling about negotiations in the Middle East, while 

at the bottom of page one there was the predictable annual article 

for parents warning their children about the dangers of fireworks on 

Bonfire night. (Young 2006: 9)

The series of local and world events narrated in this passage provides a summation 

of the local, global, temporal, historical and political connotations of the 

Gunpowder Plot through their connection to terrorism and negation of 'authority'. 

As a central figure in the Plot, James functions as symbol of power, passing through 

all of these categories, operating as a sign of authoritarianism, not just in relation to 

events in the US and UK as has heretofore been expounded, but on a global scale. 

However, the 'James' symbol remains an ambiguous one, existing in the categories 

of both tyrant and just ruler against which the act of freedom fighter or of the 

terrorist is afflicted. It is within this dissonance that the audience, spectator or

reader can locate themselves, connecting their 'living history' with the presented
« ■

early modern history facilitated by the continued appropriation of James. Young 

concludes his narrative by questioning the continued popularity of the Gunpowder 

Plot for a modern day audience. He asks why an act of terrorism 'has come down to 

us, some 400 years later wrapped up in a pale aura of misguided heroism' (Young 

2006: 234). The author offers up one possible reason for the continued popular 

interest which this current author supports, suggesting that it is perhaps the 'sheer 

drama of the story' that perpetuates the cycle of revisions. What makes the story 

relevant however, is the ability to map our lives onto the narrative.
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In 2004, pre-emptive of the 400 year anniversary of the Plot in 2005,

Scottish director Giles McKinnon films a retelling of the story for the BBC Northern 

Ireland, written by Jimmy McGovern. This TV movie, Gunpowder, Treason and Plot, 

aired in two parts on BBC2, provides the only example in which James is accorded a 

significant amount of focus on screen. Yet the frequency of James' (Robert Carlyle) 

appearance pales in comparison to the screen time devoted to his counterparts and 

only the second half is dedicated to the King. In McKinnon's film, the characters 

involved in the plot often speak directly to camera, forcibly creating the link 

between 'lived experience' and the drama unfolding on screen. Originally 

commissioned by BBC Northern Ireland to write the story of Mary Queen of Scots, 

and then later approached to write the story of the Gunpowder Plot, McGovern 

decided that the only logical thing to do was to 'combine the two and show them 

both as television films and the result is Gunpowder, Treason and Plot' . 61 The 

resulting film reframes the Gunpowder tale within the context of Mary, and as such, 

impacts upon the appropriation of King James VI and I.

James' opening words in the second episode, 'Saint or whore, I have every 

right to hate you' addressed to the portrait of Mary, ties to the oppositional terms 

that are frequent within these later depictions of the King. In this case, the 

correlation of 'saint' with 'whore' raises questions of sexuality which in turn informs 

the tyrant/noble ruler debate at work in these Gunpowder treason representations. 

The visual manifestation of the 'Saint or whore' opposition appears in McKinnon's 

vision of James' wedding night. Shifted geographically from the historically accurate 

Denmark to the adopted Edinburgh, the setting recounts the sexual deviance of

61 See the B B C  website.
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Mary and the birth of the King as depicted in the first episode.62 In the scene, James 

forces himself upon his wife, pinning her to the bed and crying 'Respect be 

damned!' He proceeds to question Anne rhetorically during the sexual act asking: 

'Are not all wives whores? Are not all mothers ... ?' James' language here points up 

the links between the rape of his wife and his relationship with the 'mother' Mary 

figure. Historically, James' alleged sexual deviancies are well documented. In the 

year 2000, Michael B. Young published his critical investigation of King James' 

sexual orientation in his book, King James and the History of Homosexuality. 

McKinnon portrays James' homosexuality through suggestion rather than explicit 

revelation. The film intimates that the King prefers to spend time with male 

servants post-coitus and suggests, through staged glances and insinuation, that 

James has forced Thomas Percy to perform an act of fellatio in order to secure the 

safety of English Catholics.63 However, McKinnon's direction of Carlyle in the 

bedroom scene provides a further layer to James' sexual deviance, one that is not 

present in perceptions of history. By figuring James in this way, the King's portrayal 

takes on a particularly Oedipal flavour. Linguistic connection of his wife to his

