3
r

J)ﬁﬂll/’&’

>,
7

EOXFORD COMPANION rto0

T




THE OXFORD COMPANION rto0

2. fakes peare

From the conjectured identity of the Dark Lady of the
Sonnets to the Shakespearc-inspired Sandman comic
books, The Oxford Companion to Shakespeare offers the
most comprehensive coverage available on all aspects of
the artist’s life and works.

Illustrated with more than 100 photographs, the
Companion boasts contributions from a team of interna-
tionally renowned scholars, including such noted
Shakespeare authorities as Helen Vendler, Stephen
Orgel, and Jonathan Bate. The more than ;,006 entries
offer succinct, stimulating, and authoritative commen-
tary on Shakespeare’s life and times, his plays and poems,
and their interpretation and lasting influence around the
world over the last four centuries. All of Shakespeare’s
works—from The Two Gentlemen of Ferona to The
Tempest—are covered in major articles. There are also
concise entries on classical allusions in Shakespeare’s
work [Ajax, Agamemnon], on well-known critics [Samuel
Johnson, John Dryden], on the great Shakespearian
actors [Laurence Olivier, Kenneth Branagh], on individ-
ual characters, on figures of speech, and much more.
Longer articles explore such topics as Shakespeare’s
birthplace, censorship, the Chamberlain’s Men, film, and
Shakespeare’s reception in such countries as China, the
United States, and France.

Bringing readers up to date not only with the latest
in Shakespearian scholarship and controversy but also
with the most recent incarnations of Shakespeare’s work
on stage, film, and in international popular culture, this is
the perfect companion to everything from Shakespeare

in schools to Shakespeare in Love.



General Editor:

"MICHAEL DOBSON is Professor of Renaissance
Drama at the University of Surrey Roehampton. He has
also taught at the University of Illinois at Chicago,
Harvard University, and Oxford University.

Associate General Editor:

STANLEY WELLS is Chaifman of the Shakespeare
Birthplace Trust, and Professor of Shakespeare Studies
Emeritus and was Director of the Shakespeare Institute
[1988-97], University of Birmingham. He has been the

general editor of the Oxford Shakespeare since 19:78.

Visit our website or contact your local branch of
Oxford University Press for details

JA(IF.T pesigy ny Katneees M: Lyxcn

Jacker rirvstration  Cumis Henvies CORBIS

OXFORD

UNIVERSITY PRESS
WWww.oup.com



THE OxrorRD COMPANION TO SHAKESPEARE






The Oxford Companion to

SHAKESPEARE
$p

General Editor

Michael Dobson

Associate General Editor

Stanley Wells

OXFORD

UNIVERSITY PRESS



OXFORD

UNIVERSITY PRESS

Great Clarendon Street, Oxford ox2 6pr

Oxford University Press is a department of the University of Oxford.
It furthers the University’s objective of excellence in research, scholarship,
and education by publishing worldwide in

Oxford New York
Athens Auckland Bangkok Bogota Buenos Aires Cape Town
Chennai Dar es Salaam Delhi Florence Hong Kong Istanbul Karachi
Kolcutta Kuala Lumpur Madrid Melbourne Mexico City Mumbai Nairobi
Paris Sao Paulo Singapore Taipei Tokyo Toronto Warsaw

with associated companies in Berlin Ibadan

Oxford is a registered trade mark of Oxford University Press
in the UK and in certain other countries

Published in the United States
by Oxford University Press Inc., New York

C Oxford University Press 2001

Database right Oxford University Press (maker)
First published 2001

All rights reserved. No part of this publication may be reproduced,
stored in a retrieval system, or transmitted, in any form or by any means,
without the prior permission in writing of Oxford University Press,
or as expressly permitted by law, or under terms agreed with the appropriate
reprographics rights organization. Enquiries concerning reproduction
outside the scope of the above should be sent to the Rights Department,
Oxford University Press, at the address above

You must not circulate this book in any other binding or cover
and you must impose this same condition on any acquirer

British Library Cataloguing in Publication Data
Data available

Library of Congress Cataloging in Publication Data
Data available

ISBN 0-19-811735-3

13579108642

Typeset in Adobe Garamond
by Alliance Phototypesetters, Pondicherry, India
Printed by Giunti Industrie Grafiche
Prato, ltaly



Contents

Preface . ... ... . vii
Acknowledgements . ........ .. viii
Contributors. . ... ix
Thematic listing of entries. . ........ .. ... ... ... xi
List of plays ... ... xoxviii
Note to the reader. . ......... ... .. . . . . . . . . xxix
THE OXxFORD COMPANION TO SHAKESPEARE................ ,
The British Isles and France in the English Histories and Macbeth. ... ... ... 530
The royal family in Shakespeare’s English Histories....................... 532
Shakespeare’s life, works, and reception: a partial chronology .............. 533
Further reading ....... ... .. .. . . 537
Picture acknowledgements. ........... ... ... o 541






Preface

HIS BOOK IS INTENDED AS
AN AID TO THE ENJOYMENT
OF THE PLAYS AND POEMS
OF WILLIAM SHAKESPEARE,

a writer, actor, and man of the theatre who lived from 1564 to

1616. In pursuit of this objective, it hopes to contribute to a
better understanding of the place occupied by his writings
both in the Elizabethan and Jacobean era in which they were
composed and in the many subsequent periods in which they
have been read, performed, and reinterpreted. In so far as the
two aims are separable, 7he Oxford Companion to Shakespeare
is designed primarily to inform readers about Shakespeare’s
works, times, lives, and afterlives rather than to interpret
them, so we have preferred to balance its composition in
favour of short, informative entries as against chapter-length
meditations on large topics. A map of the coverage which
these entries offer of the many different fields of knowledge
which the word ‘Shakespeare’ has come to include—
biography, theatre history, printing and publishing, criticism,
translation, and so on—is provided by the Thematic Listing
of Entries.

Shakespeare and his canon have come to be so central to
anglophone culture over the last four centuries that the
category of knowledge about them might easily be extended
indefinitely in almost any direction, and any readers hoping,
for example, that this book will describe the whole of
Western cultural history prior to Shakespeare as a back-
ground to his achievement and the whole of literary history
since as an index to his influence are bound to be disap-
pointed. Nor does it offer a glossary to all the now unfamiliar
words in Shakespeare’s vocabulary, nor a family tree of his
entire clan (although it does offer entries on all of Shake-
speare’s characters, with the exception of those who, like
Hamlet and Othello, are both eponymous and fictitious, who
are covered as part of the entries describing the plays to
which they give their names). With a mere half-million
words at our disposal we have of course had to be selective,
and we hope that readers will concur in the often difficult
decisions we have had to make about the relative space to be
apportioned between, for example, the literary sources, the
original performances, and the subsequent worldwide re-
ception of Shakespeare’s plays. Selective as it is, however, we
hope that this volume reflects something of the breadth of

vii

present-day Shakespearian studies, a diversity of opinions as
well as scope which we have not attempted to iron out. Qur
wide range of contributors, who are in no way answerable for
one another’s views, can be identified by initials appended to
each entry. Cross-references are marked by an asterisk, but,
since there are separate entries on all Shakespeare’s works and
all his characters, we have generally refrained from aster-
isking their titles and names except under special circum-
stances.

As an Oxford Companion, this book is appropriately
geared to the Oxford Shakespeare, specifically the modern-
spelling edition of the Complete Works published under the
general editorship of Stanley Wells and Gary Taylor in 1986
(and subsequently used as the basis of the Norton Shake-
speare, published under the editorship of Stephen Greenblatt
in 1997). All scene and line references are to this text of
Shakespeare’s works, and accounts of the dating and of the
textual histories of individual works are in broad conformity
with its complementary volume William Shakespeare: A
Textual Companion (Wells, Taylor, et al., 1987). The Oxford
edition is notable for, among many other things, a scrupulous
return, as far as is possible, to the texts of Shakespeare’s plays
as they were produced in Shakespeare’s theatre: in place of
the standardized titles of some of the history plays imposed
after Shakespeare’s death by the editors of the First Folio, for
example, it returns to the titles under which Shakespeare
composed them. Wherever these titles might be unfamiliar,
we have added the Folio titles in brackets, and have of course
supplied appropriate cross-references: hence a reader looking
up Henry vir will be referred to the entry describing the play
under its original name, A/ Is True, and references to the
third of Shakespeare’s plays to be set in the reign of Henry vi
call it Richard, Duke of York (3 Henry vi). The Oxford edition
is notable, too, for the consistency with which it modernizes
Shakespeare’s spellings, including those of foreign names, so
that readers looking up the characters ‘Tachimo’ and ‘Petruchio’
will be referred to Giacomo and Petruccio, the forms also
used here in the entries describing Cymbeline and The
Taming of the Shrew respectively. In outlining the stage histories
of such roles, however, we have retained the names by which
different performers actually knew them: hence in describing
the plot of Cymbeline we have called the play’s heroine Innogen
(as did Shakespeare, despite the Folio’s posthumous printing
error to the contrary), but in summarizing the career of one of
her most notable impersonators, the Victorian actress Ellen
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Terry, we have called her Imogen (as did Terry and her con-
temporaries).

Entries on individual plays supply an account of their place
in the chronology of Shakespeare’s works, a brief discussion
of their early texts and their provenance, a short account of
their literary and dramatic sources and how they treat them,
and a scene-by-scene synopsis. (These synopses are designed
solely to aid readers in finding scenes in the play, rather than
as attempts to provide narrative equivalents for the play’s own
effects; as an antidote to the potentially misleading im-
pressions such plot summaries can give, each is followed by a
very short account of the play’s most distinctive artistic
teatures. Any scene-by-scene synopsis of Hamlet, for ex-
ample, is liable to make the play seem a good deal more busy
and plot-centred than it ever does in performance, and it
seems only fair to record that it is in fact as notable for
meditative soliloquies as it is for crowded action.) The

synopsis is followed by summaries of the play’s critical re-
ception, its performance history, and its fortunes in the
cinema and on television, and then by a very short and se-
lective reading list including recent important single-play
editions. With limited space at our disposal, we have had to
be especially selective in discussing the stage histories of
these endlessly revived plays, and given that this is an Oxford
Companion to Shakespeare—published in the city through
which Shakespeare himself passed between the town of his
birth and the city of his career—we hope we may be forgiven
for betraying some small bias in favour of the theatres found
at the two destinations between which Shakespeare com-
muted, London and Stratford-upon-Avon.

MicHaEeL DoBsoN
STANLEY WELLS
April 2001
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Thematic liSting of entries

Longer, more discursive entries are listed first within each sub-heading.

#B1oGraPHY
biographies of Shakespeare

Shakespeare and his
family

Shakespeare, William

Stratford-upon-Avon

education

Arden, Mary

arms, Shakespeare’s coat of
Bagley, Edward
Belott-Mountjoy suit
Bernard, Sir John
crabtree, Shakespeare’s
epitaph, Shakespeare’s
grave, Shakespeare’s
Hall, Elizabeth

Hall, John

Hart, William

highways subscription
Impresa

‘lost years’

Quiney, Thomas
Shakeshaft, William
Shakespeare, Agnes/Anne
Shakespeare, Anne
Shakespeare as a surname
Shakespeare, Edmund
Shakespeare, Gilbert
Shakespeare, Hamnet
Shakespeare, Henry
Shakespeare, Joan (i and ii)
Shakespeare, John
Shakespeare, Judith
Shakespeare, Margaret
Shakespeare, Richard
Shakespeare, Susanna
signatures

Welcombe enclosure
will, Shakespeare’s
Willobie his Avisa

Stratford acquaintances
and contemporaries

Addenbrooke, John
Aspinall, Alexander
Bretchgirdle, John
Clopton family

Collins, Francis

Combe family

Cottom, John

Greene, John and Thomas
Hamlett, Katherine
Harvard, John
Hathaway, Anne

Hunt, Simon

Jenkins, Thomas
Johnson, Robert
Lambert, Edmund

Lane, John

Lucy, Sir Thomas

Nash, Anthony and John
Nash, Thomas

Quiney, Richard
Reynolds, William
Roche, Walter

Rogers, Philip

Russell, Thomas

Sadler, Hamnet and Judith
Shaw, July

Sturley (Strelly), Abraham
Tyler, Richard
Underhill, William
Walker, William
Whately, Anne
Whittington, Thomas

Stratford places,
buildings, and
residences

Stratford-upon-Avon

Anne Hathaway’s Cottage
Arden
Asbies

xi

Aston Cantlow

Barton-on-the-Heath

Bidford

Birthplace

Budbrooke

Chapel Lane Cottage

Charlecote

Clifford Chambers

Clopton

Davenport, James

Dowdall, John

Dursley

fires in Stratford-upon-Avon

Fulbrook

grammar school

Greene, Joseph

Guild Chapel

Hall’s Croft

Hampton Lucy

Henley Street

Holy Trinity Church

Ingon

Jordan, John

Kenilworth

Luddington

Lyance

Maidenhead Inn (Woolshop)

Mary Arden’s House

New Place

Old Stratford

Payton, Mr

Rowington

Shakespeare’s grave

Snitterfield

Stratford-upon-Avon, Eliza-
bethan, and the theatre

Temple Grafton

Ward, John

Warwick

Welcombe

Wilmcote

Wincot

Wroxall

London acquaintances
and contemporaries,
excluding literary and
theatrical

Andrewes, Robert

Atkinson, William

Belott-Mountjoy suit

Clayton, John

‘Dark Lady’

Dethick, Sir William

‘Fair Youth’

Gardiner, William

‘Hughes, William’

Jackson, John

Mr W.H.

Pembroke, Henry Herbert,
2nd Earl of

Pembroke, Mary Herbert,
Countess of

Pembroke, Philip Herbert,
4th Earl of

Pembroke, William Herbert,
3rd Earl of

‘Rival Poet’

Savage, Thomas

School of Night

Southampton, Henry
Wriothesley, 3rd Earl of

Walker, Henry

Witter, John

London residences and
haunts, excluding
theatres

Belott-Mountjoy suit
Blackfriars Gatehouse
Mermaid Tavern

Portraits and sculptures,
including spurious,
before 1700

portraits
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Ashbourne (Kingston)
Portrait
Burdett-Coutts Portrait
Chandos Portrait
death mask
Droeshout engraving
Ely Palace Portrait
Faithorne, William,
engraving
Felton portrait
Flower portrait
Hilliard miniature
Janssen bust
Kneller, Sir Godfrey
Soest portrait
Zuccaro, Federico

% THE SHAKESPEARE
LEGEND

Authorship controversy,
hoaxes, and aspects of

bardolatry

authorship controversy

advertising

Bacon, Delia
Baconian theory
Bard

bardolatry

birthday celebrations
Chalmers, George
Chetwood, William Rufus
Defoe theory

Derby theory
Elizabeth theory
Fenton, Richard
forgery

Gastrell, Francis
James I theory
Jubilee

King James’ Bible
Lefranc, Abel
Marlovian theory
monuments
mulberry tree
Oxford theory
poems on Shakespeare
popular culture
portraits

Rutland theory

Salom, Jaime

schools, Shakespeare in
(British)

Shakespeare, William, as a
literary character

Shakespeare Tercentenary
Festival »

Shakespeariana

statuary

& SHAKESPEARE'S
WORKS

Comedies

All’s Well That Ends Well

As You Like It

The Comedy of Errors

Cymbeline

Love’s Labour’s Lost

Measure for Measure

The Merchant of Venice

The Merry Wives of Windsor

A Midsummer Night’s Dream

Much Ado About Nothing

Pericles

The Taming of the Shrew

The Tempest

Twelfth Night

The Two Gentlemen of
Verona

The Two Noble Kinsmen

The Winter's Tale

Histories

All Is True (Henry viri)

The First Part of the
Contention (2 Henry vi)

1 Henry rv

2 Henry 1v

Henry v

1 Henry v1

King John

Richard Duke of York (3 Henry
vI)

Richard 1

Richard 1

Tragedies

Antony and Cleopatra
Coriolanus

Hamlet

Julius Caesar

King Lear

Macbeth

Othello

Romeo and Juliet
Timon of Athens
Titus Andronicus
Troilus and Cressida

Lost plays

Cardenio
Love’s Labour’s Won

Collaborative works and
their co-authors

All Is True (Henry vin)
Cardenio

Chettle, Henry
Dekker, Thomas
Fletcher, John

I Henry vi

Heywood, Thomas
Macbeth

Middleton, Thomas
Munday, Anthony
Nashe, Thomas
Pericles

Sir Thomas More
Timon of Athens

The Two Noble Kinsmen
Wilkins, George

Apocryphal plays

apocrypha

Arden of Feversham

The Birth of Merlin

Duke Humfrey

Edmund Ironside

Fdward nr

Edward v

Fair Em

Hoffman

Locrine

The London Prodigal

The Merry Devil of
Edmonton

Moseley, Humphrey

Mucedorus

The Puritan

The Second Maiden’s Tragedy

Sir John Oldcastle (Part One)

The Taming of a Shrew

Thomas, Lord Cromwell

The Troublesome Reign of King
John
The Yorkshire Tragedy

Principal characters in the
plays

(Information on characters
who have their names in the
titles can be found in
entries on individual plays.
Modern equivalents of
foreign names have been
used, as in the Oxford
Complete Works modern
spelling edition.)