62 In McKinnon's version of events, Anne arrives in Edinburgh, accompanied by her maid, removing 
the voyage made by James to Denmark. This eliminates the enamoured version of James that the 
King's poems project at this point. The love poetry composed before and during the journey 
recorded in ADD. MS 24195 is wiped from this version, as is the stormy return and therefore so too is 
the threat of witchcraft that James experienced which historically contributed to his heightened 
state of paranoia. Without this fact, James' adornment of armour upon word that the plotters intend 
to attack produces the image of a King who is unduly paranoid. This is not the only occasion in which 
history has suffered manipulation or editing in order to accommodate a specific narrative intent. The 
discovery of the Plot by James through his interpretation of the Monteagle letter is often excluded 
from retellings (though surprisingly, despite McKinnon’s degree of historical alteration, his film is one 
of the few instances in which this aspect is retained). For details of James' discovery see his 1605 
speech to Parliament (James VI and I 2001:147-158) Perhaps the most drastic manipulation of 
history is found in Mike Slee's 2005 documentary in which the Gunpowder Plot is reconstructed with 
a positive outcome for the plotters.
63 James' homosexuality is frequently depicted throughout the film. For example, immediately after 
this rape scene, Anne storms after James, only to find him in the embrace of his young male servant. 
Interestingly, it is the servant that stands to close the door upon Anne, signalling the subservience of 
James to male flatters and to his own sexual desires.
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mother, suggests that this variation of James holds incestuous desires. The image of 

a young and attractive Mary at the end of the first episode, immediately precedes 

the appearance of the adult James, itself an event unashamedly connected to the 

Queen. Mary is never clearly shown as an older woman.64 The juxtaposition of the 

sexually active Mary with the sexually violent James works to add further support to 

the incestuous thread McGovern provides though his use of language. James is not 

only 'sexually deviant' in terms of his homosexuality, but in McKinnon's vision he is 

also a violent rapist with incestuous desires. This complex characterisation works to 

enhance sympathy for the plotters, rendering the film as a whole just as ambiguous 

as the figure of James.

Made two years after the September 11th attacks, it is difficult to ignore the 

connections between an early modern political threat and the memory of recent 

global events. Therefore, if the plotters represent the rebellious side, James 

becomes a symbol of authority against whom the conflict is directed. Yet, as has 

already been shown, the vision of 'James' that appears in the film is one that 

suggests that the authority he embodies is a corrupted authority. In modern terms, 

the lines that distinguish activist and terrorist are blurred by the presentation of a 

corrupt, yet justified authority. Robert Carlyle recognises the complexities involved 

in trying to 'defining' James in this manner. Discussing the difficulties in playing the 

early modern King, Carlyle says:

I spoke to four historians in Scotland and read a couple of books

about the period, but the picture just got muddier and muddier...

We get different insights into him. We see he is unbelievably ruthless

64 The aged Mary appears briefly in the second episode kneeling in the shadows of her jail cell, yet 
James still describes her as 'beautiful' in McKinnon's wholly fictional meeting.
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cunning and intelligent, yet we also see that he has leanings, like his 

mother before him, towards unification and tolerance.65 

As Carlyle notes, and as expounded in the beginning of this chapter, the inability of 

historians to agree upon the chronicles, much less the character, of the historical 

James with any degree of accuracy offers a space for directors and writers to 'play' 

with the King. In this case, McKinnon utilises the fluidity of historical fact on the 

matter, offering a vision of James that is neither wholly corrupt nor wholly honest. 

Due to this stance, the decision of whether or not the plotters had a just cause, or 

whether or not James deserved to be punished, exists on the same binary 

oppositional plain as the 'Saint and Whore' juxtaposition that appears in the 

opening of the second episode.

The background of the film provides an additional layer of modern 

significance. As previously mentioned, Gunpowder, Treason and Plot was 

commissioned for BBC Northern Ireland and produced by BOX TV. The connections 

between the Catholic and Protestant conflict as depicted in the film and the history 

of sectarian violence in Northern Ireland can be drawn quite easily. These 

associations are further solidified by the pedigree of the writer. Prior to Gunpowder, 

Treason and Plot, McGovern produced the screenplay for Sunday (2002), again for 

BOX TV productions aired on Channel Four. Sunday offers an edgy retelling of the 

horrific 'Bloody Sunday' events in Londonderry 1972, figuring British authority as 

the tyrants in an already complex sectarian situation. Gunpowder, Treason and Plot 

echoes the same complex sectarian and tyrannical themes allowing the spectator to

65 See the B B C  website.
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draws connections, not only between the films, but with their own lives.66 The 

symbolic nature of the plot in today's cultural climate is at the forefront of these 

contemporary depictions, furthering James' status as a 'symbol' of authority in 

conflict.

Commissioned by the RSC for the 2005 Gunpowder Plot celebrations, Frank 

McGuinness' play, Speaking Like Magpies, also infers a link between the early 

modern plot and the history of terrorism in Ulster. As a Northern Irish playwright, 

the play offers a particular Catholic/Protestant perspective on conflict, referring 

specifically to the 'bitter wounds, / Of Protestant and Catholic' as opposed to the 

Papist/Puritan terms of the early modern conflict that occur more regularly in 

contemporary depictions.67 Originating from Buncrana in Donegal, McGuinness' 

specific use of the terms Catholic and Protestant conjures a link between the early 

modern religious controversy and the political sectarian struggle in Northern Ireland 

from 1968 to 1998.68 In the opening of the play, McGuinness' 'Equivocator' asks, 

'Remember, remember-/ How do we remember?' (McGuinness 1). As stated 

previously, how we remember James is integral to his appropriate afterlife. How 

we remember is quite a poignant question in relation to McGuinness' work. 