All Is True (Henry v

Abergavennny, Lord

Boleyn, Anne

Brandon

Buckingham, Duke of

Butts, Doctor

Caputius, Lord

Campeius, Cardinal

Cromwell, Thomas

Cranmer, Archbishop of
Canterbury

Denny, Sir Anthony

Ely, Bishop of

Gardiner

Grifhth

Guildford, Sir Henry

Henry v

Katherine, Queen

Lincoln, Bishop of

London, Lord Mayor of

Lord Chamberlain

Lord Chancellor

Lovell, Sir Thomas

Norfolk, Duke of

Old Lady, an

Page, Gardiner’s

Patience

Porter, a

Sands, Lord

Suffolk, Duke of

Surrey, Earl of

Surveyor, Buckingham’s

Vaux, Sir Nicholas

Wolsey, Cardinal



All’s Well That Ends Well

Austringer, an

Bertram

Diana

Florence, Duke of

France, King of

Helen

Lafeu

Lavatch

Lord Dumain, First and
Second

Mariana

Paroles

Reynaldo

Roussillon, Dowager
Countess of

Widow Capilet

Antony and Cleopatra
Agrippa

Alexas
Ambassador, an
Antony, Mark
Caesar, Octavius
Camidius
Charmian
Cleopatra
Clown, a
Decretas
Demetrius
Diomed
Dolabella
Enobarbus
Eros

Gallus

Iras

Maecenas
Mardian
Menas
Menecrates
Octavia

Philo

Pompey, Sextus
Proculeius
Scarus

Seleucus

Silius
Soothsayer, a
Taurus

Thidias

Varrus
Ventidius

As You Like It
Adam

Amiens

Audrey

Celia

Charles

Corin

Denis
Frederick, Duke
Hymen

Jaques

Jaques (de Bois)
Le Beau
Martext, Sir Oliver
Oliver

Orlando

Pages, Two
Phoebe
Rosalind
Senior, Duke
Silvius
Touchstone
William

The Comedy of Errors
Adriana

Angelo

Antipholus of Ephesus
Antipholus of Syracuse
Balthasar

Dromio of Ephesus
Dromio of Syracuse
Egeon

Emilia

Jailer, a

Luciana

Nell

Pinch, Doctor

Solinus, Duke of Ephesus

Coriolanus
Adrian

Aediles
Aufidius, Tullus
Brutus, Junius
Cominius
Conspirators
Herald, a
Lartius, Titus

Martius, Caius (afterwards

Coriolanus)
Martius, Young

Menenius Agrippa
Nicanor

Valeria

Virgilia

Volumnia

Cymbeline

Arviragus

Belarius

Caprain, a Roman

Caprains, two British

Cloten

Cornelius

Cymbeline, King

Filario

Ghosts of Posthumus’s
brothers

Ghost of Posthumus’s mother

Ghost of Sicilius Leonatus

Giacomo

Guiderius

Helen

Innogen

Jailers, two

Jupiter

Lord, a Briton

Lords, two

Lucius, Caius

Pisanio

Posthumus Leonatus

Queen

Senators, two Roman

Soothsayer, a

Tribunes, Roman

The First Part of the
Contention (2 Henry
vi)

Asnath

Beadle

Beaufort, Cardinal

Bolingbroke, Roger

Buckingham, Duke of

Butcher, Dick the

Cade, Jack

Caprain of a ship

Clerk of Chatham, the

Clifford, Old Lord

Clifford, Young

Edward, Earl of March

Gloucester, Humphrey, Duke
of

THEMATIC LISTING OF ENTRIES

Gloucester, Duchess of
Gough, Matthew
Henry v1, King
Herald, a
Horner, Thomas
Hume, Sir John
Iden, Alexander
Jordan, Margery
Margaret, Queen
Master of a ship
Master’s mate
Mayor of Saint Albans
Murderers, two
Richard, Crookback
Salisbury, Earl of
Saye, Lord
Scales, Lord
Simpcox, Simon
Simpcox’s wife
Somerset, Duke of
Southwell, John
Stafford, Sir Humphrey
Stafford’s brother
Stanley, Sir John
Suffolk, Marquis, later
Duke of
Thump, Peter
Vaux
Warwick, Earl of
Weaver, Smith the
Whitmore, Walter
York, Duke of

Hamlet

Ambassadors from England
Barnardo

Captain, a

Claudius, King

Clowns, two

Cornelius

Fortinbras

Francisco

Gertrude, Queen

Ghost of Hamlet (late king)
Guildenstern

Hamlet

Horatio

Laertes

Marcellus

Ophelia

Osric

Players
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Polonius
Priest, a
Reynaldo
Rosencrantz
Valtemand

1 Henry 1v

Blunt, Sir Walter

Carriers, two

Chamberlain

Douglas, Earl of

Francis

Gadshill

Glyndwr, Owain

Harry, Prince

Harvey

Henry 1v, King

Hotspur

John of Lancaster, Prince

Michael, Sir

Mortimer, Lord Edmund

Mortimer, Lady

Northumberland, Earl of

Oldcastle, Sir John

Percy, Lady

Poins

Quickly, Mistress

Russell

Travellers

Vernon, Sir Richard

Westmorland, Earl of

Worcester, Earl of

York, Archbishop (Scrope)
of

2 Henry 1v

Bardolph

Bardolph, Lord

Blunt, Sir John

Bullcalf

Clarence, Thomas, Duke
of

Coleville, Sir John

Davy

Epilogue

Falstaff, Sir John

Fang

Feeble

Gloucester, Humphrey, Duke

of
Gower
Harcourt

Harry, Prince

Hastings, Lord

Henry 1v, King

John of Lancaster, Prince

Lord Chief Justice

Mouldy

Mowbray, Lord Thomas

Northumberland, Lady

Northumberland, Lord

Page, Falstaff’s

Peto

Pistol

Poins

Porter, a

Quickly, Mistress

Rumour

Shadow, Simon

Shallow, Robert

Silence

Snare

Surrey, Earl of

Tearsheet, Doll

Travers

Wart, Thomas

Warwick, Earl of

Westmorland, Earl of

York, Archbishop (Scrope)
of

Henry v

Alice

Ambassadors, French

Bardolph

Bates, John

Berri, Duke of

Bourbon, Duke of

Boy, a

Burgundy, Duke of

Cambridge, Earl of

Canterbury, Archbishop of

Catherine

Charles v1 of France,
King

Clarence, Duke of

Constable of France

Court, Alexander

Dauphin, the

Ely, Bishop of

Erpingham, Sir Thomas

Exeter, Duke of

Fluellen, Captain

Gloucester, Duke of

Governor of Harfleur

Gower, Captain

Grandpré, Lord

Grey, Sir Thomas

Harry, King (Henry v)

Herald, a

Hostess (formerly Mistress
Quickly)

Isabel, Queen

Jamy, Captain

Macmorris, Captain

Montjoy

Nim

Orléans, Duke of

Pistol

Rambures, Lord

Salisbury, Earl of

Scrope, Lord Henry

Warwick, Earl of

Westmorland, Earl of

Williams, Michael

York, Duke of

1 Henry vi

Alengon, Duke of

Auvergne, Countess of

Basset

Bastard of Orléans

Bedford, Duke of

Burgundy, Duke of

Charles, Dauphin of
France

Exeter, Duke of

Fastolf, Sir John

Gargrave, Sir Thomas

Glasdale, Sir William

Gloucester, Duke of

Henry v1, King

Joan la Pucelle

Lucy, Sir William

Margaret of Anjou

Master Gunner of Orléans/his

son

Mayor of London

Mortimer, Edmund

Plantagenet, Richard (later
Duke of York)

René, Duke of Anjou, King of

Naples
Salisbury, Earl of

Shepherd, a
Somerset, Duke of

Suffolk, Earl of
Talbot, Lord
Vernon

Warwick, Earl of

Winchester, Bishop of (later

Cardinal)
Woodville

Julius Caesar
Antony
Artemidorus
Brutus
Caesar, Julius
Calpurnia
Casca
Cassius

Cato, young
Cicero
Cinna the conspirator
Cinna the poet
Claudio
Clitus
Dardanius
Decius
Flavius
Ghost of Caesar
Lepidus
Ligarius
Lucillius
Lucius
Messala
Metellus
Murellus
Octavius
Pindarus
Poet, a
Popilius
Portia
Publius
Soothsayer, a
Strato
Titinius
Trebonius
Varrus
Volumnius

King John

Arthur

Austria, Duke of
Bastard, Phillip the
Bigot, Lord
Blanche, Lady



Chatillon

Citizen of Angers
Constance, Lady
Eleanor, Queen
Essex, Earl of
Falconbridge, Lady
Falconbridge, Robert
Gurney, James
Henry, Prince
Hubert

John, King

Louis the Dauphin
Melun, Count
Pandolf, Cardinal
Pembroke, Earl of
Peter of Pomfret
Phillip, King of France
Salisbury, Earl of

King Lear

Albany, Duke of
Burgundy, Duke of
Cordelia

Cornwall, Duke of
Curan

Edgar

Edmond

Fool, Lear’s
France, King of
Gloucester, Earl of
Goneril

Herald, a

Kent, Earl of

Lear, King

Oswald

Regan

Servant, Cornwall’s

Love’s Labour’s Lost
Armado, Don Adriano de
Biron

Boyet

Catherine

Costard

Dull, Anthony
Dumaine

France, Princess of
Holofernes
Jaquenetta
Longueville

Lords, two

Maria

Mercadé

Mote

Nathaniel, Sir

Navarre, King of, Ferdinand
Rosaline

Macbheth

Angus
Apparitions, three
Banquo

Caithness

Doctor of Physic, a
Doctor, an English
Donalbain
Duncan, King of Scotland
Fleance

Hecate

Lennox

Macbeth

Macbeth, Lady
Macduff

Macduff, Lady
Malcolm

Menteith
Murderers, three
Porter, a

Ross

Seyton

Siward

Siward, Young
Witches, three

Measure for Measure
Abhorson

Angelo

Barnardine

Claudio

Elbow

Escalus

Francesca

Friar Peter

Froth

Isabella

Juliet

Lucio

Mariana

Overdone, Mistress
Pompey

Provost, a

Varrius

Vincentio, Duke of Vienna

The Merchant of Venice
Antonio

Aragon, Prince of
Balthasar

Bassanio

Gobbo

Graziano

Jessica

Lancelot

Leonardo

Lorenzo

Morocco, Prince of
Nerissa

Portia

Salerio

Shylock

Solanio

Stefano

Tubal

Venice, Duke of

The Merry Wives of Windsor
Bardolph

Caius, Doctor

Evans, Sir Hugh
Falstaff, Sir John
Fenton, Master

Ford, Master Frank
Ford, Mistress Alice
Host of the Garter Inn
John

Nim

Page, Anne

Page, Master George
Page, Mistress Margaret
Page, William

Pistol

Quickly, Mistress
Robert

Robin

Rugby, John

Shallow, Robert
Simple, Peter

Slender, Master Abraham

A Midsummer Night’s Dream
Bottom, Nick

Cobweb

Demetrius

Egeus

Fairy

Flute, Francis
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Goodfellow, Robin
Helena

Hermia
Hippolyta
Lysander

Mote
Mustardseed
Oberon
Peaseblossom
Philostrate
Quince, Peter
Snout, Tom
Snug

Starveling, Robin
Theseus

Titania

Much Ado About
Nothing
Antonio
Balthasar
Beatrice
Benedick
Borachio
Boy, a
Claudio
Conrad
Dogberry
Friar Francis
Hero
John, Don
Leonato
Margaret
Pedro, Don
Sexton, a
Ursula
Verges

Othello
Bianca
Brabanzio
Cassio
Clown, a
Desdemona
Emilia
Graziano
Herald, a
lago
Lodovico
Montano

Othello



THEMATIC LISTING OF ENTRIES

Roderigo
Senators
Venice, Duke of

Pericles
Aeschines
Antiochus
Antiochus’s daughter
Bawd, a

Boult

Cerimon

Cleon

Diana

Dioniza
Fishermen, three
Gower, John
Helicanus
Knights, five
Leonine
Lychorida
Lysimachus
Marina
Marshal, a
Pander, a
Pericles
Philemon
Simonides, King
Thaisa

Thaliart

Richard Duke of York (3
Henry vi)

Bona, Lady

Bourbon, Lord

Clarence, George, Duke of

Clifford, Lord

Edward, Earl of March (later
Edward 1v)

Edward, Prince

Exeter, Duke of

Gloucester, Richard, Duke of

Gray, Lady

Hastings, Lord

Henry v1, King

Huntsman, a

Lieutenant of the Tower

Louis, King

Margaret, Queen

Mayor of Coventry

Mayor of York

Montague, Marquis of

Montgomery, Sir John

Mortimer, Sir John and Sir
Hugh

Norfolk, Duke of

Nothumberland, Earl of

Oxford, Earl of

Pembroke, Earl of

Rivers, Earl

Rutland, Earl of

Soldier who has killed his
father, a

Soldier who has killed his
son, a

Somerset, Duke of

Somerville

Stafford, Lord

Stanley, Sir William

Tutor, Rutland’s

Warwick, Earl of

York, Duke of (Richard
Plantagenet)

Richard u

Aumerle, Duke of
Bagot

Berkeley, Lord
Bolingbroke, Harry
Bushy

Captain of the Welsh army
Carlisle, Bishop of
Exton, Sir Piers
Fitzwalter, Lord
Gaunt, John of
Gloucester, Duchess of
Green

Lord Marshal
Mowbray, Thomas
Northumberland, Earl of
Percy, Harry

Queen

Richard 11, King

Ross, Lord

Salisbury, Earl of
Scrope, Sir Stephen
Surrey, Duke of
Westminster, Abbot of
Willoughby, Lord
York, Duchess of
York, Duke of

Richard nr
Anne, Lady
Blunt, Sir James

Brackenbury, Sir Robert

Buckingham, Duke of

Cardinal

Catesby, Sir William

Christopher, Sir

Clarence, George, Duke of

Clarence’s daughter

Clarence’s son

Dorset, Marquis of

Edward 1v, King

Edward, Prince

Elizabeth, Queen

Ely, Bishop of

Gray, Lord

Hastings, Lord

Herbert, Sir Walter

Margaret, Queen

Mayor of London, Lord

Murderers

Norfolk, Duke of

Oxford, Earl of

Page, a

Priest, a

Ratcliffe, Sir Richard

Richard, Duke of Gloucester
(later Richard 111)

Richmond, Earl of (later
Henry vir)

Rivers, Earl

Stanley, Lord

Tyrrel, Sir James

Vaughan, Sir Thomas

York, Duchess of

York, Richard, Duke of

Romeo and Juliet
Abraham
Apothecary, an
Balthasar
Benvolio

Capulet
Capulet’s cousin
Capulet’s wife
Chorus

Escalus, Prince of Verona
Friar John

Friar Laurence
Gregory

Juliet

Mercutio
Montague
Montague’s wife

Nurse, Juliet’s
Page, Mercutio’s
Page, Paris’s
Paris, County
Peter

Petruccio
Romeo

Samson

Tybalt

The Taming of the Shrew
Baptista Minola
Bartholomew
Bianca
Biondello
Curtis

Gremio
Grumio
Haberdasher, a
Hortensio
Hostess, a
Huntsmen, two
Joseph
Katherine

Lord, a
Lucentio
Nathaniel
Pedant, a

Peter

Petruccio

Philip

Players

Sly, Christopher
Tailor, a
Tranio
Vincentio
Widow, a

The Tempest
Adrian
Alonso
Antonio
Ariel
Boatswain
Caliban
Ceres
Ferdinand
Francisco
Gonzalo
Iris

Juno



Master of a ship
Miranda
Prospero
Sebastian
Stefano
Trinculo

Timon of Athens
Alcibiades
Apemantus
Caphis
Flaminius
Flavius

Fool, a
Hortensius’ servant
Isidore’s servant
Lucilius

Lucius

Lucius’ servant
Lucullus
Lucullus® servant
Page, a

Painter, a
Philotus’s servant
Phrynia

Poet, a
Sempronius
Servilius
Timandra
Timon

Titus’ servant
Varro’s servants
Ventidius

Titus Andronicus
Aaron

Aemilius

Alarbus
Bassianus

Caius

Caprain, a
Chiron

Clown, a
Demetrius
Lavinia

Lucius

Lucius, Young
Marcus Andronicus
Martius

Mutius

Nurse, a

Publius

Quintus
Saturnius
Sempronius
Tamora

Titus Andronicus
Valentine

Troilus and Cressida
Achilles
Aenecas
Agamemnon
Ajax
Alexander
Andromache
Antenor
Calchas
Cassandra
Cressida
Deiphobus
Diomedes
Hecror
Helen
Helenus
Margareton
Menelaus
Nestor
Pandarus
Paris
Patroclus
Priam
Thersites
Troilus

Ulysses

Twelfth Night
Aguecheek, Sir Andrew
Antonio

Belch, Sir Toby
Captain, a
Curio

Fabian

Feste

Malvolio

Maria

Olivia

Orsino

Priest, a
Sebastian

Valentine
Viola

The Two Gentlemen of
Verona

Antonio

Eglamour, Sir

Host, a

Julia

Lance

Lucetta

Milan, Duke of

Panthino

Proteus

Silvia

Speed

Thurio

Valentine

The Two Noble Kinsmen
Arcite

Artesius

Emilia

Gerald
Hippolyta
Hymen

Jailer, a

Jailer’s daughter
Palamon
Pirithous
Theseus
Valerius

The Winter’s Tale
Antigonus
Archidamus
Autolycus
Camillo
Cleomenes
Clown, a
Dion
Dorcas
Emilia
Florizel
Hermione
Jailer, a
Leontes
Mamillius
Mariner, a
Mopsa
Paulina
Perdita
Polixenes

Shepherd, Old

THEMATIC LISTING OF ENTRIES

Songs and song-
fragments in the plays,
and composers of early
settings

songs in the plays

ballad
broadside ballad
Johnson, Robert
Mortley, Thomas
music

Wilson, John

All Is True (Henry vrrn)
‘Orpheus with his lute’

Antony and Cleopatra
‘Come, thou monarch of the

vine’

As You Like It

‘Blow, blow, thou winter
wind’

‘It was a lover and his lass’

‘Under the greenwood tree’

“Wedding is great Juno’s
crown’

“What shall he have that killed

the deer?’

Cymbeline
‘Fear no more the heat o’ the

>

sun

‘Hark, hark, the lark’

Hamlet

‘And will a not come again’

‘For Bonny and sweet Robin
is all my joy’

‘How should I your true love
know’

‘In youth when I did love’

“They bore him barefaced on
the bier’

‘Tomorrow is Saint Valen-
tine’s day’

2 Henry 1v

‘A cup of wine that’s brisk and
fine’

‘And Robin Hood, Scarlet and
John’
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‘Be merry, be merry, my wife
has all’

‘Carman’s Whistle’

‘Do me right, and dub me
knight’

‘Do nothing but eat and make
good cheer’

Fill the cup and let it come’

‘When Arthur first in court’

Henry v

‘And sword and shield | In
bloody field’

‘Calin o custure me’

‘If wishes would prevail with

>

me

King Lear

‘Child Rowland to the dark
tower came’

‘Come o’er the bourn, Bessy,
to me’

‘He that has and a little tiny
wit’

“Then they for sudden joy did
weep’

Love’s Labour’s Lost

‘King Cophetua and the
Beggar Maid’

“When daisies pied’

‘When icicles hang by the wall’

Measure for Measure
‘Take, O take those lips away’

The Merchant of Venice

‘Tell me, where is Fancy bred?’

The Merry Wives of
Windsor

‘To shallow rivers, to whose
falls’

Fie on sinful fantasy’

‘Fortune my foe’

‘Greensleeves’

A Midsummer Night’s
Dream

‘The ousel cock so black of
hue’

“You spotted snakes’

Much Ado About Nothing
‘Pardon, goddess of the night’
‘Sigh no more, ladies’

‘The god of love that sits

above’

Othello

‘And let me the cannikin
clink’

‘King Stephen was and a
worthy peer’

Willow song (“The poor soul
sat sighing by a sycamore
tree’)

Romeo and Juliet

‘An old hare hoar’

‘Heart’s Ease’

‘Hunt’s up, the’

‘My heart is full of woe’

“When griping grief the heart
doth wound’

The Taming of the Shrew

‘It was the Friar of orders grey’

“Where is the life that late I
led?”

The Tempest

‘Come unto these yellow
sands’

Flout ’em and cout ’em’

‘Full fathom five’

‘Honour, riches, marriage,
blessing’

‘T shall no more to sea’

‘No more dams I'll make for
fish’

“The master, the swabber, the
bosun and T’

“Where the bee sucks’

“While you here do snoring lie’

Troilus and Cressida
‘Love, love, nothing but
love’

Twelfth Night

‘Come away, come away,
death’

‘Farewell, dear heart, for [
must needs be gone’

‘Hey Robin, jolly Robin,
tell me how thy Lady does’

‘Hold thy peace’

‘O mistress mine’

‘O’ the twelfth day of
December’

‘Peg a Ramsay’

‘There dwelt a man in
Babylon’

‘Three merry men be we’

“When that [ was and a lictle
tiny boy’

The Two Gentlemen of
Verona

‘Light o’ love’

“Who is Silvia?’

The Two Noble Kinsmen

‘Roses, their sharp spines
being gone’

‘Urns and odours, bring

away’

The Winter’s Tale

‘But shall I go mourn for that’

‘Get you hence, for I must go’

‘Jog on, jog on’

‘Lawn as white as driven snow’

“When daffodils begin to peer’

“Whoop, do me no harm,
good man’

‘Will you buy any tape’

Locations in the plays

Ardenne
Athens
Berkeley Castle
Bosworth Field
Dover
Dunsinane
Elsinore
Florence
Gloucestershire
llyria

Kent

Leicester Abbey
Mantua

Milan

Milford Haven
Muscovy
Naples

xviii

Normandy
Padua

Rome
Shrewsbury
Sicilia

Sutton Cop Hill
Venice

Verona

Vienna

Windsor

Poems

lyric poetry, Shakespeare’s

Epitaph on Elias James
Epitaphs on John Combe
A Lover’s Complaint

‘On Ben Jonson’

“The Phoenix and Turtle’
The Rape of Lucrece
Sonnets

Venus and Adonis

Attributed poems

Belvedere, or The Garden of the
Mouses

‘Crabbed age and youtl’

England’s Helicon

England’s Parnassus

‘A Funeral Elegy’

The Passionate Pilgrim

‘Shall T die’

Sonnets to Sundry Notes of
Music

‘Upon the King’

% LITERARY
FEATURES AND
TERMS

Genres, forms and modes

dramatic poetry,
Shakespeare’s
lyric poetry, Shakespeare’s

city comedy
comedy

doggerel

epyllion

history

Jacobean tragedy



last plays

lyric

masque
pastoral
‘Problem Plays’
prose

revenge tragedy
rhyme royal
romance
romances
sonnet
Tetralogy, First
Tetralogy, Second
tragedy
tragicomedy

Dramatic terms
anagnorisis
anticlimax

deus ex machina
dramatis personae
dumb shows
epilogue
induction

‘mutes’

prologue

shared lines
soliloquy

Figures of speech

anadiplosis
anaphora
antithesis
aporia

blazon
chiasmus
conceit
euphuism
hyperbole
imagery
litotes
melosis
metaphor
metonymy
onomatopoeia
oxymoron
paradox
parison
pathetic fallacy
prolepsis
prosopopoeia
puns

rhetoric
simile
stichomythia
synecdoche

Metrical terms

alexandrine
anapaest
anaptyxis
blank verse
brokenbacked line
caesura
couplet
dactyl
dimeter
elision
end-stopped
enjambment
epic caesura
feminine endings
foot

headless line
heroic couplets
iambic

long lines
metre

pauses
pentameter
Pyrrhic foot
short lines
spondee
squinting line
synaeresis
syncope
tetrameter
trimeter
trochee

weak endings

Linguistic features
English, Elizabethan

alliteration
anacoluthon
dialects
Dogberryism
foreign words
hendiadys
pronunciation
spelling

vocabulary

Other literary terms

allusion
anachronism
dramatic irony
irony

rhyme

& ELIZABETHAN AND
JACOBEAN LITER-
ARY CONTEXT

Sources and influences

sources

Apuleius, Lucius

Ariosto, Ludovico

Bandello, Matteo

Belleforest, Francois de

Bible

Boccaccio, Giovanni

Brooke, Arthur

Castiglione, Baldassare

Caxton, William

Cervantes Saavedra, Miguel
de

Chaucer, Geoffrey

Cinthio

commedia dell’arte

Du Bellay, Joachim

Elyot, Sir Thomas

Euripides

Fabyan, Robert

Famous Victories of Henry v

‘Felix and Philiomena’

Florio, Giovanni (John)

Foxe, John

Froissart, Jean

Gamelyn, Tale of

Gascoigne, George

Geoffrey of Monmouth

Giovanni (Florentino), Ser

Giulio Romano

Gl’Ingannati

Gonzaga, Curzio

Gower, John

Grafton, Richard

Greek drama

Greene, Robert

Hakluyt, Richard

Hall, Joseph

Halle, Edward

THEMATIC LISTING OF ENTRIES

Harington, Sir John

Harrison, William

Harsnett, Samuel

Hayward, Sir John

Henryson, Robert

Holinshed, Raphael

Homer

Huon de Bordeaux

interludes

Jodelle, Etienne

Jonson, Ben

Jourdan, Sylvester

King Leir

Knolles, Richard

Kyd, Thomas

Legh, Gerard

‘Li Tre Saltri’

Livy

Lodge, Thomas

Lucan

Lucian

Lydgate, John

Lyly, John

Machiavelli, Niccolo

Mantuanus, Baptista
Spagnolo

Marlowe, Christopher

masque

Masque of the Inner Temple
and Gray’s Inn

Menander

miracle plays

The Mirror for Magistrates

Molyneux, Emerie

Monarcho

Montaigne, Michel de

Montemayor, Jorge de

morality plays

Mouffet, Thomas

mystery plays

oral traditions

Ovid

Painter, William

Petrarch, Francesco

Plautus

Pleiade

Pliny

Plutarch

Puttenham, George and
Richard

Rare Triumpbhs of Love and
Fortune
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revenge tragedy

Rich, Barnabe

Ronsard, Pierre de

Rowley, Samuel

Saxo Grammaticus

Scot, Reginald

Segar, Sir William

Seneca, Lucius Annaeus

Sidney, Sir Philip

Sir Clyomon and Clamydes

Speed, John

Spenser, Edmund

Strachey, William

Terence

Thomas of Woodstock

Topsell, John

Tottell, Richard

The True Tragedy of Richard
ur

Twine, Laurence

ur- Hamlet

Virgil

“War of the Theatres’

Warner, William

Whetstone, George

Shakespeare’s literary

contemporaries

Armin, Robert
Ayrer, Jakob
Bacon, Francis
Barnes, Barnabe
Barnfield, Richard
Beaumont, Francis
Brooke, Arthur
Campion, Thomas
Cervantes Saavedra, Miguel de
Chapman, George
Chester, Robert
Chettle, Henry
Cinthio
Coryat, Thomas
Cotgrave, Randle
Daniel, Samuel
Davenport, Robert
Day, John
Dekker, Thomas
Deloney, Thomas
Donne, John
Dorset, Thomas Sackville, 1st
Earl of
Drayton, Michael

Drummond, William
Fletcher, John
Florio, Giovanni (John)
Foxe, John
Gascoigne, George
Gonzaga, Curzio
Gosson, Stephen
Grafton, Richard
Greene, Robert
Greville, Fulke
Grimestone, Edward
Hakluyt, Richard
Hall, Joseph
Harington, Sir John
Harrison, William
Harvey, Gabriel
Hayward, Sir John
Heywood, Thomas
Holinshed, Raphael
Jodelle, Etienne
Jonson, Benjamin
Knolles, Richard
Kyd, Thomas
Lanier, Emilia
Lodge, Thomas
Lyly, John
Markham, Gervase
Marlowe, Christopher
Massinger, Philip
Middleton, Thomas
Milton, John
Mouffet, Thomas
Mulcaster, Richard
Munday, Anthony
Nashe, Thomas
Norton, Thomas
Painter, William
Peacham, Henry
Peele, George
Pembroke, Mary Herbert,
Countess of
Pleiade
Porter, Henry
Puttenham, George and

Richard

Raleigh, Sir Walter

Rich, Barnabe
Ronsard, Pierre de
Rowley, Samuel
Rowley, William
Scot, Reginald
Segar, Sir William

Sidney, Sir Philip
Spenser, Edmund
Stubbes, Phillip
Topsell, John
Tottel, Richard
Turner, William
Twine, Laurence
University Wits
Warner, William
Webster, John
Whetstone, George
Wilkins, George
Wither, George
(See also Criticism and

allusions before 1660,
below.)

& THEATRICAL
CONTEXT TO 1660

The playgoing experience
acting, Elizabethan

acting profession, Elizabethan
and Jacobean

act and scene divisions
audiences

groundlings

intervals

jigs

performance times, lengths
revivals

Roxana title page
soundings (of trumpets)
The Wits, title page

Theatre hierarchy,
management, and
records

acting profession, Elizabethan
and Jacobean
companies, playing

apprentices
book-keeper

boy actors
doubling
gatherers
Henslowe, Philip
hired men
housekeepers

Langley, Francis
parts

pay

playbook

plots
prompt-book
rehearsal
repertory system
sharer
stage-hand
stage-keeper
tireman

The theatre building
flags

galleries
Gentlemen’s Rooms
groundlings
heavens

Lords Room
orchestra

pit

shadow

yard

The stage space,
mechanics, and
properties

‘above’

apron stage

back-cloths

costume
curtains

descent

discovery space

flats/shutters
flying

footlights

forestage

furniture

Hell

‘inner stage’

lighting

locality boards

machines

multiple setting
music room
perspective
properties
proscenium
scenery

stage decoration



stage doors
stage furniture
throne or state
tiring house
trap doors
upper stage

Theatre companies and
patronage

acting profession, Elizabethan
and Jacobean
companies, playing

Admiral’s Men

Chamberlain’s Men/King’s
Men

Chapel Royal

children’s companies

Derby’s (Strange’s) Men

livery

patronage

Pembroke’s Men

protection of players

provincial companies, tours

Stratford-upon-Avon, Eliza-
bethan, and the theatre

Theatres

theatres, Elizabethan and

Jacobean

Blackfriars
Curtain Theatre
Fortune Theatre
Globe Theatre
Hotel de Bourgogne
London
Palladio, Andrea
Porter’s Hall
Red Lion

Rose Theatre
Swan Theatre

Theatre, The

Inns

Iinns

State regulation and court
performances

An Act to restrain abuses of
players (1606)
Buck, Sir George

censorship

Chamber Accounts
court performances
Cromwell, Oliver
Elizabeth 1
Greenwich Palace
Hampton Court
Herbert, Sir Henry
James 1

Lent

Lord Chamberlain
Master of the Revels
plague regulations
Privy Council

revels office and accounts
Tilney, Sir Edmund
Whitehall

Anti-theatrical debate

anti-theatrical polemic
Heywood, Thomas
religion

Stubbes, Philip

Other entertainments

animal shows

civic entertainments
masques

pageants

university performances

Theatre personnel to
1660

acting, Elizabethan
acting profession, Elizabethan
and Jacobean

companies, playing

Allen, Giles

Alleyn, Edward
Armin, Robert
Beeston, Christopher
Benfield, Robert
Brayne, John
Bryan, George
Burbage, Cuthbert
Burbage, James
Burbage, Richard
Cholmeley, Richard
Condell, Henry
Cooke, Alexander
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Cowley, Richard
Cox, Robert
Crosse, Samuel
Davenant, Sir William
Ecclestone, William
Field, Nathan
Gilburne, Samuel
Gough, Robert
Heminges, John
Henslowe, Philip
Hunnis, William
Jones, Inigo
Jonson, Ben
Kempe, William
Keysar, Robert
Lowin, John
Ostler, William
Phillips, Augustine
Pope, Thomas
Rice, John
Robinson, Richard
Shank, John
Sharpham, Edward
Sincler (Sinklo), John
Sly, William
Spencer, Gabriel
Street, Peter
Swanston, Eliard
Tarlton, Richard
Tawyer, William
Taylor, Joseph
Tooley, Nicholas
Underwood, John
Williams, John

% HisToRICAL,
SOCIAL, AND CUL-
TURAL CONTEXT

art

astrology

calendar

childbirth and child-rearing
crime and punishment
death

Dutch wars

education

enclosure

fairies

food and drink

fools

ghosts

THEMATIC LISTING OF ENTRIES

Gowrie conspiracy
Gunpowder Plot
heraldry

hunting and sports
Jews

law

marriage

medicine

monsters

Moors

nationalism
patronage

plagues
prostitution
reading and the book trade
religion

science

service

sexuality

tobacco

travel, trade, and colonialism
vagrancy

war

witchcraft

Elizabethan London
(See also Theatre buildings.)

London

Bankside
Barbican

City

Clink

Counter
Dulwich
Finsbury
Greenwich Palace
Guilds

Hampton Court
Hollar, Wenceslaus
Holywell

Inns of Court
Liberties
Merchant Taylors’ School
Mermaid Tavern
Moorfields
Southwark

St Mary Overies
Stow, John
Westminster
Whitehall

Winchester House
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Prominent contempor-
aries

Bales, Peter

Bracciano, Orsini, Duke of

Buckingham, George Villiers,
Duke of

Carey, Elizabeth

Cecil, Robert

Cecil, William, Lord
Burghley

Cobham, William Brooke,
7th Lord

Essex, Robert Devereux, 2nd
Earl of

Garnet, Henry

Gates, Sir Thomas

Gerard, John

Hollar, Wenceslaus

Hooker, Richard

Hunsdon, George Carey, 2nd
Lord

Hunsdon, Henry Carey, 1st
Lord

Jones, Inigo

Leicester, Robert Dudley, Earl
of

Lopez, Roderigo

Pembroke, Henry Herbert,
2nd Earl of

Pembroke, Mary Herbert,
Countess of

Pembroke, Philip Herbert,
4th Earl of

Pembroke, William Herbert,
3rd Earl of

Southampton, Henry
Wriothesley, 3rd Earl of

Stanley, Sir Thomas

Vernon, Elizabeth

The monarchy

Anne of Denmark

Charles 1

Elector Palatine

Elizabeth 1

Elizabeth of Bohemia

Henri 1v of France

Henrietta Maria

Henry Frederick, Prince of
Wales

James 1

Elizabethan music and
dance

music

songs in the plays

alarums

bagpipe

ballad

Bergomask (bergamasca)
brawl (branle)
broadside ballad
broken music (consort)
Byrd, William
canaries
cinquepace (sinkapace)
cittern

coranto

cornet

dance in the plays
dirge

divisions
Dowland, John
drums

dump

Edwardes, Richard
excursions

fanfare

fiddle

fife

flourish

Aute

freemen’s songs
galliard

gavotte

harp

hautboy

hay (hey)

horn

hornpipe

jigs

Johnson, Robert
Jones, Robert

lute

madrigal

marches

measure

Morley, Thomas
morris dance
music of the spheres
organ

passamezzo

pavan

proportion
psaltery
rebec
recorder
regal

retreat
roundel
sackbut
sennet

strain

tabor
trumpet
tucket
ventage

viol

virginal
volta, la
Weelkes, Thomas
Wilson, John

% ELIZABETHAN
AND JACOBEAN
PRINTING,
PUBLISHING, AND
MANUSCRIPTS

printing and publishing
reading and the book
trade

act and scene divisions

anonymous publications

assembled texts

blocking entry

‘book’

bookkeeper

Cancel

capitalization

cases

cast-off copy

collaboration

colophon

compositors

copy

copyright

Crane, Ralph

deletion

derelict plays

Dering manuscript

device

Douai promptbooks and
manuscripts

dramatis personae

emendation

entrances and exits

F

Folios

forme

foul case

foul papers

galley

handwriting

imprint

interpolations

italics

Jaggard, William and Isaac

Longleat manuscript

manuscript plays

mislineation

misprints

Moseley, Humphrey

Northumberland manuscript

Octavo

‘plots’

proofreading

punctuation

Q

Quartos

reported text

revision

Roberts, James

shorthand

Sir Thomas More

SPCCCh'prCﬁXCS

stage directions

Stationers’ Company and
Register

title pages

transcripts

% THE EDITING OF
SHAKESPEARE
SINCE 1700

Aspects of editing

authenticity
bibliography
canon
chronology
computers
concordances
copyright
disintegration



editing
electronic media
emendation
facsimile editions
metrical tests
parallel texts
textual criticism

¥ EDITIONS AND
EDITORS IN
EnxcGLISH

Restoration and
eighteenth-century
editors and editions

Bell, John

Capell, Edward

Dodd’s Beauties of Shake-
speare

Hanmer, Sir Thomas

Johnson, Samuel

Malone, Edmond

Pope, Alexander

Reed, Isaac

Rowe, Nicholas

Steevens, George

Theobald, Lewis

Warburton, William

Nineteenth-century
editors and editions

Boswell, James, jr
Clark, William George
Clarke, Charles Cowden
Dyce, Alexander
Family Shakespeare
Fleay, Frederick Gard
Furness, Horace Howard
Furnivall, Frederick James
Globe Shakespeare
Halliwell-Phillipps, James
Orchard
Henry Irving Shakespeare
‘Leopold’ Shakespeare
New Variorum
Pitt Press Shakespeare
Rochfort-Smith, Teena
Rolfe’s Shakespeare
Temple Shakespeare
Variorum Shakespeare

Wright, W. Aldis

Editors and editions since
1900

Alexander, Peter

Arden Shakespeare

Bevington Shakespeare

Boas, Frederick S.

Bowers, Fredson

Cambridge Shakespeare

Cambridge Shakespeare, New

Challis Shakespeare

Folger Shakespeare

Folio Society Shakespeare

Greg, Walter Wilson

Halliday, F. E.

Harrison, George Bagshawe

Hinman, Charlton

Kittredge, G. L.

Mack, Maynard

Muir, Kenneth

New Shakespeare

New Temple Shakespeare

New Variorum

Nicoll, Allardyce

Norton Shakespeare

Old-spelling Shakespeare

Oxford Shakespeare

Pelican Shakespeare

Penguin Shakespeare

Players’ Shakespeare

Riverside Shakespeare

Signet Shakespeare

Sisson, C. J.

strip-cartoon Shakespeare

Tudor Shakespeare

Wilson, John Dover

Yale Shakespeare

& THEATRICAL
HISTORY OF THE
PLAYS

Shakespeare in the
theatre, 16601800
Restoration and eighteenth-
century Shakespearian

production

Stage personnel,
16601800

Baddeley, Sophia
Barry, Ann

Barry, Elizabeth

Barry, Spranger

Beeston, William

Behn, Aphra

Betterton, Mary

Betterton, Thomas

Booth, Barton

Bowman, John

Bracegirdle, Anne

Cibber, Colley

Cibber, Susannah Maria

Cibber, Theophilus

Clive, Catherine

Colman, George, the Elder

Cooke, George Frederick

Crowne, John

Cumberland, Richard

Dance, James

Dogget, Thomas

Downes, John

Durfey, Thomas

Fleetwood, Charles

Foote, Samuel

Garrick, David

Harris, Henry

Henderson, John

Howard, James

Hughes, Margaret

Hull, Thomas

Johnson, Charles

Jordan, Dorothea

Kemble, Charles

Kemble, John Philip

Killigrew, Thomas

King, Thomas

Kynaston, Edward

Lacy, John

Loutherbourg, Philip Jacques
de

Macklin, Charles

Mohun, Michael

Nokes, James

Palmer, John

Pope, Elizabeth

Powell, William

Pritchard, Hannah

Quin, James

Rich, John

Robinson, Mary ‘Perdita’

Schroder, Friedrich Ludwig

Sheridan, Thomas

Siddons, Sarah
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Verbruggen, Susannah
Wofhngton, Margaret ‘Peg’
Woodward, Henry

Yates, Mary Ann

Restoration and
eighteenth-century
theatres and companies

Comedie Frangaise
Covent Garden Theatre
Drury Lane Theatre
Duke’s Company
Goodman’s Fields Theatre
Her Majesty’s Theatre
Lincoln’s Inn Fields
Smock Alley

Adaptations and
adaptors, 1640-1850
(See also the accounts of the
stage history of each play,

particularly for adaptations
which do not significantly
alter the titles of the plays
they rewrite.)

adapration

burlesques and travesties of
Shakespeare’s plays

All for Love

Der Bestrafte Brudermord

Betterton, Thomas

Bottom the Weaver

The Bouncing Knight

The History and Fall of Caius
Marius

Capell, Edward

Catharine and Petruchio

The Cobbler of Preston

Colman, George, the elder

The Comical Gallant

Conspiracy Discovered

Cox, Robert

Crowne, John

Cumberland, Richard

A Cure for a Scold

Cymbeline, a tragedy, altered
from Shakespeare

Davenant, Sir William

Dennis, John

Dorastus and Fawnia

Droll

Dryden, John
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Duffett, Thomas

Durfey, Thomas

The Fairies

The Fairy Queen

A Fairy Tale

Garrick, David

The Grave-Makers

Hauptmann, Gerhart

Hawkins, William

The History of King Lear

The Ingratitude of a
Commonwealth

The Jew of Venice

Johnson, Charles

Kemble, John Philip

King Henry the Fifth: or, the
Conguest of France by the
English

Kirkman, Francis

Lacy, John

The Law against Lovers

Lillo, George

Love in a Forest

The Modern Receipt

Reynolds, Frederick

The Rivals

The Shipwreck

Tate, Nahum

Theobald, Lewis

Shakespeare in the
theatre 1800-1900

burlesques and travesties of
Shakespeare’s plays

nineteenth-century Shake-
spearian production

recitations and one-person
shows

Stage personnel, 1800~
1900

Aldridge, Ira

Anderson, Mary

Barrett, Lawrence

Barrymore family

Benson, Frank

Bernhardt, Sarah

Betty, William Henry West

Bjoernson, Bjoernstjerne

Booth, Edwin

Booth, Junius Brutus

Calvert, Charles

Cooke, George F.