Speaking Like Magpies not only challenges precisely how we remember the plot,

66 Of course, the links with terrorism need not only apply to the film's Northern Irish audience. 
Speaking of the films significance to a modern British audience, one of the film's producers, Gareth 
Neame, states: 'It’s become a cliché that nations should learn from their past and that history 
repeats itself. However in Britain in 2004 we live with the threat of terrorism as revenge for 
perceived religious persecution. Four hundred years ago Britain was under the same threat as a 
small group of disaffected Catholics, sickened by the persecution they suffered at the hands of their 
King, fought back in the first attempted act of modern terrorism with a strike at the heart of the 
nation'. See BBC website.
67 For details of the commission see the RSC website. McGuinness 15. Martin Stephen's work for 
example uses the terms 'Puritan and Papist throughout.
68 For more on the history of Catholic/Protestant conflict in Northern Ireland see O'Donnell.
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but how we remember the characters within that plot, and ultimately how, once 

again, that memory connects with the recollection of our own lived experience.

Henry Garnet's speech to the King at the moment of his execution furthers 

the suggestion that McGuinness' 'James' functions as a symbolic entity. He says: 

You are man as much as woman,

As Catholic as you are Protestant,

As Scottish as you are English,

A being mortal and divine,

Confounding all confusion,

James, you are the future,

I am the past forgotten. (McGuinness 113)

The identity of James the man is removed in Garnett's speech. His gender, religion, 

nationality and existence become abstract. The fictional James exists in neither 

category creating a further state of perplexity. No longer is the confusion located in 

an uncertain James, but James is the embodiment of that confusion. What James 

the 'sign' represents is not the future per se, but an idea of peace for the future 

located in an entity that functions as an authority, yet remains ambivalent. 

However, the final stage direction before the King exits indicates that James as a 

motif of peace is a failed motif. It reads: 'The Queen looks at James, who does not 

return her look./James is surrounded by young men' (McGuinness 116). James is a 

failed motif as there is no future peace in this play, neither between husband and 

wife nor Catholic and Protestant, a situation signalled in the final words of Anne 

Vaux, a Catholic conspirator:

The fuse has been lit.
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There is no peace.

We must wait and watch.

Wait and pray. (McGuinness 118)

There is a sense that the religious war is not over and indeed history demonstrates 

this to be true both in the early modern period and in today's climate. What James 

represents then is a perpetual hope. The final words of the play, 'Give me your 

faith', constitute a request on the part of the Equivocator for an unquestioned 

belief that peace will prevail (McGuinness 118). To whom this line is spoken is 

unclear. It is equally applicable to the women in the play as it is to the audience. 

Given the suggestion of a particularly Northern Irish perspective, the James implied 

in Garnet's dialogue becomes an emblem of the hopes of the 'Good Friday 

Agreement', a bringing together rival factions.69

Whilst the political memory of McGuinness' play is located in the subtleness 

of language, Bridget Foreman's Remember, Remember, penned in the same year, 

directly infuses an early modern event with recent memories of sectarian violence 

and terrorism, creating a somewhat analogous relationship. First performed by the 

Riding Lights Theatre Company on 20 September 2005, the play opens with the 

'modern' voices of Aoibheann, Paddy, Jon, Matt and Ellie, recanting their personal 

experiences of violence and conflict. The non-diegetic inserts, voiced by the actors 

themselves and told from their perspective, occur at regular intervals throughout 

the play, helping to explicitly solidify a transaction between history and recent 

memory. In this initial scene, the modern voices are physically disrupted by history

69 The 'Good Friday Agreement' was signed in Belfast on 10 April 1998.
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as Paddy, pulls the seventeenth century Mary Digby from the floor boards.70 At this 

moment the modern scene gives way to the appropriation the Gunpowder Plot 

focusing immediately on the idea of James as foreigner. Scene one begins with Sir 

Everard Digby recounting the events of his knighthood to his wife:

Everard: (WITH A THICK AND FAIRLY TERRIBLE SCOTTISH 

ACCENT)

Arise, Sirrr Everarrrrrd!

Mary: How does anyone understand him?

Everard: He's from Scotland, Mary, not China.

Mary: Same difference. They're all barbarians. (Foreman 6) 

Foreman's James, according to Digby, is still in possession of his thick Scottish 

accent. For Mary, this constitutes the marker of the foreign barbarian.71 James' 

supposed 'otherness' links to the modern threads running throughout the play, 

many of which deal with the sectarian violence of the IRA and various loyalist 

factions. Depicted as the foreign ruler at the time of the plot, and given the osmosis 

between early modern history and recent memory in the play, James becomes 

indicative of the foreign ruler in Ulster. Again the binary opposition of the freedom 

fighter or terrorist is recalled within the text, particularly given the reminiscent 

dialogue of sectarian warfare. Robert Catesby invokes the notion of the freedom 

fighter whilst in dialogue with Anne Vaux stating:

70 Stage Direction: 'Paddy pulls Mary, screaming, up from beneath the floor. Her appearance cuts 
into the moment' (Foreman 4).
71 Further references to James as foreigner occur throughout the play. For example, see Foreman 18 
47.
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You sit there in your comfortable home with your wife and your sons, 

and your stable full of horses, and your barns full of grain, while it’s 

people like me who pay the price, fighting for your freedom.

(Foreman 12)

However, despite the claim that the early modern act of violence is in order to grant 

'freedom' to the public, the opposite effect is achieved by such actions.

Immediately after this episode, Jon, one of the modern speakers, reflects on life in 

modern London after the IRA attacks in his youth. He says: 'I guess it's what I'll learn 

to call a climate of fear. You watch the news and it makes you afraid that something 

could happen. To you' (Foreman 13). The climate of fear that is created is one that 

is born out of terrorism, for although the term was not used until the late 

eighteenth century, the actions of the plotters certainly constitute an act of 

terrorism just as Kent, Piatt and Starr suggest. Indeed the correlation between the 

plot and a modern act of terrorism is solidified by Aoibheann's use of the word of 

'terrorist,' spoken in her story at the end of Act Three (Foreman 29).

In the final 'retribution' scene, James is physically absent, appearing only in 

thoughts. Removal of the King allows the 'James' figure to develop a generalised 

signification. The King only exists in memory, but the appropriation of that memory 

invokes the images of our own political climate -  reinforcing the idea of James' 

metamorphosis from a historical King to a modern symbol of authority against 

which rebelling factions react. The language of the Masque scene which appears 

towards the end of the play is applicable to both the early modern and modern 

threads of the piece but inherent to neither. In the absence of James, the words of 

Fawkes give rise to the globalisation of the Plot and all its players:
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I'm just some Guy-what need for names? 

My signature's the sight of flames

I'm a shape-shifter, 

No fixed address ... 

Both black and white

You'll find I live in every region

Look me up: my name is Legion. (Foreman 74)

This passage echoes the words of Garnet in McGuinness' play in which James 

becomes the non-entity. In this case however, it is Fawkes that has his identity 

removed, rendering him a symbol of 'flames' with no specific temporal, physical or 

geographical location. As James became a symbol in Garnet's speech, so too has 

Fawkes become a symbol in his own soliloquy. Indeed, Fawkes pre-empts multiple 

manifestations of what 'Fawkes' (the symbol) now represents through the adoption 

of the name Legion, the name of a biblical demon connoting multiple existences.72 

The universal nature of Foreman's 'James' symbol is emphasised by her reference 

to the monarch as 'Mr King', removing all form of identity other than his 

monarchical authority, and even that is tainted by the use of the 'Mr' prefix 

(Foreman 45). However, the dichotomies of innocent victim/deserved victim and 

the terrorist/freedom fighter still remain.

'My name is Legion: for we are many'. Mark 5:9.
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Conclusion

Over the course of the twentieth and twenty-first centuries, the figure of King 

James VI and I has experienced various moments of interest, ranging from the 

prodigious attention offered by the publishing world, fuelled by editors, historians 

and literary critics alike, to the more sporadic moments of revived focus within 

various fictional narratives. As has been seen, both historical accounts and fictional 

appropriations have undergone similar evolutionary processes, moving from the 

orthodoxy of Weldon to a more balanced approach by the 1970s and beyond. 

However, these appropriations are not simply created for entertainment value. 

Speaking of appropriation more generally, Julie Sanders states that 'In some 

instances, a historical event is depicted and deployed for both its own rich literary 

and imaginative content and for the parallels and comparisons it evokes with more 

contemporary or topical concerns' (J. Sanders 139). This is evidently the case with 

Jamesian depictions. The translation of the early modern King certainly operates on 

more than just an informative historical level. His appearance lends to the 

interpretation of many of these texts in conjunction with the 

author/director/playwright's cultural context. Appropriations of James have 

evolved from functioning as a subtle reflection of localised events, to achieving 

status as 'symbols' applicable not only to political concerns in the US and UK, but 

relevant on a more global scale.