Cushman, Charlotte

Daly, Augustin

Drew family

Elliston, Robert William

Faucit, Helena Saville

Fechter, Charles Albert

Fiske, Minnie Maddern

Forbes-Robertson, Sir
Johnston

Forrest, Edwin

Greet, Sir Philip Barling Ben

Hackett family

Harvey, Sir Martin
Irving, Sir Henry

Kean, Charles

Kean, Edmund

Kemble, Frances Anne
Langtry, Lily

Macready, William Charles
Mansfield, Richard
Mantell, R. B.
Mathews, Charles James
McCullough, John Edward
Modjeska, Helena
Neilson, Adelaide
Neilson, Julia

O’Neill, Eliza

Phelps, Samuel

Planche, James Robinson
Poel, William

Rehan, Ada

Ristori, Adelaide

Rossi, Ernesto

Salvini

Savits, Jocza

Sothern, Edward Hugh
Sullivan, Barry

Terry, Ellen

Tree, Beerbohm
Vestris, Elizabeth
Ward, Genevieve
Young, Charles Mayne

Nineteenth-century

theatres and companies

Comédie Frangaise
Covent Garden Theatre
Drury Lane Theatre
Her Majesty’s Theatre
Lyceum Theatre
Odeon, Theatre de I’

Old Vic

Sadler’s Wells

Shakespeare Memorial
Theatre

Shakespeare in the
theatre, 1900—

twentieth-century Shake-
spearean production
modern dress

Stage personnel, 1900—

Anderson, Dame Judith
Artaud, Antonin
Ashcroft, Dame Peggy
Atkins, Robert
Audley, Maxine
Badel, Alan

Barrault, Jean-Louis
Barton, John

Baylis, Lilian Mary
Benthall, Michael
Bergman, Ingmar
Bloom, Claire
Bogdanov, Michael
Branagh, Kenneth
Braunschweig, Stephane
Brecht, Bertolt
Bridges-Adams
Brook, Peter

Burton, Richard
Byam Shaw, Glen
Calhern, Louis
Calvert, Louis
Chereau, Patrice
Ciulei, Liviu

Colicos, John
Copeau, Jacques
Craig, Gordon
Deguchi, Norio
Dench, Dame Judi
Devine, George
Evans, Dame Edith
Evans, Maurice
Finney, Albert
Fluchere, Henri
Fukuda, Tsuneari
Gambon, Sir Michael
Gielgud, Sir John
Godfrey, Derek
Goodbody, Buzz
Goring, Marius
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Granville-Barker, Harley
Gray, Terence
Guinness, Sir Alec
Guthrie, Sir Tyrone
Hall, Sir Peter
Hands, Terry

Hardy, Robert
Helpmann, Robert
Holm, Sir Ian
Hordern, Sir Michael
Houseman, John
Howard, Alan

Hunt, Hugh

Hutt, William
Jackson, Sir Barry
Jacobi, Sir Derek
Jefford, Barbara
Jones, James Earl
Kingsley, Ben

Komisarjevsky, Theodore

Kortner, Fritz
Krauss, Werner
Langham, Michael
Laughton, Charles
Leigh, Vivien
Lepage, Robert
Llorca, Denis
Marlowe, Julia
McCarthy, Lillah
McKellen, Sir Ian
Miller, Jonathan
Mirren, Helen
Mnouchkine, Ariane
Monck, Nugent
‘Motley’

Neville, John
Ninagawa, Yukio
Noble, Adrian
Nunn, Trevor
Okhlopkov, Nikolai
Olivier, Lord

Pasco, Richard
Pennington, Michael
Planchon, Roger
Plummer, Christopher
Porter, Eric

Quayle, Sir Anthony
Rain, Douglas (Ontario)
Redgrave, Sir Michael
Redgrave, Vanessa
Reinhardt, Max
Richardson, Ian



Richardson, Sir Ralph
Richardson, Tony
Rigg, Dame Diana
Robeson, Paul
Schell, Maximilian
Scofield, Paul

Seale, Douglas

Shaw, Glen Byam
Sher, Sir Antony
Sinden, Sir Donald
Sjoberg, Ald

Smith, Dame Maggie
Speaight, Robert
Stanislavsky, Konstantin
Stein, Peter
Stephens, Sir Robert
Stewart, Patrick
Strehler, Giorgio
Suzman, Janet
Suzuki, Tadashi
Thotndike, Dame Sybil
Tutin, Dorothy
Tynan, Kenneth
Valk, Frederick
Vanbrugh, Violet
Vilar, Jean

Visconti, Luchino
Vitez, Antoine
Warner, David
Warner, Deborah
Webster, Margaret
Welles, Orson
Williams, Clifford
Williams, Harcourt
Williamson, Nicol
Wolfit, Sir Donald
Wood, John

Worth, Irene

Zadek, Peter

Twentieth-century
theatres and companies

Barbican Theatre

Birmingham Repertory
Theatre

Cheek by Jowl

Chichester Festival Theatre

Comeédie Frangaise

English Shakespeare
Company

English Stage Company

Glasgow Citizens’

Globe reconstructions

Her Majesty’s Theatre

National Theatre (Royal
National Theatre)

New York Shakespeare
Festival

Old Vic

Odeon, Theatre de I

Open Air Theatre, Regent’s
Park

Royal Shakespeare Company

Royal Shakespeare Theatre

Stage adaptations and
burlesques, 1900~

(See also Shakespeare on film
and Shakespeare’s literary

influence.)

Brecht, Bertolt

burlesques and travesties of
Shakespeare’s plays

Lepage, Robert

Macbett

Marowitz, Charles

Muller, Heiner

musicals

opera

A Place Calling Itself Rome

Return to the Forbidden Planet

Verdi, Giuseppe

The Wars of the Roses

West Side Story

Your Own Thing

& CRITICAL HISTORY
OF THE WORKS

critical history
scholarship

Critical schools and
periods

Christian criticism
cultural materialism
feminist criticism
formalism
humanism

Jungian criticism
Marxist criticism
modernist criticism
moralist criticism

neoclassicism

New Criticism

new historicism

performance criticism

postmodernism

psychoanalytic criticism

Romanticism

structuralism and
poststructuralism

Criticism and allusions
before 1660

Addenbrooke, John
Aubrey, John
Barksted, William
Barnfield, Richard
Basse, William
Beaumont, Francis
Belott-Mountjoy suit
Boaden, James
Bolton, Edmund
Camden, William
Carew, Richard
Chamberlain, John
Chettle, Henry
Combe family

Cope, Sir Walter
Corbet, Richard
Covell, William
Davenant, William
Davies, John

Digges, Leonard
Dugdale, Sir William
Forman, Simon
Freeman, Thomas
Fuller, Thomas
Gesta Grayorum
Greene, Robert
Harvey, Gabriel
Harvey, Sir William
Holland, Hugh
Howes, Edmund
Impresa

James, Richard
Jonson, Ben
Keeling, Captain William
Knight, Charles
Lambarde, William
M., 1. (Mabbe, James?)
Manningham, John
Markham, Gervase
Meres, Francis
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Parnassus plays
Phillips, Augustine
Pimlico

Platter, Thomas
Pudsey, Edward
Quiney, Richard
Ratsey, Gamaliel
Renoldes, William
Richardson, Nicholas
Taylor, John
Webster, John
Weever, John
Wayte, William
Willobie his Avisa
Wotton, Henry

Criticism and
scholarship, 1660-1800

Addison, Joseph
Ayscough, Samuel
Bishop, Sir William
Capell, Edward
Chalmers, Alexander
Collier, Jeremy
Davies, Richard
Dennis, John
Dodd’s Beauties of Shakespeare
Dryden, John
Farmer, Richard
Gentleman, Francis
George 11
Gildon, Charles
Griffith, Elizabeth
Hanmer, Sir Thomas
Hawkins, William
Johnson, Samuel
Kames, Henry Home, Lord
Kenrick, William
Langbaine, Gerard
Lennox, Charlotte
Lessing, G. E.
Mackenzie, Henry
Malone, Edmond
Montagu, Elizabeth
Morgann, Maurice
Newcastle, Margaret
Cavendish, Duchess of
Oldys, William
Pepys, Samuel
Pope, Alexander
Reed, Isaac
Richardson, William
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Rowe, Nicholas
Rymer, Thomas
Steevens, George
Theobald, Lewis
Thirlby, Styan
Tyrwhitt, Thomas
Warburton, William
Wharton, Joseph
Wood, Anthony
Wright, James

Criticism and scholar-
ship, 1800-1900

Abbott, E. A.

Arnold, Matthew

Bagehot, Walter

Bartlett, John

Boswell, James, jr.

Bradley, A. C.

Brandes, Georg

Carlyle, Thomas

Clark, William George

Clarke, Charles Cowden

Clarke, Mary Cowden

Coleridge, Samuel Taylor

Cornwall, Barry (Procter,
Bryan Waller)

Creizenach, Wilhelm

Cunningham, Peter

Davies, Thomas

De Quincey, Thomas

Delius, Nikolaus

Douce, Francis

Dowden, Edward

Drake, Nathan

Dyce, Alexander

Elze, Karl

Fleay, Frederick Gard

Furness, Horace Howard

Furnivall, Frederick James

Gaedertz, Karl Theodor

Gautier, Theophile

Genest, John

Gervinus, Georg Gottfried

Gollancz, Israel

Hales, John

Halliwell-Phillipps, James
Orchard

Hazlitt, William

Herrera Bustamante, Manuel

Hudson, Henry Norman

Hunt, Leigh

Lamb, Charles and Mary
Lee, Sidney

Mallarmé, Stéphane
Matthews, James Brander
Moulton, Richard Green
Nerval, Gerard de

Pater, Walter

Poe, Edgar Allan
Rochfort-Smith, Teena
Saintsbury, George

Sand, George

Schlegel, August Wilhelm
Simpson, Richard

Stopes, Charlotte Carmichael
Taine, Hippolyte

Tyler, Thomas
Watkins-Lloyd, W.
Wright, W. Aldis

Ulrici, Hermann

Criticism and scholar-
ship, 1900—
Adams, J. C.
Adams, Joseph Quincy
Alexander, Peter
Archer, William
Baldwin, Thomas Whitfield
Beerbohm, Max
Bentley, Gerald Eades
Bian Zhilin
Boas, Frederick S.
Bowers, Fredson
Bradbrook, Muriel
Brooke, C. F. Tucker
Bullough, Geoffrey
Chambers, Edmund
Kerchever
Clemen, Wolfgang
Croce, Benedetto
Eliot, Thomas Stearns
Ellis-Fermor, Una
Empson, William
Freud, Sigmund
Fripp, Edgar Innes
Frye, Northrop
Greg, Walter Wilson
Gundolf, Friedrich
Halliday, F. E.
Harbage, Alfred
Harris, Frank
Harrison, George Bagshawe
Hinman, Charlton

Hotson, Leslie
Hughes, Ted

Jones, Ernest
Kittredge, G. L.
Knight, George Wilson
Knights, L. C.

Kott, Jan

Leavis, F. R.

Legouis, Emile

Mack, Maynard

McKerrow, Ronald Brunlees

McManaway, James Gilmer
Morozov, Mikhail

Muir, Kenneth

Murry, Middleton

Nicoll, Allardyce

Pollard, Alfred William
Quiller-Couch, Sir Arthur
Raleigh, Sir Walter
Rowse, A. L.
Schoenbaum, Samuel
Schucking, Levin Ludwig
Sissons, C. J.

Smidt, Kristin
Spielmann, Marion Harry
Sprague, Arthur Colby
Stoll, Elmer Edgar
Spurgeon, Caroline
Tillyard, Eustace M. W.
Wallace, Charles William
Whiter, Walter

Wilson, John Dover
Yates, Frances, Dame

¥ PERIODICALS

journals

Cahiers Elisabethains
Etudes Anglaises
Hamlet Studies

Notes and Queries
Shakespeare Jahrbuch
Shakespeare Newsletter
Shakespeare Quarterly
Shakespeare Studies
Shakespeare Survey
Shakespeare Yearbook

Institutions

Birmingham Shakespeare

Memorial Library
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Bodleian Library

Bodmer Library

British Council

British Library

Cambridge University

Folger Shakespeare Library

Huntington Library

International Shakespeare
Conference

Oxford English Dictionary

schools, Shakespeare in
(British)

Shakespeare Birthplace Trust

Shakespeare Institute

Theatre Museum

World Shakespeare Congress

% SOCIETIES AND
CLUBS

British Empire Shakespeare
Society

Deutsche Shakespeare-
Gesellschaft

International Shakespeare
Association

Malone Society

New Shakespeare Society

New York Shakespeare
Society

Oxford University Dramatic
Society

Shakespeare Association

Shakespeare Association of
America

Shakespeare Club

Shakespeare Ladies’ Club

Shakespeare Society of China

Societé Francaise Shakespeare

Yale Elizabethan Club

& SHAKESPEARE'S
LITERARY INFLU-
ENCE

Authors pervasively in-
fluenced by, and works
inspired by or derived
from, Shakespeare and
his works

fiction



poems on Shakespeare

popular culture

Shakespeare, William, as a
literary character

Auden, W. H.

Austen, Jane

Baring, Maurice

Beckett, Samuel

Bond, Edward

Borges, Jorge Luis

Brecht, Bertolt

Burgess, Anthony

Byron, George Gordon, Lord

Cayatte, Andre

Cesaire, Aime

Chekhov, Anton

Clarke, Mary Cowden

Dickens, Charles

Dostoievsky, Fyodor

Dryden, John

Dumas, Alexandre

Emerson, Ralph Waldo

Falstaff's Wedding

Fletcher, John

Forbidden Planet

Freud, Sigmund

Goethe, Johann Wolfgang
von

Gothic literature

Gray, Thomas

Harlequin Student

Harlequin’s Invasion

Hauptmann, Gerhart

Heine, Heinrich

Herder, Johann Gottfried

Hughes, Ted

Hugo, Victor Marie

Ibsen, Henrik

Irving, Washington

James, Henry

Jameson, Anna Brownwell

Joyce, James

Judith Shakespeare: A Romance

Keats, John

Laforgue, Jules

Lamb, Charles and Mary

Lessing, Gotthold Ephraim

Lewis, Matthew ‘Monk’

Ludwig, Otto

Macbett

Mallarmé, Stéphane

Melville, Herman

Milton, John

Mortimer, Sir John

Muller, Heiner

Murdoch, Iris

No Bed for Bacon

Nye, Robert

Oechlenschlager, Adam

Poe, Edgar Allan

Pushkin, Alexander

Queen Margaret, or
Shakespeare Goes to the
Falklands

Richardson, Samuel

Romanoff and Juliet

Salom, Jaime

Schiller, Friedrich

Scott, Sir Walter

Shakespeare Wallah

Shaw, George Bernard

Soyinka, Wole

Sterne, Laurence

Stoppard, Sir Tom

Strindberg, August

Swinburne, Algernon Charles

Tamayo y Baus, Manuel

Tennyson, Alfred, Lord

Tolstoy, Leo

Turgenev, Ivan

Twain, Mark

Vigny, Alfred de

Voltaire

Wesker, Arnold

West Side Story

Wilde, Oscar

Woolf, Virginia

Wordsworth, William

Yeats, William Butler

Shakespeare on film and
television

(See entries on individual
plays for information on
screen versions.)

popular culture

Shakespeare on sound film

silent films

television

United States of America

Branagh, Kenneth
Forbidden Planet

Hall, Sir Peter
Kozintsev, Grigori
Kurosawa, Akira
Miller, Jonathan
musicals
Noble, Adrian
Nunn, Trevor
Olivier, Lord
Reinhardt, Max
Shakespeare: The Animated
Tales
Shakespeare Wallah
West Side Story
Zefhirelli, Franco

Radio and recordings

Marlowe Society

radio, British

recordings

Rylands, George (Dadie)

Shakespeare Recording
Society

Music and dance since
1660

ballet
music

opera

Arne, Thomas Augustine
Bach, Carl Philip Emmanuel
Beethoven, Ludwig van
Berlioz, Hector

Birtwistle, Sir Harrison
Bishop, Sir Henry Rowley
Boyce, William

Britten, Benjamin
Dibdin, Charles

Elgar, Edward

Ellington, Duke

Faure, Gabriel

Haydn, Franz Josef

Holst, Gustav

jazz

Lampe, John Frederick
Leveridge, Richard

Linley, Thomas, jr.

Locke, Matthew
Mendelssohn, Felix
Milhaud, Darius

Mozart, Wolfgang Amadeus

musicals
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Nicolai, Otto
Parry, Sir Hubert
pop music

Porter, Cole
Prokofiev, Serge
Purcell, Henry
Reynolds, Frederick
Scarlatti, Domenico
Schubert, Franz
Sibelius, Jan
Smetana, Bedrich
Strauss, Richard
Sullivan, Sir Arthur
Tchaikovsky, Pyotr
Tippett, Sir Michael
Vaughan-Williams, Ralph
Verdi, Giuseppe
Wagner, Richard
Walton, William
West Side Story
Woolfenden, Guy
Your Own Thing

Shakespeare and the

visual arts since 1660
painting

advertising

Barry, Sir James

Blake, William

Boydell, John

Bunbury, Henry William
Cartermole, Charles
ceramics

Cruikshank, George

Dadd, Richard

Delacroix, Eugene
Fairholt, Frederick William
Fuseli, Henry

Gower memorial

Hayman, Francis

Hogarth, William
illustrations

monuments

National Portrait Gallery
Northcote, James

Paton, Sir (Joseph) Noel
Picasso, Pablo
Pre-Raphaelite Brotherhood
Romney, George
Roubiliac, Louis Francois
RSC Collection and Gallery
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Rysbrack, Michael
Scheemakers, Peter
Shakespeare Gallery
Shakespeariana

statuary

Wright, Joseph (of Derby)
Zoffany, Johann

¥ SHAKESPEARE
AROUND THE
GLOBE

Countries and regions

Arab world

Australia

Austria

Bohemia and the former
Czechoslovakia

Brazil

Bulgaria

Canada

Caribbean, The

China

East Africa

France

Germany

Greece

Hungary

India

Ireland

Israel

Italy

Japan

Korea

Latin America

Low Countries

New Zealand

Poland

Portugal

Romania

Russia and the former
USSR

Scandinavia

Scotland

Southern Africa

Spain

Switzerland

United States of America
Wales
West Africa

Translators and transla-
tions

translation

Astrana Marin, Luis
Beyer, Sille

Clark, Jaime

Conejero, Manuel Angel
Cruz, Ramén de la
Eschenburg, Johann Joachim
Foersom, Peter

Fukuda, Tsuneari
Geijer, Erik Gustaf
Gide, André

Hagberg, Karl August
Hallstrom, Per

Hugo, Francois Victor
Instituto Shakespeare
Kinoshita, Junji

Lembcke, Edvard
Letourneur, Pierre
Liang Shiqui
Macpherson, Guillermo
Moratin, Leondro Fernindez
de
Nyerere, Julius
Odashima, Yushi
Oehlenschlager, Adam
Oliva, Salvador
Pasternak, Boris
Pujante, Angel-Luis
Rothe, Hans
Sagarra, Josep Maria de
Schiller, Friedrich
Schlegel, August Wilhelm
Simrock, Karl Joseph
Tieck, Johann Ludwig
Tsubouchi, Shoyo
Valverde, José Maria
Voss, Johann Heinrich
Wieland, Christoph Martin
Zhu Shenghao

L1t of plays in alphabetical order

All Is True (Henry vii)

All’s Well That Ends Well

Antony and Cleopatra

As You Like It

[ Cardenio)

The Comedy of Errors

Coriolanus

Cymbeline, King of Britain

The First Part of the Conten-
tion (2 Henry vi)

Hamlet, Prince of Denmark

1 Henry 1v

2 Henry 1v

Henry v

I Henry vi

Julius Caesar

King John

King Lear

Love’s Labour’s Lost
[Love’s Labour’s Won]
Macbeth

Measure for Measure

The Merchant of Venice

The Merry Wives of Windsor

A Midsummer Night's Dream

Much Ado About Nothing

Othello

Pericles

Richard Duke of York (3 Henry
vI)

Richard 11

Richard nir

Romeo and Juliet

Xxviii

Sir Thomas More

The Taming of the Shrew

The Tempest

Timon of Athens

Titus Andronicus

Troilus and Cressida

Twelfth Night; or, What You
Will

The Two Gentlemen of

Verona



Note to the reader

This book is designed to be easy to use, but the following notes
may be helpful to the reader.

ALPHABETICAL ARRANGEMENT: Entries are arranged in
letter-by-letter alphabetical order of their headwords, which are
shown in bold type.

NAMES OF PLAYS AND CHARACTERS: The Oxford
Companion to Shakespeare follows the Oxford Shakespeare
(1986), edited by Stanley Wells and Gary Taylor, in returning
to the titles of the plays Shakespeare used when he composed
them, rather than the titles that appeared in the First Folio, and
which have since become standard. For example, the play
known as Henry viir appears under its original name of A/ Is
True. Signpost entries direct the reader from the standard title
to the entry under the original title. The Companion also
follows the Oxford Shakespeare in its modernization of
Shakespeare’s spellings of names, for example, a reader looking
up lachimo will be redirected to Giacomo.