Attempting to account for the lack of screen attention that James achieves, 

Hutton writes 'Part of the problem may be that the Stuarts do not belong solidly to 

one kingdom -  either Scotland or England' (Hutton 249). Certainly, this argument 

fits with Wormald's observation of the early modern period in which each nation
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saw the King as 'theirs' resulting in contrasting reports -  successful ruler in 

Scotland, foreign power in England. It relegates James to a non-position. This 

'foreign' status may inhibit identification on the one hand, but it is such a lack of 

belonging that enhances the appeal of James as a protean figure, capable of 

symbolising general varying modes of authority, monarchical, governmental and 

tyrannical. The contrasting characterisations that continually re-occur within 

appropriations extending from the 1970s create a kind of dissonance. Speaking of 

the Irish historical novel, Jerome De Groot states that 'the significance of particular 

events and historical occurrences is still conflicted; These novels merely use the 

space created by such dissonance to situate their practice' (De Groot 2010: 141). 

This is true, not just of the appearances of James in historical fiction, but of all the 

translations of James that exhibit conflict. It is through this conflict, combined with 

the impossibility of any kind of historical 'truth', that James becomes a malleable 

character, shaped to suit the purposes of the authors' intention whilst 

simultaneously harnessing the audience to the story.

J. Hillis Miller states that 'If we need stories to make sense of our 

experience, we need the same stories over and over to reinforce that sense' (Miller 

70). Therefore, in the current 'climate of fear' Jamesian appropriation is able to 

emerge as a means by which the historical past can be correlated with the threats 

of the future, concurrently creating a sense of wariness and a sense of relief 

through identification of lived experience with the familiar tale of a seventeenth- 

century King. Perhaps it is not the 'lived experience' of conflict that connects the 

spectator to the art, but the recognition of 'lived dissonance,' embodied, to an 

extent, in the symbol of James.
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As Kapur said, if the film cannot reflect our own lives then what is the point? 

(Moss The Guardian). The evolution of Jamesian appropriation in the twenty and 

twenty-first centuries lends to our identification with these historical retellings, 

indicating that appearances of James, certainly in the last part of this time frame, 

operate as proximations of the political/social climate and culture which produced 

them.
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Epilogue

Continued Afterlives: The King James Conspiracy

Over the course of this thesis, various methods and means of Jamesian 

appropriation have been investigated, stemming from the King's representation of 

self, to appropriation of James by other authors, artists, emblematists, directors 

and composers. Yet, what is common to all these manifestations is the function of 

appropriative processes for particular alternative purposes which lie outside their 

superficial existence as representations of history. For James, projection of 

particular ideas of self, help to forge his mythology, an enterprise that was 

continued in the appropriation of the monarch's linguistic constructs within early 

modern visualisations of James. Extending beyond the King's lifetime, 

representations continue to serve a dual function, operating as both a glance to the 

historical past, and a comment upon some facet of the culture in which the 

appropriation, citation, or visualisation of James is constructed. However, whilst 

the James figure becomes synonymous with certain elements such as King Charles I, 

or with tyranny in the seventeenth century, these associations also impact upon the 

nature of Jamesian appropriation.

Chronological examinations of these pockets of Jamesian visualisation, 

reveal a fluctuating pattern of representation in both volume and tone. To this end, 

it could be argued that, whilst the early modern King exhibited a number of 

adopted personae within his own written discourse, appropriations of the King 

results in a similar multiplicity of presentation, creating a symbol of James that can 

be used as a literary mechanism. In this respect, although postmodern
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representations of James continue to gesture towards a historical construction of 

the King, what they offer is a construction of James as a disembodied sign, utilised 

to comment upon the cultural moment of creation rather than presentation of a 

James, essentially harnessed to the past. In the introduction I refer to G. P. V. 

Akrigg's assertion that changing culture led to the emerging sympathy of the early 

modern King. Due to the protean nature of the monarch, and the sustained nature 

of that mutability, our changing culture has not only led to a reinvestigation of the 

King, but the King has become a tool to express our changing culture and the 

dissonant existence it produces.

During the compilation of this thesis, further Jamesian representations have 

emerged that could not be afforded any detailed examination here, but may 

certainly warrant examination in the future. For example, Ulster Scots poet Randall 

Stephen Hall has cited King James VI and I in two of his songs, 'The Lang Staine' and 

'The Reiver and the Gael'. Playwright Howard Brenton has recently had his new 

play, Anne Boleyn, staged at the Globe Theatre, in which the story of Anne is 

recovered through the investigation of King James (August 2010). However, it is the 

title of James DePoy's 2009 novel, The King James Conspiracy, that perhaps 

provides an apt expression for the condition of Jamesian appropriation in the 

twenty-first century more general. The predominant fascination that gives rise to 

Jamesian adaptation is in the representation of the Gunpowder plot, but as has 

been seen, the twenty-first century plot retellings are not just historical projects but 

they collaborate with contemporary concerns of terrorism.