XXIX

CRroOSss REFERENCES: An asterisk (*) in front of a word in
the text signals a cross reference to a related entry that may be of
interest. Also, ‘see’ or ‘see also’ followed by a headword in small
capitals is used to indicate a cross reference when the precise
form of a headword does not appear in the text. Entries are
marked as cross references the first time they appear in an
individual entry only. To avoid cluttering the text, the names of
plays and poems by Shakespeare, and of the characters that
appear in the plays, are not marked as cross references, although
there are entries on all of these.

THEMATIC LISTING OF ENTRIES: This is a list of entries
under major topics, which appears at the front of the book (see
pp. xi—xxviii), and offers another means of accessing the ma-
terial in the Companion. It allows the reader to see all the
entries relating to a particular subject—such as songs in the
plays or extant portraits of Shakespeare—at a glance.

CoNTRIBUTORS’ INITIALS: These are given at the end of
each entry, and a key to these initials appears on pp. ix—x.






Aaron, a2 *Moor and Tamora’s lover, is ultim-
ately sentenced to be buried and starved, T7zus
Andronicus s.3. AB

Abbess. She reveals herself to be Emilia,
mother of the Antipholus twins, at the end of
The Comedy of Errors. AB

Abbott, E(dwin) A(bbott) (1838-1926),
English headmaster and grammarian, who
addressed the first meeting of the New Shake-
speare Society (13 March 1874). His A Shake-
speartan Grammar: An Astempt to Illustrate Some
of the Differences between Elizabethan and
Modern English (1869, repr. 1966) is an im-
portant attempt to describe Elizabethan syntax
and idiom. ™

Abergavenny, Lord. He complains about
Wolsey’s pride and is imprisoned alongside
Buckingham in All Is True (Henry vir) 1.1. The
historical figure was George Neville, 3rd Baron
Abergavenny (c.1461~-1535). AB

Abhorson, an executioner, defends his profes-
sion in Measure for Measure 4.2 and attempts to
rouse drunken Barnadine for execution, 4.3.

AB

‘above’. About half of Shakespeare’s plays need
an elevated playing space which is often sig-
nalled by a stage direction of the kind ‘enter
above’, and most of these use this location just
once or twice. An actor appearing ‘above’ is
usually to be thought of as appearing at a win-
dow, or upon the walls of a castle or fortified
town. Contemporary accounts and drawings
(most clearly the de Witt drawing of the *Swan)
indicate a balcony set in the back wall of the
stage which could be used as a spectating pos-
ition but also would be ideal to provide the
occasional ‘above’ acting space. GE
Hosley, Richard, “The Gallery over the Stage in
the Public Playhouse of Shakespeare’s Time’,
Shakespeare Quarterly, 8 (1957)

Abraham (Abram), Montague’s servant, par-
ticipates in a fight in Romeo and Julier 1.1.
AB

Abram. See ABRAHAM.

academic drama. See UNIVERSITY PERFORM-
ANCES.

Achilles, the treacherous champion of the
Greek army (he appears in a more sympathetic
light in *Homer’s liad ), instructs his followers
to kill the unarmed Hector, Troilus and Cressida
5.9. AB

act and scene divisions. Of the original
quartos of Shakespeare’s plays, none is divided
into numbered scenes (although in Qr Romeo
and Juliet a printer's ornament occasionally
appears where new scenes begin) and only
Othello (1622) is divided into acts. In the First
Folio, nineteen of the plays are divided into acts

and scenes, and another ten are divided into
acts. Nicholas Rowe’s edition (1709) was the first
to divide all of the plays into numbered acts and
scenes.
Division into scenes was a structural element
of early English plays—a new scene began
whenever the stage was clear and the action not
continuous—but division into acts was a later
convention, perhaps adopted from classical
drama. Although very few plays written for the
adult dramatic companies before 1607 are div-
ided into acts, nearly every one of the extant
printed plays written for those companies
thereafter is divided into five acts. Gary Taylor
has suggested that the transition to act-intervals
occurred when the adult companies moved
from outdoor to indoor theatres (the King’s
Men acquired the Blackfriars playhouse in Au-
gust of 1608). Pauses between acts would not
only have been better facilitated in indoor
theatres, but might also have been required so
that candles could be trimmed. Shakespeare’s
later plays were thus apparently written for a
different convention from his early and middle
ones. ER
Greg, W. W., ‘Act Divisions in Shakespeare’,
Review of English Studies, 4 (1928)

Taylor, Gary, ‘The Structure of Performance:
Act-Intervals in the London Theatres, 1576—
1642’, in Shakespeare Reshaped 1606—1623 (1993)

acting, Elizabethan. The Elizabethan word for
what we call acting was ‘playing’, and the word
‘acting’ was reserved for the gesticulations of an
orator. We have little direct evidence about the
style of Elizabethan acting, although a few gen-
eral principles can be derived from the condi-
tions of performance. The relative shortness of
rehearsal periods and the large number of plays
in the repertory at any one time suggest that an
actor was not likely to think of his character as
having a unique and complex human psych-
ology in the way which, in our time, the *Stan-
islavskian technique encourages. Likewise, the
distribution of parts as individual rolls of paper
giving only the particular speeches needed for
one character suggests that what we think of as
dramatic interaction was less important than
the individual’s interpretation of his speeches.
Modern ensemble acting requires lengthy re-
hearsals which were unknown on the early
modern stage. But this should not be taken as
evidence that the acting was mere declamation
without emotion. When the King’s Men played
Othello at Oxford in 1610 an eyewitness was
moved to report that Desdemona ‘killed by her
husband, in her death moved us especially when,
as she lay in her bed, her face alone implored the
pity of the audience’. Likewise Simon Forman’s
records of performances of Cymbeline, The
Winter’s Tale, Macbeth, and a play about Rich-
ard 11 clearly express his enjoyment of the in-
tensity of the emotional experience, and hence
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the quality of the acting. The mere fact that boys
played great tragic roles such as a Cleopatra,
Desdemona, Hermione, and Lady Macbeth in-
dicates that a degree of unrealistic formalism
(symbolic gestures and convention) must have
been used, but scholars do not agree about pre-
cisely how ‘naturalistic’ or ‘formalistic’ the act-
ing usually was, or whether perhaps some mixed
style was used.

There was hardly a professional acting trad-
ition in existence in 1576 when James Burbage
built the Theatre, and until the early 1600s most
actors were men who had taken up this career
having first trained in something else. Once the
profession was established the system of ap-
prenticeship must have helped systematize an
actor’s training, although without a governing
guild practice might have varied greatly from
one master to another. Acting was taughr as part
of a standard grammar-school education and of
course actors had to be literate, so despite the
apparent low status of the profession actors were
amongst the better-educated Elizabethans.
Scholars have looked to the education system,
and especially the instruction in oratory, for
evidence of the acting style of the period; edu-
cational policy at least is well documented.
Bernard Beckerman thought that the styles and
conventional gestures of the Elizabethan orator
and actor were essentially the same but found
manuals of oratory rather vague: a number of
gestures were offered to accompany a particular
emotion and the individual orator was left to
choose whichever best suited the occasion.

Another source of information abour acting
styles is the drama itself, and the most overused
piece of evidence is Hamlet’s advice to the
players (3.2.1—45) which includes ‘Speak the
speech . . . trippingly on the tongue’, ‘do not
saw the air too much with your hand’, and avoid
imitating those who have ‘strutted and bel-
lowed’ on the stage. This does not tell us much,
and indeed the conscious contradiction of the
general and transcendent (‘hold as “twere the
mirror up to nature, to show virtue her own
feature, scorn her own image’) and the par-
ticular and contingent (‘[show] the very age and
body of the time his form and pressure’) makes
this if anything an evasion of detailed instruc-
tion in acting style. Commentators have relied
heavily upon Hamlet’s advice because we have
no direct description of Elizabethan acting.

Despite the lack of direct evidence, certain
trends which impinged upon acting can be
traced across the period. The drama of the 1570s
used strong rhyme and rhythm (especially the
‘galloping’ fourteen-syllable line) which gave an
actor little scope for personal interpretation,
whereas Marlowe’s looser verse style and in-
creasingly subtle characterization gave the
Admiral’s Men new opportunities for virtuoso
acting. Stable long-term residences at the Rose
and the Globe after 1594 allowed a star system to

develop with Edward Alleyn for the Admiral’s
and Richard Burbage for the Chamberlain’s
Men being the most highly praised actors of
their time. T. W. Baldwin developed a complex
model of the character types (‘lines’) which were
the special skills of particular actors of the period
but other scholars feel that flexibility, not spe-
cialization, was the most valued attribute in an
actor. Whether Shakespeare ever got the per-
formances he wanted is uncertain. Shakespeare’s
characters use acting as a metaphor for public
behaviour of all kinds but, as M. C. Bradbrook
noted, the descriptions (‘strutting player’, ‘frets’,
‘wooden dialogue’) are seldom complimentary.

The differences in conditions at different
venues appear to have had an effect on the act-
ing. Indoor theatres were smaller than the open-
air amphitheatres and had less extraneous noise,
so actors could afford to soften their voices and
make smaller physical gestures. Players at the
northern playhouses, especially the Fortune and
Red Bull, were more commonly attacked for
exaggerated acting once the private theatres had
developed their own subtle style. Also, an actor
in an amphitheatre is effectively surrounded on
all sides by spectators and may choose to keep
moving so that everyone has a chance to see him.
The indoor theatres, however, had a greater
mass of spectators directly in front of the stage
and this probably encouraged playing ‘out front’
rather than ‘in the round’ as we would now call
it. Adjusting between the two modes must have
been fairly easy for the actors, however, as on
tour they were unlikely to find many venues
which provided the ‘in-the-round’ experience of
the London amphitheatres. GE

Baldwin, T. W., The Organization and Personnel
of the Shakespearean Company (1927)

Beckerman, Bernard, Shakespeare ar the Globe,
1599—1609 (1962)

Bradbrook, M. C., Elizabethan Stage Conditions:
A Study of their Place in the Interpretation of
Shakespeare’s Plays (1932)

Gurr, Andrew, ‘Playing in Amphitheatres and
Playing in Hall Theatres’, in A. L. Magnusson
and C. E. McGee (eds.), The Elizabethan
Theatre xui1: Papers Given at the 13th Inter-
national Conference on Elizabethan Theatre
Held at the University of Waterloo, Ontario, in
July 1989 (1994)

Harbage, Alfred, ‘Elizabethan Acting’, Publica-
tions of the Modern Language Association of
America, 54 (1939)

Salgado, Gamini (ed.), Eyewstnesses of Shake-
speare: First Hand Accounts of Performances
1590-1890 (1975)

acting profession, Elizabethan and Jaco-
bean. The Elizabethan word for an actor was
‘player’ and there were three classes: the sharer,
the hired man, and the apprentice. The nucleus
of the company was the sharers, typically be-
tween four and ten men, who were named on
the patent which gave them the authority to
perform and which identified their aristocratic

patron. The sharers owned the capital of the
company, its playbooks and costumes, in com-
mon and shared the profits earned. All other
actors were the employees of the sharers. The
sharers were not necessarily the finest actors but
they would have to bring a significant contri-
bution to the company in the form either of
capital or, as in the case of Shakespeare, writing
ability. The sharing took place after the rent on
the venue—often simply consisting of the tak-
ings from the galleries—had been paid and the
hired men had received their wages. There was
no guild system in place to regulate the indus-
try, so an apprentice was in the unusual position
of being legally apprenticed in the secondary
trade practised by the individual sharer who was
his master.

The sharers of London companies selected a
new play by audition reading and, if purchased,
they would rehearse it in the morning while
playing items from the current repertory in the
afternoon. The inconclusive evidence from
Henslowe’s account book suggests that at least
two weeks were allowed for rehearsal of a new
play, including time needed for the player to
privately ‘study’ (memorize) his part. With no
cheap mechanical means of reproducing an
entire play, players were issued with rolls of
paper containing only their own lines plus their
cues. This practice and the short rehearsal
periods suggests that acting skill was largely
considered to reside in expressing the meanings
and emotions in one’s part rather than reacting
to the speeches of others.

The majority of players were hired men, and
amongst these there was not a strict distinc-
tion between what we now call ‘front of house’
and ‘stage’ work: an entrance-fee gatherer or
costumer might well be expected to take a
minor role at need, and those providing musical
accompaniment might have to portray onstage
musicians. Fee-gathering was the only job open
to women as well as men; apart from ambiguous
evidence concerning Middleton and Dekker’s
The Roaring Girl (1611) there is nothing to sug-
gest that women ever acted. Usually the ap-
prentices played the female roles in the drama
but because of the anomalous lack of a guild
governing the acting profession we do not know
the precise extent of an apprentice’s responsi-
bilities, or if indeed any standard arrangements
existed other than the customary provision of
board, keep, and training.

There is little evidence that players were
typecast although a dramatist attached to a
company, as Shakespeare was, would have
thought about his human resources during
composition. However, there was a distince
position of ‘clown’ or ‘fool’ in each of the major
companies and Richard Tarlton of the Queen’s
Men and William Kempe and later Robert
Armin of the Chamberlain’s Men had roles
written to suit their abilities and did not



perform in plays which lacked a ‘clown’ or ‘fool’
character. The emergence of actor ‘stars’ in the
early 1590s appears to be related to the increas-
ingly long residences at London playhouses
which allowed audiences to follow the particu-
lar development of an individual’s career. Star
actors could expect to take just one of the major
roles in a play, but other actors, and especially
hired men, would be expected to ‘double’ as
needed. GE
Bentley, Gerald Eades, The Profession of Player in
Shakespeare’s Time, 1590~1642 (1984)
Ingram, William, The Business of Playing: The
Beginnings of the Adult Professional Theater in
Elizabethan England (1992)

act-intervals. See ACT AND SCENE DIVISIONS.

Act to Restrain Abuses of Players (1606), a
parliamentary bill introducing a fine of £10 for
each occasion upon which an actor ‘jestingly or
profanely’ spoke the name of God or Jesus
Christ. Plays written after this date have little or
no such profanity, and plays already written
show alteration of the offending phrases when
revived, although the original unexpurgated
text could safely be printed. Words such as
‘zounds’ (a contraction of ‘God’s wounds’)
could be replaced by ‘why’ or ‘come’, and ex-
clamations such as ‘O God!" softened to ‘O
heaven!” GE
Taylor, Gary, ‘Swounds Revisited: Theatrical,
Editorial, and Literary Expurgation’, in Gary
Taylor and John Jowett (eds.), Shakespeare
Reshaped 1606-1623 (1993)

‘A cup of wine that's brisk and fine’, sung by
Silence in 2 Henry 1v; 5.3.46; the original tune is

unknown. /B

Adam, Oliver’s servant in As You Like Iz, helps
Orlando escape into the forest of Ardenne.
AB

Adams, J(ohn) C(ranford) (1903-86), Ameri-
can scholar, author of The Globe Playhouse: Irs
Design and Equipment (1942, 2nd edn. 1961),
giving considerable prominence to the inzerand
the upper areas of the stage, now largely super-
seded. He was responsible for a reconstruction
of the Globe for the Hofstra College Shake-
speare Festival. ™

Adams, Joseph Quincy (1881-1946), American
scholar, first director of the Folger Shakespeare
Library (1934) and an editor of the New Vari-
orum edition of Shakespeare. He was author of
A Life of William Shakespeare (1916) and, using
Revels records, Shakespearean Playhouses: A
History of English Theatres from the Beginnings to
the Restoration (1917). ™

adaptation. The practice of rewriting plays to
fit them for conditions of performance different
from those for which they were originally com-
posed, in ways which go beyond cutting and the

transposition of occasional scenes. Even leaving
aside the questions as to whether Shakespeare’s
use of dramatic sources itself constitutes adap-
tation (e.g. whether King Lear can be regarded
as an adaptation of The True Chronicle History
of King Leir), or whether his own *revisions to
plays such as Hamlet and King Lear might be
classed as such, the altering of Shakespeare’s
scripts for later revivals certainly dates to be-
fore the publication of the First *Folio, which
prints Macbeth in a form revised by Thomas
*Middleton.

The adaptation of Shakespeare was at its
most widespread, however, between the Res-
toration in 1660 and the middle of the 18th
century (see RESTORATION AND EIGHTEENTH-
CENTURY SHAKESPEARIAN PRODUCTION), when
drastic changes in the design of playhouses (with
the inception of elaborate changeable scenery),
in the composition of theatre companies (with
the advent of the professional actress), and in
literary language and tastes (with the vogue
for French neoclassicism, and its patriotic
aftermath) motivated many playwrights and
actor-managers to stage Shakespearian plays in
heavily rewritten forms. The pioneer of adap-
tation was Sir William *Davenant, whose The
Law against Lovers (1662) transplants Beatrice
and Benedick into a sanitized Measure for
Measure cast largely in rhyming couplets: this
was followed by his immensely popular semi-
operatic versions of Macbeth (1664) and The
Tempest (1667), the latter co-written with one of
his most successful followers in this vein, John
*Dryden, who went on to write his own Antony
and Cleapatra play All for Love (1677) and alter
Troilus and Cressida (1679). Other major ad-
aptors include Nahum *Tate (most famous for
giving King Lear back the happy ending it had
enjoyed in its sources, in 1681), Colley *Cibber,
and David *Garrick.

An increasing veneration for Shakespeare’s
original texts had brought the practice of adap-
tation into disrepute in England by the middle
of the 19th century, and while certain less ca-
nonical plays have regularly been retouched for
performance since (notably the Henry vi1 plays,
condensed at different times by both John
*Barton and Adrian *Noble for the *Royal
Shakespeare Company alone), full-scale adap-
tation has in modern times been more fre-
quently associated with the work of translators
fitting Shakespeare’s plays to performance tra-
ditions far removed from his own, and with the
transformation of his plays into *ballets, *op-
eras, and *films.

Although many adaptations of Shakespeare
may now seem objectionable, or at best merely
quaint (simplifying his language, plotting, char-
acterization, and morality alike), some consti-
tute intelligent and engaged contemporary
critical responses to his plays, and a few more
recent playwrights have continued to use the

ADVERTISING

medium as a form of practical Shakespeare
criticism, notably Charles *Marowitz. MD
Clark, Sandra (ed.), Shakespeare Made Fit: Res-
toration Adaptations of Shakespeare (1997)
Marsden, Jean, The Re-Imagined Text: Shake-
speare, Adaptation, and Eighteenth-Century
Literary Theory (1995)
Sorelius, Gunnar, The Giant Race before the
Flood’: Pre-Restoration Drama on the Stage and
in the Criticism of the Restoration (1966)
Spencer, Christopher (ed.), Five Restoration
Adaptations of Shakespeare (1965)

Addenbrooke, John, a ‘gentleman’ whom
Shakespeare sued in the Stratford court of re-
cord for a debt of £6 in 1608. The case dragged
on from 17 August 1608 to 7 June 1609.
Addenbrooke was arrested but freed when
Thomas Hornby, a blacksmith, stood surety for
him. A jury awarded Shakespeare his debt and
24s. in costs which he tried to recover from
Hornby as Addenbrooke could not be found.
SW
Addison, Joseph (1672-1719), poet, play-
wright, and essayist, most famous as an author,
with Sir Richard Steele, of the Spectator papers.
In Spectator 40 he voiced one of the first attacks
on Nahum Tate’s adaptation of King Lear, in
particular its addition of a happy ending and
use of poetic justice. M

Admiral’s Men, the players of Charles How-
ard, second Lord Effingham—made Lord Ad-
miral in 1585 and Earl of Nottingham in 1597—
who were the main rivals of Shakespeare’s
company. Also known as the Lord Howard’s
Men (1576-8s), the Earl of Nottingham’s Men
(1597-1603), Prince Henry’s Men (1603-12),
and Elector Palatine’s Men (1613—24), their
greatest asset in the 1590s and 1600s was the
actor Edward Alleyn, whose uncle Philip
Henslowe owned the Rose and Fortune play-
houses used by the company. GE

Adonis. See VENUS AND ADONIS.