The conspiracy novel has experienced an increasing popularity as a genre, 

not least since the publication of Dan Brown's The Da Vinci Code in 2003. Philip
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DePoy combines the genres of historical novel with the conspiracy format. Martin 

Stephen offered a vision of James within the mystery genre in the same period that 

Dan Brown came to the fore. However, DePoy's novel differs from Stephen as his is 

based on the revelation of conspiracy as well as mystery. The King James 

Conspiracy visualises James in a new manifestation -  as central to a seventeenth 

century conspiracy, simultaneous granting a secondary, contemporary purpose.

DePoy attaches familiar appropriate traits to his James, echoing many of 

the motifs that have gone before. Certain significant historical events in James' 

reign are referenced, one example being the Bye Plot Failure (DePoy 19). Similarly, 

elements of James' youth, and components of his political philosophies are 

inferred.1 More notable, however, is the construction of James as inherently 

unknowable, a condition that lends to the fashioning of James as potential 

murderer. Beginning this construction is the inflection of the medieval 'King's two 

bodies' philosophies. The narrator reports that the character of Marbury 'was 

astonished to see a very human face on the King of England' (DePoy 92). Here the 

conjunction of the two clauses, 'human face' and 'King of England' are juxtaposed 

to expose the complexities housed in the conception of the Body natural and the 

Body politic (See Chapter One). Certainly, James' dialogue within the text creates 

the sense that DePoy's recreation does, indeed, conceive of himself on a higher 

intellectual plane to his translators, stating that the scriptures cannot 'translate 

properly no matter what a scholar does. They contain information too complex for 

most minds' (DePoy 98). The King precludes himself from this generalisation -  he is 

not one of the 'most'. Further evidence of the constructed self-elevation motif is

1 See DePoy 90.
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presented when the King records 'My thoughts are too overwhelming for most 

men' (DePoy 99). The creation of James as a monarch prone to self-elevation plays 

into the establishment of the 'conspiracy' aspect of DePoy's narrative.

Central to the plot is the translation of the King James Bible. DePoy 

addresses some of the basic issues of translation as well as tapping into the political 

motivations for the creation of the new bible; here as an attempt to avoid 

misinterpretation of the Christian text for a Doetical heresy; in 1604, as a text for 

the solidification of Jamesian political policy as seen in Chapter Two (DePoy 67). 

From the outset of the novel, there is a distinction drawn between the religious 

purpose and the King's purpose for translation. For example, Anne, niece to the 

chief translator, states that 'All these great men are here in this place doing God's 

work -  and the Kings' (DePoy 27).2 Indeed, James acknowledges such a purpose 

stating:

I have a desire for a new translation to replace the Bishops' Bible 

also for petty political reasons. I know that the Geneva version is 

more popular, but I do not care for the marginal notes in it which 

proclaim disobedience to a king necessary, if the king be like Herod 

... it must be favourable to Our political ends. (DePoy 93)

This echoes the rules for translation as laid down by Bishop Bancroft and James in 

the seventeenth century. The linguistic amalgamation of the personal pronoun 

with the royal vernacular is also revisited here (see Chapter Two), indicating that 

DePoy's James is one inherently connected to the early modern King's publications, 

not least through the translation of the King James Bible.

2 Similarly, Anne notes that: 'King James will have his new translation ... but surely the Bible remains 
the same' (DePoy 35).
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Utilising the King's translation, DePoy constructs a discourse of conspiracy 

surrounding the motivations for the King James Version. DePoy's James claims that 

'There is more at work here than you can possibly imagine' (DePoy 93). Yet 

precisely what is at work is never satisfactorily revealed. The threat of potential 

heretical revelations is hinted at, but the specifics of the supposed conspiracy are 

never wholly revealed. Neither does the James figure undergo a satisfactory 

resolution. DePoy constructs James as an enigma, a complex figure for which there 

is no closure, echoing the earlier formulations of Walter Scott and Martin Stephen 

(see Chapters Five and Six). There is a pronounced difficulty in identifying the core 

of DePoy's James character. From the physical description of the King who 

'affected a weary look' to the assertion that 'James's face did not change', DePoy 

offers a vision of James that is only surface deep (DePoy 89, 91). As a result, the 

King's motivations for any of his actions are, at best, superficial, leading to the 

transition of James from potential sleuth when Marbury asks 'Could it be that the 

King could solve the murder?', to the eventual accusation that James is the 

murderer, and more shockingly to James as the Devil (DePoy 13, 340, 335). The so 

called madness of James over his reaction to the witchcraft phenomenon leads to a 

questioning of the King's sanity. On more than one occasion he is referred to as 

'mad' (DePoy 96, 98, 99).3 Coupled with his supposed 'madness', James' witchcraft 

obsession lends to a sense throughout the text that James may well be the 

murderer in DePoy's mystery.

3 It reads: The King was mad, and Mary wrote a gospel. A thousand walls would not be enoueh to 
steady a man who knew these two facts' (DePoy 99). s
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DePoy's text is one of the few examples of Jamesian appropriation in which 

the King's written discourse appears. Within The King James Conspiracy, James' 

1597 text Daemonologie features quite heavily, becoming the method by which the 

murderer, Harrison, distributes his clues (DePoy 40). For example, Harrison enters 

the guarded house by the assuming the guise of a dead body. In the final revelation, 

he wonders at the inability of the King and translators to make the connection 

between his modus operandi and the King's text. Harrison reminds the witnesses of 

James' words: 'By what way or passage can these Spirits enter in these houses? If 

they have assumed a dead body, they can easily open any hidden door and enter' 

(DePoy 343). Indeed, once revealed, these passages offers illumination upon how 

Harrison carried out his vengeful attacks against James and his translation. Placed in 

the context of Harrison's murder spree, not only are these passages misplaced and 

misinterpreted, but, due to their function within the plot, the King's text becomes 

tainted with blood. In this way, DePoy's treatment of James' text in this novel 

parallels the King's concerns with misinterpretation, exhibited in his early political 

works (as revealed in Chapters One and Two). Indeed, the adaptation of The Book 

of Sport (1617) by King Charles I in the mid seventeenth century leads to an 

additional parallel with DePoy's interpolation of James' texts as, within his novel, 

James' Daemonologie also becomes associated with blood.

However, excluding Jamesian scholars, the connection between murders 

and text is not established forthe reader until the final moments of the action. Not 

even the character of James recognises his own words. This offers some 

commentary upon the current the state of Jamesian scholarship. DePoy notes at 

the end of his text 'Most of James's dialogue in The King James Conspiracy is taken
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(DePoy 361-2). Yet, this writing is unrecognisable to the discerning public.

However, the choice of this subject matter indicates that Jamesian appropriation 

must carry a certain amount of familiarity with in it order for DePoy's narrative to 

work. Although readers may not have known the intricate details of Michelangelo's 

doctrine, they were certainly familiar enough with the general subject to allow 

them to enjoy Dan Brown's Do Vinci Code. Similarly here, there must be a certain 

level of understanding surrounding the figure of James, perhaps formulated over 

the course of the appropriate history of the character as outlined in this thesis. In 

order for James within the conspiracy genre to work, the reader must be familiar -  

but not too familiar -  with the intricacies of James' text, otherwise there would be 

no mystery to Depoy's narrative.

Yet, despite resolution of the murders within the course of the text, there is 

no conclusion as to the status of James. The question of his madness still lingers, as 

too does the question of his guilt as a murderer -  not directly for the deaths within 

the plot, but indirectly through his actions over the witchcraft scandal. Harrison 

reveals that motivation for his actions stemmed from the torture his family endured 

at the hand of James after his witchcraft accusations. Thus, Harrison brands him 

not only a murderer, but 'Satan' (DePoy 335). The lack of response to this 

accusation of murder is echoed in DePoy's use of narrative description. Whilst it is 

proclaimed that 'James is responsible for these deaths! James is to blame for the 

murders! King James is the killer!', no answer is offered from the witnesses.

Neither is there space allotted for such an answer to be offered as DePoy forecloses 

on these statements with the bursting open of a door, leaving the implication

366
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unanswered (DePoy 340). Therefore, similar to the King's madness, James's guilt 

also receives no solution within the novel. Whether King, man, Devil, sleuth, mad, 

sane, murderer or victim, DePoy's construction of the King adheres to the protean 

pattern evident throughout the examples presented in this thesis, revealing no 

definitive identify.

The King James Conspiracy plays with the notion of undefined selves, linking 

to the multiplicity of personae that James constructs for himself during his own 

lifetime (Chapter One and Two). What the conspiracy novel offers by presenting 

characters in this way, is a mechanism for cultural commentary. Gordon Kelly 

claims that mystery fiction has been used to issue warnings to contemporary 

culture. But where the conspiracy novel extends upon this is encapsulated by Mark 

Fenster's comments as recorded in his text Conspiracy Theories: Secrecy and Power 

in American Culture. He states that common to all models of conspiracy theory 'is a 

critique of the contemporary social order and a longing for a better one'. (Fenster 

225). Appropriation of the Gunpowder Plot within the twenty-first century offers an 

element of this, often situating the narrative against a backdrop of modern 

terrorism. But in order for the retold story to maintain historical integrity, it is 

necessary that James survives (except for the experiment demonstrated in 

Gunpowder Plot: Exploding the Legend [200]). But here, there is no resolution. The 

murderer may have been caught, and the reason for the translation revealed, but 

the King is neither resolved as inherently good or bad.