Adrian. (1) A Volscian who hears from the
Roman Nicanor that Coriolanus has been ban-
ished from *Rome, Coriolanus 4.3. (2) A lord
shipwrecked with Alonso on Prospero’s island
in The Tempest. AB

Adriana, wife to Antipholus of Ephesus in 7The
Comedy of Errors, is unable to distinguish be-
tween him and his ewin. AB

advertising. The use of Shakespeare in adver-
tising can be traced back to the adoption of an
image based on the *Chandos portrait as the
publisher Jacob Tonson’s trademark in 1710.
More recently, some of the more famous char-
acters from Shakespeare’s plays have provided
manufacturers with richly associative brand
names (the tobacco sector alone has given us
Hamlet cigars, Romeo Y Julietta panatellas, and
Falstaff' cigars). Shakespeare’s characters also
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supply television commercials with conveni-
ently familiar dramatic situations which can be
rapidly established and then usually debased, for
comic effect. Thus King Lear, ready to divide his
kingdom, overlooks his two daughters who
speak of love and loyalty for a third who offers a
supply of ice-cold drinks (Coca-Cola, USA,
1997). Romeo woos Juliet, but only after her
rumbling stomach has been prevented from
joining in the dialogue (Shreddies Cereals, UK,
2000). Hamlet, about to meditate on Yorick’s
skull, drops it, improvises a football pass, and is
endorsed as a lager drinker who ‘gets it right’
(Carling Black Label, UK, 1986). True Shake-
spearian dialogue is rarely used, but longer
speeches may be quoted for effec; John of
Gaunt’s major speech from Richard i1 has been
both used to convince consumers as to the
Englishness of a certain tea (Typhoo, UK, 1994)
and counterposed against images of dropped
litter, to urge the use of refuse bins (Central
Office of Information, UK, 1983.) Although
The Merchant of Venice and Timon of Athens
show that Shakespeare held much mercantile
practice in low esteem, the epilogue to As You
Lzke It suggests he took a more tolerant view of
the advertising, such as it was, of his own day.

cc

aediles, assistants to the tribunes Brutus and
Sicinius, appear in Coriolanus, speaking at 3.1
and 3.3. AB

Aegeon. Sce EGEON.
Aemilia. See EmiLia.

Aemilius, a messenger in 77tus Andronicus 4.4
and 5.1, presents Lucius as emperor, 5.3.  AB

Aeneas, a Trojan commander in 77roilus and
Cressida (drawn from *Homer and *Virgil),
gives Troilus the news that Cressida must be
given to the Greeks, 4.3. AB

Aeschines, a lord of Tyre, appears with
Helicanus, Pericles 3 and 8. AB

Aeschylus. See CRriTiCAL HISTORY; GREEK
DRAMA.

Africa. See FasT AFRICA; SOUTHERN AFRICA;
WEST AFRICA.

Agamemnon, leader of the Greek army (based
on the character in *Homer’s /iad) presides
over meetings of his commanders in Troilus and

Cressiela. AB

Agrippa, friend to Caesar in Antony and Cleo-
patra, suggests Antony should marry Octavia

and hears Enobarbus’ description of Cleopatra,
2.2. AB

Seven characters in search of seven cars

Prince Hal first! He's got flairl So give him the Corsair. Not
just for its flalr, But for its princely comfort and royal quality.
Cleopatra of course will just have to have a Mk lil Zodiac, for
the speed, status and luxury that befit a queen. Now! For
Romeo-and-~Juliet! Only the Capri, that rich jewel of a car
Benedick prefers something smart and snappy — the Anglia.
Bravo!l For Prospero, the tempestuous magician, something
magical. Like the Cortina, which pulls so many big-car
qualities out of its small-car costs. What about Falstaft, the

R« x|
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mountainous Falstaff. Chossss sum a car that makes molehills
out of mountains. The Zapmys 4. Or the Zephyr 6 if he neads
to make even faster escapes. Shylock has an embarrassment
ot choice. Every Ford car with its outstanding quality, proven
reliability and unbeatable value for money, gives him his
pound of flesh.

FORD - the dramatic choice @Z22»

A £ -
e 0T 3

A classic Shakespearian advertisement, devised by Ford in honour of Shakespeare’s 400th birthday in 1964. As ever,
Shakespeare means authenticity and quality, though the 1dea of Prospero driving a Ford Cortina may rather strain

the point.

Aguecheek, Sir Andrew, Sir Toby Belch’s
drinking companion in Twelfih Night. AB

Ajax, a Greek commander (based on the
character in *Homer’s liad), fights Hector,
Trotlus and Cressida 4.7. When the fight is
abandoned, he invites Hector to dine at the
Greek camp. AB

Alarbus, Tamora’s eldest son in Titus Andro-
nicus, is sacrificed to avenge the deaths of Titus’

sons, L.1. AB

alarums, a barttle call or signal, usually for
*drum(s), but exceptionally for *trumpet; it

occurs more than 80 times in stage directions
and texts of Shakespeare’s plays. JB

Albany, Duke of. Husband of Goneril in King
Lear, he moves from unease with Goneril,
Regan, and Cornwall to defiance. AB

Albret, Charles d’. Seec ConsTaBLE OF FRANCE.
alchemy. See Scot, REGINALD.

Alcibiades, cxiled and disaffected, leads an
army against his native Athens in 7imon of
Athens. AB

Aldridge, Ira (1807-67), African-American
actor who, following the closure of the African



Theatre in New York where he had played
Romeo, moved to England where he appeared
as Othello at the Royal Coburg in 1825. Though
he added Lear, Macbeth, Richard 1, and
Aaron (in a drastically adapted version of T7zus
Andronicus) to his repertoire, it was with
Othello that he was most closely identified in a
career which was spent touring all over Europe.
When he made his overdue West End debut at
the Lyceum in 1858, Aldridge was praised for the
originality of his interpretation in which
Othello’s softer elements were to the fore.

RF

Marshall, Herbert, and Stock, Mildred, Ira
Aldridge: The Negro Tragedian (1958)

Alengon, Duke of. He gives militant advice to
Charles the Dauphin, 1 Henry vi 5.2 and 5.7.
AB

Alexander, servant to Cressida in Troilus and
Cressida, describes Hector and Ajax to her, 1.2.

AB
‘Alexander’. See NATHANIEL, SIR.

Alexander, Peter (1894-1969), Scottish editor,
biographer, and textual and literary critic. His
Shakespeare’s Henry vi and Richard 1 (1929)
argues that the First Part of the Contention and
The True Tragedy of Richard 111 (both 1594) are
not independent source plays but pirated ‘bad’
quartos of the second and third parts of Shake-
speare’s Henry vi. This radical revision of the
carly canon is reflected in Alexander’s later
Shakespeare’s Life and Art (1939), A Shakespeare
Primer (1951), and Shakespeare (1964). His one-
volume modernized edition of The Complete
Works (1951) was adopted as a standard text by
the BBC and many academic institutions.

™

alexandrine, the twelve-syllable line of classical
French verse; or an English six-stress line (hex-
ameter); sometimes found as a variant line in
Shakespeare’s dramatic verse, also as the line of
*Biron’s sonnet in Love’s Labour’s Lost (4.2.106—
19). CB

Alexas is one of Cleopatra’s attendants. His
treachery and execution are related in Antony
and Cleopatra 4.6. AB

Alice, Catherine’s gentlewoman in Henry v,
teaches her English, 3.4, and interprets for King
Harry and Catherine, s.2. AB

‘Aliena’. See CEL1a.
Allde, Edward. See PRINTING AND PUBLISHING.

Allen, Giles (d. 1608), owner of the site upon
which the Theatre was built. On 13 April 1576
Allen leased a plot of land in Shoreditch to
James Burbage who, with his brother-in-law
John Brayne, built the Theatre on it. Allen and

the Burbages failed to reach agreement on re-
newal of the lease in 1597, and December/
January 1598—9 the Burbages removed their
playhouse to re-erect it as the Bankside Globe.
Allen’s ensuing legal battles with the Burbages
provide much of our knowledge about the

Theatre and the Globe. GE
Berry, Herbert, Shakespeare’s Playhouses (1987)

Alleyn, Edward (1566-1626), actor (Worces-
ter’s Men 1583, Admiral’s/Prince Henry’s 1589—
97 and 1600-6) and housekeeper. The 17-year-
old Alleyn was named as one of Worcester’s
Men in a licence of 14 January 1583 and he was
already a renowned actor when, on 22 October
1592, he married Joan Woodward, the step-
daughter of Philip Henslowe, at whose Rose
playhouse he had led Lord Strange’s Men from
February to June that year. We know of Alleyn’s
personal life through charming letters which
passed between him and Joan while he led Lord
Strange’s Men on tour in 1593, and we hear of
his ever-rising professional fame through glow-
ing reports by Thomas Nashe, amongst others.
Contemporary allusions suggest that Alleyn was
an unusually large man—which undoubtedly
helped his celebrated presentation of Marlowe’s
anti-hero Tamburlaine—and a surviving por-
trait and signet ring confirm that he was about 6
feet (2 m) tall, well above the period’s average.
To augment his bulk Alleyn apparently de-
veloped a powerful style of large gestures and
loud speaking which others mocked as ‘stalking’
or ‘strutting’ and ‘roaring’. Alleyn took the lead
roles in Marlowe’s The Jew of Malta and Doctor
Faustus, Greene’s Orlando furioso, and also Se-
bastian in the anonymous Frederick and Basilea,
Muly Mahamet in Pecle’s The Battle of Alcazar,
and Tamar Cam in the anonymous 1 Tamar
Cam. After three more years at the Rose (1594~
7) Alleyn retired but he returned to the stage
when Henslowe’s Fortune opened in 1600 and
continued until some time before 30 April 1606
when the Prince’s Men were issued a patent
which lacks his name. In early May 1608 Alleyn
performed in an entertainment for James I at
Salisbury House on the Strand and received £20.
On 13 September 1619 Alleyn founded the Col-
lege of God’s Gift at Dulwich which received
Alleyn’s and Henslowe’s papers, most import-
antly the latter’s Diary, upon which much of our
knowledge of the theatre is based. Joan Alleyn
died on 28 June 1623 and on 3 December that
year Alleyn married Constance, the eldest
daughter of John Donne, the Dean of St Paul’s.

GE

Cerasano, S. P., ‘“Tamburlaine and Edward
Alleyn’s Ring’, Shakespeare Survey, 47 (1994)

All for Love. See ANTONY AND CLEOPATRA.

All Is True (Henry viui) (see page 6)

ANADIPLOSIS

alliteration, repetition of similar sounds (usu-
ally initial consonants) within any sequence of
words:
Borne on the bier with white and bristly beard
(Sonnet 12)

Alliteration may also link the initial stressed
consonant of a word with that of a stressed syl-
lable within a word: ‘Beated and chopp’d with
rann’d andquizy’ (Sonnet 62, l. 10); “When I
did speak of some diszressful stroke’ (Othello
1.3.157). CB

All's well That Ends Well (see page 10)

allusion, a passing or indirect reference to
something (e.g. a written work, a legend, a his-
torical figure) assumed to be understood by the
audience or reader, as with the reference to the
mythical Phoenix in Sonnet 19. CB

Alonso is the King of Naples in 7he Tempest.
His son Ferdinand and Prospero’s daughter
(Miranda) become betrothed, reconciling him
to Prospero. AB

ambassadors. (1) French ambassadors bring
‘treasure’ (actually tennis balls) on behalf of
the Dauphin to King Harry, Henry vi1.2.245-57.
(2) Ambassadors from England announce the
deaths of Rosencrantz and Guildenstern, Ham-
let 5.2.321-6. (3) Antony uses his schoolmaster
(see 3.11.71—2) as an ambassador, Antony and
Cleopatra 3.12 and 3.13 (he was first named as
Euphronius by *Capell, following Shake-
speare’s source *Plutarch). AB

America. See UNITED STATES OF AMERICA;
LATIN AMERICA.

Amiens, one of Duke Senior’s attendants in As
You Like It, sings in 2.5 and 2.7. AB

Amyot, Jacques. See PLUTARCH.

anachronism, the introduction of anything not
belonging to the supposed time of a play’s ac-
tion: most famously the clock in Jjulius Caesar
(2.1.192). The term may also be applied to
modern-dress productions of Shakespearian
plays. CB

anacoluthon, a change of grammatical con-
struction in mid-sentence, leaving the initial
utterance unfinished:

Today as I came by I called there—

But I shall grieve you to report the rest

(Richard 11 2.2.94~5)
CB

anadiplosis, a rhetorical figure in which
clauses, lines, or sentences are linked by repeti-
tion of the final word or phrase of the first in the
initial word or phrase of the second:
My brain I'll prove the female to my soul,
My soul the father . . .
(Richard 11 5.5.6-7)
CB

(cont. on page 9)



All Ts True (Henry vi)
B

uring a performance of this play on 29 June 1613 the cannon fired to salute the King’s entry in
1.4 set alight the Globe theatre’s thatch, and the whole building was destroyed. According to

one letter about the disaster, this was at most the play’s fourth performance, and stylistic

examination confirms that this must have been a new play in 1613.

Text: Three out of five surviving accounts of the fire refer to
the play by what was clearly its original title, Al Is True (a
ballad on the subject even has the allusive refrain ‘All this is
true’), while the other two cite only its subject matter, calling
it ‘the play of Henry 8. A decade later the compilers of the
First Folio adopted the latter procedure (as they did with the
other English histories), publishing the play’s only authori-
tative text as The Famous History of the Life of King Henry the
Eight (abbreviated to The Life of King Henry the Eight for the
running title: the *Oxford edition, 1986, was the first to re-
store the title by which Shakespeare knew the play). The text
(to judge, in part, from its unusual number of brackets) was
probably set from a scribal transcript of authorial papers,
possibly annotated for theatrical use.

Although there is no external evidence to confirm what
many students of the play’s versification have believed since
the mid-19th century, A/l Is True was probably written in
collaboration with John *Fletcher, as were two other plays
from this final phase of Shakespeare’s career, The Two Noble
Kinsmen (1613—14) and the lost Cardenio (1613). Based on a
variety of linguistic and stylistic criteria (particularly the fre-
quency and nature of rare vocabulary, usage of colloquialisms
in verse passages, and the use of certain grammatical con-
structions), the Prologue, 1.3-4, 3.1, 5.2—4, and the Epilogue
are most commonly attributed to Fletcher, who may also have
revised Shakespeare’s 2.1-2, much of 3.2, and all of 4.1-2.

Sources: The playwrights’ principal sources for their ac-
count of the middle years of Henry’s reign—{rom the Field of
the Cloth of Gold (1520) to the christening of Princess Eliza-
beth (1533)—were the chronicles of Raphael *Holinshed and
Edward *Halle. *Foxe’s Book of Martyrs (1563) supplied ma-
terial for Cranmer’s scenes in Act 5, and Samuel Rowley’s

earlier play on Henry’s reign, When You See Me, You Know

Me (c1603—s5), may have influenced the depiction of Wolsey’s
fall. The dramatists’ principal alterations to their material
consist in the compression of events, and the sometimes cos-
metic alteration of their sequence. Despite the impression
given by the play, Queen Catherine was still alive when
Princess Elizabeth was born (hence the Catholic view that she
was illegitimate), and despite the impression of an achieved
harmony at the play’s close, Cranmer’s troubles with the
Council, dramatized in 5.1-2, still lay seven years ahead when
she was christened.

Synopsis: A prologue promises a serious play which will
depict the abrupt falls of great men. 1.1 The Duke of Norfolk
tells the Duke of Buckingham about the spectacular recent
meeting in France between King Henry vi, his French
counterpart, and their respective courts, arranged by Cardinal
Wolsey. As Buckingham marvels at Wolsey’s influence, Lord
Abergavenny joins the conversation, and the three lament the
Cardinal’s power, noting that the spurious peace he negoti-
ated with France has already been broken. When Wolsey en-
ters he and Buckingham exchange disdainful stares before the
Cardinal, questioning his secretary about a pending interview
with Buckingham’s Surveyor, leaves, confident the Duke will
soon be humbled. As Buckingham informs Norfolk of his
intention to denounce Wolsey, officials arrest him for high
treason.

1.2 Queen Katherine, seconded by Norfolk, speaks against
Wolsey’s special taxations: surprised by what he hears, the
King orders them to be repealed and their defaulters par-
doned, a decision Wolsey quietly instructs his secretary to
credit to his own intercession. Despite the Queen’s scepti-
cism, the allegations made at Wolsey’s instigation by the
surveyor are sufficient to persuade the King of Buckingham’s
treason. 1.3 The Lord Chamberlain, Lord Sands, and Sir



Thomas Lovell deplore the influence of French fashions be-
fore leaving for a lavish supper at Wolsey’s palace. 1.4 During
Wolsey’s feast, the King and his party arrive disguised as
shepherds and choose dancing partners: the King takes Anne
Boleyn, in whose company he withdraws after his identity is
revealed.

2.1 Two gentlemen discuss Buckingham, just condemned
to death: under guard, Buckingham speaks to his sympa-
thizers, forgiving his enemies and comparing his downfall to
that of his father, also unjustly condemned on a corrupted
servant’s evidence. The gentlemen lament his fate and speak
of a rumour that Wolsey has incited the King to initiate di-
vorce proceedings against Katherine, to be heard before the
newly arrived Cardinal Campeius. 2.2 The Lord Chamber-
lain, Norfolk, and the Duke of Suffolk deplore Wolsey’s
machinations against the Queen. The pensive King dismisses
Norfolk and Suffolk but welcomes Campeius and Wolsey,
and confers with Wolsey’s secretary Gardiner: meanwhile
Wolsey assures Campeius of Gardiner’s complete obedience.
The King sends Gardiner to Katherine: their case will be
heard at Blackfriars. 2.3 In conversation with an old lady,
Anne Boleyn pities Katherine the sorrows of queenship, and
is ribaldly accused of hypocrisy, especially when the Lord
Chamberlain arrives to tell Anne that the King has made her
Marchioness of Pembroke. 2.4 After ceremonious prelimin-
aries, the divorce hearing begins with Katherine pleading
eloquently for the validity of her marriage and her own status
as a loyal wife: she denies the authority and impartiality of the
court, which has her enemy Wolsey as one judge, appeals to
the Pope, and walks out. The King explains his grounds for
seeking the divorce: since Katherine was formerly married to
his elder brother, his conscience tells him their marriage is
incestuous, although if the court decrees otherwise he will
accept its decision. Prevaricating, Campeius adjourns the case,
and the King places his hopes instead in his adviser Thomas
Cranmer.

3.1 Katherine, among her women, listens to a song before
Wolsey and Campeius arrive to urge her to accept the divorce:
angrily insisting that they speak English rather than Latin, she
defends her position with spirit before subsiding into a more
biddable despair. 3.2 Norfolk, Suffolk, Lord Surrey, and the
Lord Chamberlain muster their opposition to the now vul-
nerable Wolsey: the King has intercepted letters to Rome in
which the Cardinal, opposing the King’s wish to marry Anne
Boleyn, advised the Pope to refuse the divorce, and with
Cranmer’s support he has secretly married Anne already. They
watch as a discontented Wolsey is called to the King, who has
been reading an inventory of the Cardinal’s personal wealth
accidentally enclosed with some state papers. Sarcastically
praising Wolsey’s selfless devotion to duty, the King leaves
with his nobles, giving Wolsey two papers to read as he
goes—the inventory and the letter to the Pope. The nobles
return in triumph to announce the Cardinal’s arrest for high
treason and the confiscation of his property. Left alone,
Wolsey bids farewell to his glory, before a commiserating

ALL Is TRUE (HENRY viiI)

Thomas Cromwell confirms his utter defeat: Sir Thomas
More will replace Wolsey as Chancellor, Cranmer is Arch-
bishop of Canterbury, and Anne Boleyn will shorty be
crowned. The humbled Wolsey, weeping at Cromwell’s
loyalty, urges him to forsake him and serve the King faith-
fully.