The expected solution to a tale of murder is that the 'good guy' must win.

But within the confines of the conspiracy novel, this construction is too simplistic. 

For DePoy, the victim of Harrison's murderous ploy was James but his motivation
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was not one of greed, but one of vengeance. The conspiracy, therefore, constitutes 

a reflection of the chaos of everyday life. Mystery writer Raymond Chandler claims 

that 'it is just possible that the tensions in a novel of murder are the simplest and 

yet most complete pattern of the tensions on which we live in this generation' 

(Chandler 53). Certainly, this correlation is apparent in DePoy's text. Throughout 

the novel, James is located within spaces connected to his heritage, such as the 

Banqueting House (DePoy 87). Yet this is a construction that is equally familiar to 

DePoy's contemporary readership as it still stands as a historical landmark.

Similarly, DePoy's text is infused with Shakespearean reference, such as the signal 

to Romeo and Juliet through repetition of the line 'That which we call a rose, by any 

other name would smell as sweet' (DePoy 73). Whilst the Shakespearian association 

places James firmly within a seventeenth century cultural context, it also partakes 

of the cultural familiarity the modern reader has with these texts, forging a 

tentative link between past and present, between the appropriation of James and 

the modern cultural condition. It is precisely because of this familiarity that DePoy's 

James operates within the confines of conspiracy mechanisms, simultaneously 

representing the chaos of modernity and pointing up the inability to locate a 

resolution.

Fenster claims that the purpose of a conspiracy novel is to prophesy the 

arrival of a moment 'Where secrecy vanishes and power is transparent and utilized 

by good people for the good of all'. (Fenster 225) Yet this moment is never to 

arrive. For this reason, Fenster concludes that:

conspiracy theory ultimately fails as a political and cultural practice.

It not only fails to inform us how to move from the end of the
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uncovered plot to the beginning of a political movement; it is also 

unable to locate a material position at which we can begin to 

organize people in a world divided by complex divisions based on 

class, race, gender, sexuality, and other social antagonisms. (Fenster 

226)

De Poy's text presents a truth to Fensters observations. By leaving the King in an 

unresolved state, DePoy creates a symbol, more indicative of chaotic modernity 

than the James of the Gunpowder retellings. In DePoy's construction, there is no 

resolution, nor is there a happy ending. The conspiracy novel therefore connects 

with its readers because it too 'expresses on the fantasy ievel a yearning for order' 

(William 324). In the same way that James remains inherently unknowable in 

DePoy's text, this order is never to come.

Reviewing the modern culture of the conspiracy novel, Mark Lawson writes 

that the success of The Da Vinci code 'can be attributed to those who read 

Nostradamus and believe that the smoke from the blazing twin towers formed the 

face of the devil or Osama bin Laden' (The Guardian). Here, Lawson describes the 

search for order in chaos as a means of achieving closure, constructing faith in the 

belief that everything is meant. According to Lawson, texts such as The Da Vinci 

code act as 'post-9/11 therapy', not necessarily providing a solution but offering a 

commonality in the disjointed living experience. Jerome De Groot comments that 

'The Da Vinci Code traces a line of conjecture and conspiracy while cleaving to a 

sense that the truth is out there and can be understood' (De Groot 2009: 55). 

Within DePoy's novel, the unidentifiable James echoes the chaos of our modern



world, yet this sense of essential truth is complicated by the James figure's 

assertion that 'most' cannot comprehend the truth. The central religious theme of 

DePoy's text focuses its cultural connection on the debate surrounding religious 

conflict. Within the narrative, James did what he thought was right which proved to 

be acceptable for some but not for others, resulting in Harrison's murderous 

rampage. Harrison sermonises upon what it means to be a seventeenth century 

'Christian', stating:

You call yourselves the followers of the Messiah, but you have no 

idea what He said. He said that you cannot take up a musket and be 

a Christian. You cannot torture a woman and be a Christian. And you 

cannot claim strength to rule this world when it was clearly stated 

that the meek were meant to inherit everything. I spit my vilest curse 

at you men who call yourselves one thing and behave as another. 

(DePoy 342-30)

Harrison's words are harrowingly familiar to the modern reader. In a world in 

which religious conflict dominates news headlines, these words, directed to James 

but applicable universally, once again direct the complexities of identity. Echoing 

the freedom fighter/ terrorist dichotomy of the Gunpowder Plot adaptations,

James, as symbol, is once again utilised for commentary on the eternal conflict in 

the name of religion, looking towards a resolution that, sadly, may never come. 

Therefore, the opening word of DePoy's text is somewhat apt for a text that, in the 

words of Lawson, issues the James figure as a means of conflict 'therapy', for The 

King James Conspiracy simply begins with the word 'Blood!'.
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