4.1 The two gentlemen watch Anne Boleyn’s coronation
procession, after which a third describes the ceremony itself,
and reports the enmity between Cranmer and Gardiner, now
Bishop of Winchester. 4.2 The ailing Katherine hears of
Wolsey’s death from her usher Griffith, who speaks of Wol-
sey’s virtues and assures her that he died a penitent. Falling
asleep, Katherine has a vision of six white-robed figures who
hold a garland over her head: both Grifhth and her woman
Patience are sure she is near death. Caputius, ambassador
from her nephew the Holy Roman Emperor, arrives, and
Katherine gives him a letter to the King asking him to look
after their daughter and her attendants, before she is carried
away to bed.

5.1 Gardiner, in response to Lovell’s news that Anne is in
labour, says he would be glad if she, Cranmer, and Cromwell
were dead: he has moved the Council against Cranmer,
whom they will interrogate next morning. The King speaks
privately with Cranmer, whom he warns against his enemies’
malice and to whom he gives a ring as a sign of his protection.
The Old Lady announces the birth of a daughter. 5.2 Cran-
mer is kept waiting outside the council chamber: seeing this,
Doctor Butts places the King where he can secretly watch the
Council’s proceedings. The Lord Chancellor, seconded by
Gardiner, accuses Cranmer of spreading heresies, and though
defended by Cromwell the Archbishop is sentenced to the
Tower. Cranmer’s enemies are discomfited when he produces
the King’s ring, and more so when the King enters, reprim-
anding Gardiner, whom he forces to embrace Cranmer, and
further showing his support for the Archbishop by inviting
him to be his daughter’s godfather. 5.3 A porter and his man
are unable to control the mob trying to see the state chris-
tening, and are rebuked by the Lord Chamberlain. 5.4 At the
grandly ceremonial baptism of Princess Elizabeth, Cranmer is
inspired to prophesy that both her reign and that of her suc-
cessor will be golden ages. An epilogue hopes the play may at
least have pleased female spectators by its depiction of a good
woman.

ARTISTIC FEATURES: As its title suggests, A/l Is True is
unusually interested in historical verisimilitude, although the
history it narrates between its elaborate recreations of Tudor
royal pageantry (described in the longest and most detailed
stage directions in the canon) is one which counsels against
putting any faith in specious appearances. Compared to the
earlier histories it is episodic, resembling an anthology of
morality plays in its successive depictions of the falls of
Buckingham, Wolsey, and Katherine (each given memorable
rhetorical set pieces rather than sustained characterization),
and its version of history has a strong tinge of the non-realistic
late romances. The wronged Katherine’s self-defence at her
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ALL Is TRUE (HENRY viII)

trial is reminiscent of Hermione’s in The Winter’s Tale, and
her husband too will perhaps ultimately be redeemed, ac-
cording to Cranmer’s concluding prophecy, by his infant
daughter.

CrrTIcAL HISTORY: Despite the perennial presence of its
great speeches in anthologies of Shakespeare’s beauties (most
famously Wolsey’s farewell to his greatness), the play was long
dismissed by literary critics as a mere theatrical showpiece,
notable for what *Johnson called its ‘pomp’, interesting pri-
marily as a specimen of how far Shakespeare was prepared to
depart from his historical sources in the interests of flattering
King James’s views of kingship and of the dynasty which had
preceded his own accession. *Gervinus, writing from outside
the British engagement with this crucial passage of royal
history, was one of the few 19th-century commentators to
praise Shakespeare’s portrayal of Henry. Much commentary
on All Is True remains inextricably bound up with the in-
terpretation of the history it depicts, its significance to
Shakespeare’s Jacobean audience, and, to a lesser degree, how
far the authors intended that responses to the play should be
coloured by a knowledge of the events it chooses not to
dramatize (such as the imminent judicial murder of Anne
Boleyn). To E. M. W. *Tillyard and others, the play upheld
the “Tudor Myth’, showing the King’s gradual accession to
maturity (and, by extension, that of his kingdom), which is
signalled by his break from Wolsey and Rome and ultimately
rewarded by the birth of the destined Protestant national
heroine Elizabeth. More recent critics, when not sidetracked
by the issue of the play’s authorship, have found the play at
best sceptical about Tudor politics, if not nostalgically Cath-
olic in its sympathies, preferring to focus on the unusually
sympathetic depiction of Queen Katherine (the only Catholic
character granted a heavenly vision in all of English Renais-
sance drama), and the downplaying, compared to other
contemporary plays about the Tudors, of Reformation doc-
trine.

Stace HisTORY: The play enjoys the unusual distinction
in the canon of being less popular on stage now than at any
time in its history. Sir Henry *Wotton, reporting the Globe
fire, admittedly, feared that its detailed representation of state
ceremonies might be ‘sufficient in truth within a while to
make greatness very familiar, if not ridiculous’, but it was still
in the King’s Company’s repertoire in 1628 (when Charles I's
favourite George Villiers, Duke of Buckingham, commis-
sioned a private performance at the rebuilt Globe), and after
the Restoration it established itself as a regularly revived
‘stock” play from 1664 onwards. Thomas *Betterton played
the King, coached (according to a memoir of 1708) by Sir
William *Davenant, who had his view of the role from
*Lowin, said to have been instructed in it by Shakespeare
himself. During the 18th century the play was performed
often, especially whenever public interest in royal pageantry
was piqued by a real-life coronation, at ever-increasing ex-
pense: *Garrick’s production (much revived between 1742
and 1768, with Garrick as Henry) employed 140 actors for the

coronation procession in 4.1. These spectacular interludes
necessitated ever-greater cuts to the text as later generations of
actor-managers, more usually casting themselves as Wolsey,
sought to outdo their predecessors. *Kemble played the Car-
dinal in his own redaction, with his sister Sarah *Siddons as a
much admired Queen, from 1788 to 1816: he was succeeded by
Macready from 1823, and by the time Samuel Phelps first
played Wolsey at Sadler’s Wells in 1845 the play was finishing
at his final exit, though Phelps later restored Act 4. The vogue
for spectacle reached a climax with Charles *Kean’s produc-
tion, which achieved a record 100 performances at the Prin-
cess’s in 1855 and was repeated three years later (with the
young Ellen *Terry as one of Katherine’s visionary angels):
this featured numbers of grandly robed aldermen heading for
Elizabeth’s christening in state barges, in front of a moving
diorama of all London. Irving’s popular 1892 production at
the Lyceum, with himself as Wolsey, also cut most of Acts 4
and s, and Beerbohm Tree’s in 1910 (which subsequently
toured the United States) ended with Anne’s coronation.

In the 20th-century theatre the play, apparently insepar-
able from pictorial traditions of staging which now seemed
quaintly or offensively Victorian, fell into some disfavour,
though still revived at intervals for major actors to measure
themselves against the starring roles: Sybil *Thorndike played
Katherine (Old Vic, 1918, Empire theatre, 1925), Charles
*Laughton played Henry (Sadler’s Wells, 1933, directed by
Tyrone Guthrie, with Flora *Robson as Katherine), and John
*Gielgud Wolsey (Old Vic, 1958). Guthrie revived the play
twice more, the last time in 1953, when the onlookers at Anne’s
coronation held anachronistic newspapers above their heads
against rain in an allusion to the recent coronation of Eliza-
beth 1. There were two notable attempts to rebel against the
dominant, Holbein-based way of designing the play, one at
the Cambridge Festival Theatre in 1931, when Terence *Gray
caused an uproar by using a modernist aluminium set and
Lewis Carroll-influenced costumes based on playing cards
(further defying expectations by having the baby doll Eliza-
beth thrown into the audience in 5.4), and one at Stratford in
1984, when Howard Davies offered a professedly Brechtian
production full of deliberate anachronisms associating
Henry’s regime with Stalin’s. The play’s last major 20th-
century revival, though, directed by Greg Doran for the RSC
at the Swan in 1997, returned opulently to Tudor dress, with
Jane Lapotaire as a traditionally poignant Katherine. MD

ON THE sCcREEN: Two silent versions were made, a British
film featuring Sir Herbert Beerbohm Tree (1911) and an
American one from Vitagraph (1912). The only sound film is
BBC TV’s Henry the Eighth (1979). AD

RECENT MAJOR EDITIONS
R. A. Foakes (Arden, 1958); Jay L. Halio (Oxford, 1999); A. R.
Humphreys (Penguin, 1971)
SOME REPRESENTATIVE CRITICISM
Hoy, Cyrus, “The Shares of Fletcher and his Collaborators in the
Beaumont and Fletcher Canon (vi1)’, Studies in Bibliography 15
(1962)
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anagnorisis (Greek, ‘recognition’), the turning
point in a drama at which the protagonist dis-
covers the true state of affairs to which he or she
had been blind—as with Othello’s recognition
that Desdemona had not betrayed him.  CB

anapaest, a metrical unit (‘foot’) comprising

two unstressed syllables followed by one stressed

syllable, rarely found as the basis of full lines:
With a hey, and a ho, and a hey-nonny-no

(As You Like It 5.3.16)
CB

anaphora, repetition of the same word or
phrase at the start of successive clauses or lines:
This blessed plot. this carth, this rcalm, this England

(Richard 11 2.1.50)
CB

anaptyxis, insertion of an extra vowel, usually
before a medial 7 or /and after the word’s prin-
cipal accent. This occurs sometimes in words
like ang-ry, Hen-ry, monst-rous, child-ren, fidd-
ler, wrast-ler, and even Eng-land (Hamlet
4.3.46). Cf. Lady Macbeth’s ‘The raven himself
is hoarse | That croaks the fatal ent-rance of
Duncan | Under my batdements’ (1.5.38—40).
CB

Anatomy of Abuses, The. See SrtuBBEs,
PaiLip.

Anderson, Dame Judith (1898-1992), Ameri-
can actress, who arrived in the USA from Aus-
tralia in 1918. Throughout her career she
specialized in operatic, grande darne roles, and
came to be regarded as the last of the grand-style
tragedy queens. Her Shakespearian roles in-
cluded Gertrude (in John *Gielgud’s Hamlet in
New York, 1936), Hamlet (in which she toured,
remarkably, at the age of 71), and—famously
and self-definingly—Lady Macbeth, first op-
posite *Olivier in London in 1937, and later
opposite Maurice Evans in New York (1941, and
again on film in 1960). Her last role was in an
American daytime soap opera called Santa
Barbara (1984). MD

Anderson, Mary (1858-1940), American ac-
tress, who made her debut in 1875 at Louisville,
aged 16, as Juliet, a role to which her natural
gifts of stature, face, and voice were well suited,
as they were to Rosalind, Hermione, and
Perdita. Within this limited range Mary An-
derson adorned the stage on both sides of the
Adantic. Her Romeo and Juliet at the Lyceum
(1884), with William Terriss as Romeo and de-
signs by Lewis Wingfield, enhanced her repu-

tation at home as much as in London and she
was feted during her 1885—6 US tour, but later
resentment at her European pretensions con-
tributed to her breakdown (1889) and subse-
quent retirement to Broadway, England, where

RF

she wrote several volumes of memoirs.

‘And let me the cannikin clink’, sung by Tago
in Othello 2.3.63; the original tune is unknown.

/B

Andrewes, Robert, a scrivener who drew up
and witnessed the documents for Shakespeare’s
purchase of the *Blackfriars Gatehouse in 1613.
Another possible though faint Shakespearian
connection is his preparing the will of Marie
James, mother of the brewer Elias James, whose

epitaph Shakespeare may have written. SwW

‘And Robin Hood, Scarlet and John’, snatch of
a *broadside ballad sung by Silence in 2 Henry
1v 5.3.104; also alluded to by Falstaff in The
Merry Wives of Windsor1.1.158. The original tune

is unknown. JB

Andromache, Hector's wife in Troilus and
Cressida, tries to dissuade him from going into
battle, s.3. AB

Andronicus, Marcus, a Roman tribune in 77zus
Andronicus who helps his brother Titus take
AB

fCVengC.
Andronicus, Titus. See TiTUs ANDRONICUS.

‘And sword and shield | In bloody field’
fragment sung by Pistol in Henry v 3.2.9; the
original tune is unknown. JB

‘And will a not come again’, sung by Ophelia
in Hamlet 4.5.188. A tune with 17th-century
origins (a variant of ‘The merry, merry milk-
maids’) was apparently sung to the words at
Drury Lane in the late 18th century. JB

Angelica. See NURSES.

Angelo. (1) A goldsmith in The Comedy of
Errors, he has Antipholus of Ephesus arrested,
4.1. (2) Given absolute power by the resigning
Duke Vincentio, he threatens Isabella’s brother
with execution if she refuses to have sex with

him in Measure for Measure. AB
Angers, Citizen of. Sce CiTizEN OF ANGERS.

Angus, a thane, announces Cawdor’s lost
thaneship in Macbeth 1.2.107-14 and marches
against Macbeth in Act 5. AB

Woolf, D. R., The Idea of History in Early Stuart England

!

The American actress Mary Anderson (1859-1940), the
first to double the roles of Hermione and Perdita in The
Winter's Tale

=

animal shows. Baiting of bulls and bears using
dogs was already a popular entertainment on
Bankside when the first playhouses were con-
structed. Like open-air playhouses, baiting rings
were wooden structures, approximately round,
and scholars have conjectured that a travelling
players’ booth placed within a baiting ring gave
the design for the playhouses. However, baiting
rings do not elevate the lowest auditorium gal-
lery—which is essential in a playhouse else the
yardlings obscure the view—Dbecause the baiting
ring yard is necessarily free of spectators. Also,
the barriers needed to contain animals make for
poor sightlines. Philip Henslowe, joint Master
and Keeper of the King’s Bears with Edward
Alleyn from 1604, built the first combined
playhouse and baiting ring, the Hope, in 1614.
GE
Brownstein, Oscar, “Why Didn’t Burbage Lease
the Beargarden? A Conjecture in Comparative
Architecture’, in Herbert Berry (ed.), The First
Public Playhouse: The Theatre tn Shoreditch
1576-1598 (1979)

Animated Tales, The. Sce SHAKESPEARE: THE
ANIMATED TALES.

Anjou, Margaret of. See MARGARET.
(cont. on puge 13)
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All’s Well That Ends Well
<

mbivalent and autumnal in mood, A/l’s Well That Ends Well clearly belongs to the period of the
*problem comedies (of which it is perhaps the most accomplished and the most elusive),

although its precise date, in the absence of any external evidence or clear topical references, is

harder to fix. In vocabulary it is closely linked to Measure for Measure, Troilus and Cressida, and Othello,
and it is most likely to have been written just after them, probably around 1604—s.

TexT: The play’s only substantive text is that printed in the
First Folio, apparently (to judge from its inconsistent speech
prefixes, idiosyncratic punctuation, and *mute characters)
from Shakespeare’s own *foul papers. This was probably the
first play the Folio’s compositors set from such copy, which
may help to explain its high percentage of misprints, errors,
and cruces. Some details—such as the play’s division into five
acts, its specification of *cornets in stage directions, and its use
of the initials ‘G’ and ‘E’ in speech prefixes for the respective
Dumaine brothers (possibly indications that these roles once
belonged to King’s Company actors Gough and Ecclestone)
—suggest that this authorial manuscript may have been used
as a *promptbook for a conjectural revival around 1610-11.

Source: The main plot of the play is from *Boccaccio, the
novella of Beltramo de Rossiglione and Giglietta de Narbone
recounted on the third day of the Decameron, which Shake-
speare probably read in English in William *Painter’s Palace
of Pleasure (1566—7). Shakespeare’s additions are, principally,
the comic roles of Paroles and Lavatch.

Synopsis: 1.1 The widowed Countess of Roussillon takes
leave of her son Bertram, who has been summoned to court by
the terminally ill King of France, of whom he is a ward: with
him goes the Countess’s old friend Lord Lafeu. The Count-
ess’s own ward, Helen, weeping orphaned daughter of the
physician Gérard de Narbonne, confesses in soliloquy that
her tears are inspired not by her father’s death but by Ber-
tram’s departure, lamenting that the difference between their
ranks renders her secret desire for him hopeless. She is inter-
rupted by the self-styled captain Paroles, Bertram’s com-
panion, who engages in a bantering dialogue about virginity
before following the Count: alone again, Helen hints that she
may use the King’s illness as a means towards furthering her
pursuit of Bertram. 1.2 The King, declining to aid Florence in

its campaign against Siena, nevertheless agrees that French
noblemen may volunteer on either side. Presented with Ber-
tram by Lafeu, he waxes nostalgic about the Count’s late
father, laments his own sickness, and asks wistfully after the
dead Gérard de Narbonne. 1.3 The Countess is asked for
permission to marry by her misogynistic servant Lavatch,
whom she sends to fetch Helen, reported to have been over-
heard sighing for Bertram. Alone with Helen, the Countess
exacts a confession of love from her, and gives her approval
for Helen’s plan to visit Paris in the hopes of curing the King
by means of one of her late father’s prescriptions.

2.1 The King bids farewell to the two Lords Dumaine, off
to the Italian wars, as does Bertram, who longs to follow them
despite the King’s commands to the contrary. Lafeu intro-
duces Helen to the King, and she succeeds in persuading him
to try her father’s remedy: he agrees that if it succeeds he will
grant her any husband in his power. 2.2 The Countess sends
Lavatch to court with a letter for Helen. 2.3 The fully restored
King calls together all his lords for Helen to make her choice
of bridegroom: she picks Bertram, who indignantly resists the
idea of marrying a poor physician’s daughter. The King
compels him, however, to go through an immediate wedding
ceremony: meanwhile Lafeu scoffs at Paroles’s pretensions to
courage and social status. Returning from his enforced wed-
ding, Bertram tells Paroles he means to send Helen back to
Roussillon without consummating the marriage and run away
to the wars. 2.4 Paroles tells a grieved but compliant Helen
that Bertram must depart at once on unspecified business and
wishes her to return home. 2.5 Lafeu warns Bertram, in vain,
against placing any faith in Paroles. Bertram takes a cold
farewell from Helen, before he and Paroles leave for Italy.

3.1 The Lords Dumaine are welcomed to the battlefront by
the Duke of Florence. 3.2 The Countess, delighted by the
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news of Bertram’s marriage to Helen, is shocked to learn that
he has run off, never intending to consummate it. Helen ar-
rives with the Lords Dumaine, who confirm that Bertram has
joined the Duke of Florence’s army: in a letter he vows that he
will never be Helen’s husband until she can show him the ring
from his finger (which he never means to take off) and a child
of hers to which he is father (which he never means to beget).
Alone, Helen resolves to steal away, so that Bertram may be
willing to return home from the perils of combat. 3.3 The
Duke of Florence makes Bertram general of his cavalry. 3.4
The Countess receives a letter from Helen explaining that she
has gone away on a pilgrimage so that Bertram may come
home: she dispatches this news towards Bertram, hoping that
both he and Helen may return to Roussillon. 3.5 A Florentine
widow, her daughter Diana, and their neighbour Mariana are
looking out for the army: Mariana warns Diana against Par-
oles, who has been soliciting on Bertram’s behalf, before an
incognito Helen arrives as a pilgrim, and, accepting a lodging
at the Widow’s guesthouse, learns of Bertram’s pursuit of
Diana. They watch the troops pass—and see Paroles’s
affected vexation about the capture of a drum—and agree, at
Helen’s insistence, to speak further. 3.6 The Lords Dumaine
persuade Bertram to expose Paroles’s cowardice by encour-
aging his boasted solo attempt to recapture the drum, offering
to capture Paroles disguised as enemy soldiers and allow
Bertram to overhear his interrogation. 3.7 Helen, her identity
revealed, persuades the Widow to allow Diana to pretend to
accept Bertram’s advances so that she can be replaced at a
clandestine rendezvous by Helen.

4.1 The Lords Dumaine and others lie in wait for a fright-
ened Paroles: simulating an absurd foreign language, they
ambush him and lead him off to be questioned. 4.2 Bertram
ardently woos Diana, who, following Helen’s instructions,
persuades him to give her his ring before inviting him to her
darkened chamber, for an hour only, at midnight. 4.3 The
Lords Dumaine reflect on Bertram’s vices and virtues, on his
reported seduction of Diana, and on the reported death of
Helen: an exhilarated and unrepentant Bertram arrives to
witness Paroles’s interrogation before setting off for France,
the wars being over. The blindfolded Paroles, questioned
through a supposed interpreter, invents scandalous gossip
about the Lords Dumaine as well as revealing military secrets,
and denounces Bertram as an immature seducer. Finally un-
muffled and confronted by his comrades, who leave in con-
tempt, Paroles resolves henceforth to make a shameless living
as a laughing stock. 4.4 Helen, the Widow, and Diana set off
for Marseille to see the King on their way to Roussillon. 4.5
Awaiting Bertram’s arrival, Lafeu and the Countess plan that
the forgiven Bertram should marry Lafeu’s daughter, a scheme
the King has already approved.

5.1 Hearing that the King has left Marseille for Roussillon,
Helen and her two companions proceed thither. 5.2 Paroles
begs to be received by Lafeu, who has already heard of his
exposure and agrees to employ him as a fool. 5.3 The
Countess, Lafeu, and the King, though lamenting the sup-
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posedly dead Helen, receive a pardoned Bertram, who claims
that he disdained Helen only because already in love with
Lafeu’s daughter, for whom, with the King’s approval, he
produces an engagement ring. The ring, however, is one given
him in the dark by Helen in Florence, and is recognized by
the King as one he himself gave her. Bertram’s denials that he
took it from Helen are in vain, and he is arrested under sus-
picion of having killed her. A letter arrives from Diana, re-
vealing that Bertram promised to marry her on Helen’s death:
she and the Widow are admitted and confront Bertram,
confounding his insistence that Diana was a common pros-
titute by producing the ancestral ring he gave her. Diana’s
claim that it was she who gave Bertram Helen’s ring, though,
brings her evidence into question, and Paroles’s comically
equivocal testimony clarifies nothing. Finally, a riddling
Diana sends the Widow to fetch the pregnant Helen, whom
Bertram, the conditions of his earlier letter now conclusively
fulfilled, has to accept as his wife. The King, after promising
to reward Diana with any husband she chooses, speaks an
epilogue.

ArTisTic FEATURES: The play highlights the folk-tale
origins of its story by casting dialogue in rhyme at crucial
points of the narrative: these include Helen’s last soliloquy in
1.1, her interview with the King in 2.1, her choice of husband
in 2.3, and the epistolary sonnet in 3.4 by which she an-
nounces her departure as a pilgrim, as well as Diana’s riddles
and Bertram’s final capitulation in 5.3. Since this folk tale,
however, is depicted as taking place in a realistic world (in
which even the clown Lavatch is a bitter and unhappy cynic),
the play is most remarkable for its irony, holding us at a re-
flective distance from its driven and unconfiding heroine and
its caddish hero alike. Shakespeare multiplies the story’s
ironies and parallelisms by his pointed juxtaposition of the
gulling of Paroles (who believes himself to be committing
treason when he is merely destroying his credit with his
comrades) with the bed-trick used against Bertram (who be-
lieves himself to be committing adultery when he is really
condemning himself to his arranged marriage).

CriTicAL HISTORY: Before the mid-20th century, A/
Well That Ends Well characteristically received only qualified
or grudging praise from literary critics, when it enjoyed their
attention at all. Throughout its critical history the play’s in-
versions of the normal patterns of romantic comedy—its
sympathy with an older generation who are usually right to
circumscribe the freedom of the younger, the relentless pur-
suit by the play’s heroine of a love she knows to be unrequited,
and the general atmosphere of disenchantment, loss, and
mourning within which her plot unfolds—have made readers
happier with Shakespeare’s more festive comedies uncom-
fortable, while the play’s closeness to a single narrative source
has allowed some to dismiss it as a hasty piece of professional
scriptwriting, some of whose faults (such as the indelicacy or
improbability of the bed-trick) can be blamed on Boccaccio.
Charlotte *Lennox was among the first to make the com-
parison between play and source, in 1753, generally to the




ALL'S WELL THAT ENDS WELL

play’s disadvantage, and her dislike of Bertram in particular
was memorably seconded by Samuel *Johnson (1765): ‘a man
noble without generosity, and young without truth; who
marries Helen as a coward, and leaves her as a profligate: when
she is dead by his unkindness, sneaks home to a second mar-
riage, is accused by a woman whom he has wronged, defends
himself by falsehood, and is dimissed to happiness.” *Cole-
ridge, more sympathetic to Bertram’s plight, defended him
by attacking Helen instead (‘it must be confessed that her
character is not very delicate, and it required all Shakespeare’s
consummate skill to interest us for her’, Tuble Talk, 1835,
although elsewhere he describes her as ‘Shakespeare’s loveliest
character’), and for most of the next century discussions of the
play continued to centre on whether its hero (hapless victim or
bounder) or its heroine (virtuous exemplar of self-help or
rapist upstart) was less objectionable. George Bernard *Shaw,
for example, who praised the play as a prefiguration of Ibsen,
sided with Helen, Frank *Harris with Bertram. Only since the
1930s have what once seemed the play’s moral failures or
equivocations been revalued as successful dramatizations of
an ethically complex world, its interest in expiation, pilgrim-
age, and forgiveness (particularly its plays on the word ‘grace’)
often linked with the (similarly revalued) late romances. En-
thusiastic supporters have included George Wilson *Knight
and E. M. W. *Tillyard, although it is notable that the first
monograph devoted solely to this play (by J. G. Price) only
appeared in 1968, and is called The Unfortunate Comedy.

STAGE HISTORY: Price’s book is largely concerned with the
fortunes of the play on the English stage down to the 1960s,
which had amply earned it this title. No performances are
recorded before a revival at Goodman’s Fields in 1741: over
the next 60 years it had only s1 London performances and for
the whole of the 19th century only seventeen. Early comment
on the play is largely confined to the much loved role of
Paroles, played successively by Theophilus *Cibber, Charles
*Macklin, and, especially, Henry *Woodward: the nature of
the play’s 18th-century appeal is suggested by Frederick Pilon’s
unpublished adaptation of 1785, which concentrated almost
entirely on Paroles’s gulling, cutting most of the first three
acts. In 1794 John Philip *Kemble became the first major actor
to bother with the role of Bertram, in an adaptation of his own
which offered an idealized Helen, played by Mrs *Jordan, as
its sentimental focus: this achieved only one performance,
and when revived by Samuel *Phelps in 1852 (in a cut form
which politely eliminated the bed-trick) it proved equally
unpopular. Meanwhile a musical version by Frederick *Rey-
nolds (1832) had equally failed to reconcile playgoers to what
now seemed an unacceptably indecent plot-line, and the play
was not performed professionally again until Frank *Benson
cast himself as Paroles in a Stratford revival in 1916.

The play’s unfamiliarity and unpopularity freed 20th-
century directors to take unusual liberties with its text, and

even purists sought to justify their revivals by highlighting
topical parallels. William *Poel’s production in 1920, taking a
hint from Shaw, presented Helen as a proto-suffragette, while
Barry *Jackson’s Birmingham Repertory Theatre production
seven years later was in modern dress, with Laurence *Olivier
as a would-be sophisticated jazz-age Paroles. Robert *Atkins
produced the play three times (1921, 1932, 1940), to little avail,
and it was only when Tyrone *Guthrie turned his attentions
to it during the opening season of the Stratford, Ontario,
festival in 1953 that A/’s Well That Ends Well began to receive
good notices again. Guthrie’s production (of a heavily cut
and altered text which omitted Lavatch altogether), repeat-
ed in Stratford in 1959 (with Edith *Evans as the Count-
ess), was given an Edwardian setting, except for the comically
elaborated war scenes, which were set as if among Gen-
eral Montgomery’s Desert Rats. Michael *Benthall’s 1953
production for the Old Vic was if anything even more
drastically cut and pasted, adding music and comic busi-
ness in the interests of light-heartedness, so that Paroles,
played by Michael *Hordern, once more became the centre of
the play.

A return to Shakespeare’s text was marked in John
Houseman’s production at Stratford, Connecticut, in 1959,
and emulated in John *Barton’s successtul 1967 production
for the Royal Shakespeare Company (with Ian *Richardson as
a redeemable Bertram). The play was at last fully vindicated
by two widely praised revivals a decade later, David Jones’s at
Stratford, Ontario, in 1977 (with Margaret Tyzack as the
Countess), and, especially, Trevor *Nunn’s for the RSC in
1981 (with Peggy *Ashcroft as the Countess, Harriet Walter as
Helen, and Robert Eddison as Lafeu), a production which
followed Guthrie in setting the play in Edwardian dress but
which played it more consistently as a moving Chekovian
tragicomedy. MD

ON THE SCREEN: Four television films have been based on
the play between 1968 and 1985, three adapted from stage
productions. Only Elija Moshinsky’s BBC TV version (1980)
was initially designed for television. AD

RECENT MAJOR EDITIONS
Russell Fraser (New Cambridge, 1985); G. K. Hunter (Arden,
1959); Susan Snyder (Oxford, 1993)
SOME REPRESENTATIVE CRITICISM
Arthos, J., “The Comedy of Generation’, Essays in Criticism, 5
(1955)
Cole, H. G., The ‘All’s Well’ Story from Boccaccio to Shakespeare
(1981)
Price, J. G., The Unfortunate Comedy (1968)
Smallwood, R. L., “The Design of Alls Well That Ends Well,
Shakespeare Survey, 25 (1972)
Styan, J. L., Shakespeare in Performance: All's Well That Ends Well
(1984)
Tillyard, E. M. W., Shakespeare’s Problem Plays (1949)
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Anjou, René, Duke of. See REnE, DUKE OF
Anjou, KiNG OF NAPLES.

Anne, Lady. She curses Richard and any future
wife of his but is wooed and won by him,
Richard ur 1.2 (based on Anne Neville (1456—
85), daughter of Warwick ‘the Kingmaker’).
AB

Anne of Denmark, Queen of England and
Scotland (1574-1619), consort of James 1 and v1.
Independent and literate, she studied Italian
with John *Florio, who dedicated both his
Montaigne translation and his dictionary to her.
For the first decade of the reign, she was the
principal patron of the court masque, and
*Jonson essentially reinvented the form to her
taste. It is probably in deference to her thar the
references to drunkenness as a Danish national
trait in Hamlet 1.4 are omitted from Q2 (1604).

SO

Anne Hathaway's Cottage (Hewland) is a
timber-framed and thatched building in
Shottery, a hamlet within the parish of
Stratford-upon-Avon but just over a mile (15
km) from the town centre. It is known to have
been held by the Hathaway family from at least
1543, as part of copyhold property granted then
to John Hathaway. Hewland was the name at-
tached to land belonging to one of two mes-
suages included in this grant, and has come to be
taken as the original name for Anne Hathaway’s
Cottage itself. John’s holdings subsequently
passed to Richard Hathaway, probably his son,
whose daughter Anne married William Shake-
speare in November 1582. Richard died in Sep-
tember 1581, when his property passed to his
widow Joan, probably his second wife. She lived
until 1599.

The term ‘cottage’ hardly does justice to the
Hathaway family home, which, by the stand-
ards of the day, was a substantial residence of a
well-to-do yeoman farmer. It appears to have
been built in two stages. The lower part, ad-
joining the road, has been conclusively dated to
the 1460s and consisted of a cross-passage, where
the visitor enters today, with a hall to the left and
kitchen to the right. The hall, when originally
built, would probably have been open to the
roof. On the first floor, above the cross-passage,
is a space of matching size where the early con-
struction of this part of the house is clearly vis-
ible. The evidence for this is a cruck, a pair of
large and martching curved timbers reaching
from the ground to the apex of the roof, a
characteristic of medieval timber-framed build-
ings. On either side are bedchambers, the one to
the west created when a floor was inserted into
the open hall. The chimney stack, which runs up
through this part of the house, probably dates
from the time of this alteration: outside, it bears
a plaque, with the date 1697 and the inidals I.H.
(for John Hathaway): this would seem rather
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late for the alterations to the hall and may simply
record repairs or rebuilding of the exterior
stonework.

In 1610, Richard’s son and heir Bartholomew
Hathaway acquired the freehold of the family’s
property and it may have been he who added a
taller section to the house at the orchard end.
This is now divided into three small rooms on
the ground floor, with two bedchambers above.
Ownership descended in the male line of the
Hathaway family until the death, in 1746, of
John Hathaway. It then passed, through his
sister Susanna, to his nephew John Hathaway
Taylor, whose son William Taylor lived there
until his death in 1846. Financial problems had
led to the division of the house into two cottages
by 1836 and to its sale two years later, but Taylor
had remained in occupation as tenant of one
half. His daughter Mary, the wife of George
Baker, was still living there in 1892 (in one of
three cottages into which the house had been
further divided ), when the Shakespeare Birth-
place Trust purchased the property. Mary
Baker, who died in 1899, was appointed first
custodian. Subsequent changes have primarily
affected the building’s setting, notably the re-
design of the garden in the 1920s under the
supervision of Ellen Ann Wilmot.

The earliest published attribution of the
house as the home of Anne Hathaway, together
with the first known drawing, is to be found in
Samuel Ireland’s Picturesque Views on the War-
wickshire Avon of 1795, although it is clear from
his account that the tradition was well estab-
lished, perhaps reaching back to the time of the
Shakespeare Jubilee of 1769. Nicholas Rowe
had been the first to record a local tradition that
Anne’s maiden name was Hathaway, but it was
not until the middle of the century that her
name had first been linked to the Shottery
family of that name. It is worth noting, in this
instance, that the discovery, over 50 years later,
of the documents recording Shakespeare’s mar-
riage confirmed rather than disproved this
tradition. RB

Halliwell-Phillipps, J. O., Outlines of the Life of
Shakespeare (6th edn. 1886)

Schoenbaum, Samuel, Shakespeare’s Lives (1991)

Styles, Philip, ‘Stratford-upon-Avon’, in Vic-
toria History of the County of Warwick, vol. iii
(1945)

Anne Page. Sce PAGE, ANNE.

‘An old hare hoar’, sung by Mercutio in Romeo
and Juliet 2.3.125; the original tune is unknown.

JB

anonymous publications. The carliest *quarto
texts of Shakespeare’s plays— Titus Andronicus
(1594), The First Part of the Contention (2 Henry
vi) (1594), Richard Duke of York (3 Henry vi)
(1595), Romeo and Juliet (1597), Richard 11 (1597),
Richard 11 (1597)—were printed without nam-
ing the dramatist on the *title page. Shake-

ANTI-THEATRICAL POLEMIC

speare’s name first appeared on the 1598 quarto
of Love’s Labour’s Lost, although in the same
year 1 Henry 1v was published anonymously, as
was Henry v in 1600. Later quartos promin-
endy advertised their texts as “Written by Wil-
liam Shakespeare’. The dramatist received top
billing in the largest type-font on the title page
of King Lear (1608), and the publisher of Othello
(1622) wrote that ‘the author’s name is sufficient
to vent his work’. ER
Antenor, based on the character from *Homer's
Illiad, is exchanged for Cressida in Troilus and
Cressida, Act 4. AB

Anthony, Mark. Sec ANTONY AND CLEOPATRA;
Jurius CAESAR.

anticlimax, a deflating descent into banality,
usually knowingly—as distinct from inadvert-
ent bathos:
And then he drew a dial from his poke,
And looking on it with lack-lustre eye
Says very wisely, ‘It is ten o’clock.’
(As You Like It 2.7.20-2)
CB

Antigonus, husband of Paulina in The Winter’s
Tale, is killed by a bear as he attempts to aban-
don baby Perdita. AB

Antiochus is King of Antioch. His incest with
his daughter is discovered by Pericles, Pericles
LI AB

Antiochus’ Daughter. See ANTIOCHUS.

Antipholus of Ephesus, long estranged from
his family, is eventually reunited with his par-
ents and twin of the same name (who has come

to Ephesus from Syracuse to seek him) in The
Comedy of Errors. AB

Antipholus of Syracuse. Sec ANTIPHOLUS OF
EpHEsUS.

anti-theatrical polemic. The first important
attack on the theatre was Stephen Gosson’s ra-
ther mild 7he School of Abuse (1579), followed by
the stronger Plays Confuted in Five Actions
(1582). The former was dedicated, withour au-
thority, to Philip Sidney, whose Defence of Poetry
partly answers it. In January 1583 the bear-
baiting stadium at Paris Garden collapsed kil-
ling many in the lowest gallery and Puritan
preachers hailed this as God’s judgement. Later
the same year Philip Stubbes, in his Anatomy of
Abuses (1583), complained that ‘the running to
Theaters and Curtains, daily and hourly, time
and tide, to see plays and interludes’ was bound
to ‘insinuate foolery, and renew the remem-
brance of heathen idolatory’ and to ‘induce
whoredom and uncleanness’. Two aspects of
playing were subject to criticism in these attacks.
The subject matter was likely to incite irreligious
sensual pleasure via spectacles of ‘wrath, cruelty,
incest, injury [and] murder’ in the tragedies and
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The substantial farmhouse owned by the Hathaways of Shottery, onginally known as ‘Hewland’ but now almast universally famous as Anne Hathaway's Cottage.

‘love, cozenage, flattery, bawdry [and] sly con-
veyance of whoredom’ in the comedies, as
Gosson put it. Furthermore, acting itself was
suspect because commoners feigned the actions
of monarchs and men the actions of women,
which might suggest that God-given social and
sexual distinctions were matters merely of con-
duct rather than being.

In a sermon at Paul’s Cross delivered on 3
November 1577, Thomas White broke off his
attack on Sunday pleasures in general to focus
on playing: ‘behold the sumptuous Theatre
houses, a continual monument of London’s
prodigality and folly.” White welcomed the
cessation of playing due to the plague and saw a
spiritual as well as a practical causal connection:
‘the cause of plagues is sin, if you look to it well,
and the cause of sin are plays; therefore the cause
of plagues are plays.” Puritanism had initially
been a movement to expunge remaining elem-
ents of Catholicism from the Church of Eng-
land, but the reform movement fragmented and
there was no simple Puritan objection to the
stage. John *Milton was a Puritan playgoer and
many reformist anstocrats patronized playing
comparues. Dramatists often represented Pur-
itans as anti-sensual hypocrites (Zeal-of-the-
Land Busy in Jonson’s Bartholomew Fairis a fine
example) but historians no longer see the court

as essentially pro-theatre and the city authorities
(dominated by Puritans) as essentally anti-
theatre. Rather, the theatre industry was one of
the sites upon which was played out the larger
political conflict between court and city. The
longest anti-theatrical polemic was William
Prynne’s Histrio-mastix: The Players’ Scourge of
1633 which specifically laments the folio format,
once reserved for Bibles and other high-quality
work, being used for play anthologies such as
‘Ben Johnsons, Shackspeers and others’. Prynne
was imprisoned and his ears were removed be-
cause his condemnation of women acting was
taken to be a direct reference to Queen *Henri-
etta Maria’s participation in a masque, but his
book was influential in the suppression of play-
ing in 1642. GE

antithesis, an cffect of contrast produced by
framing opposed terms in parallel syntactical
constructions: ‘Before, a joy proposed; behind,
a dream’ (Sonnet 129). CB

Antium, Citizen of. See Crt1zeNn OF ANTIUM.

Antoine, Théatre, founded by the naturalist
director André Antoine (1858-1948) in 1897 on a
Parisian ‘Boulevard’ and still operating inde-
pendently. Its innovative electrical fittings al-
lowed for safe, complete darkness on stage and

in the auditorium. Antoine staged his first
memorable Shakespearian drama, King Lear
(1904), in Loti and Vedel’s integral translation.

ISG

Antonio. (1) He is the father of Proteus in 75e
Two Gentlemen of Verona. (2) Having failed to
repay a debt to Shylock, he narrowly escapes
having to give him a pound of his flesh in 7%e
Merchant of Venice. (3) He is Leonato’s brother
in Much Ado About Nothing. (4) He lends
Sebastian his purse and is dismayed when
‘Cesario’—whom he believes to be Sebastian—
disavows him when he is arrested in Twelfih
Night. (5) Having usurped his brother Pros-
pero’s dukedom of *Milan many years before
the action of the play, he is shipwrecked on
Prospero’s island in 7he Tempest. AB

Antony, Mark (Marcus Antonius). See AN-
TONY AND CLEOPATRA; JULIUS CAESAR.

Antony and Cleopatra (see page 15)

Apemantus, ‘a churlish philosopher’ in Timon
of Athens, anticipates Timon’s misanthropy
with his own, but is reviled by Timon in the
woods, 4.3. AB

apocrypha, a term, borrowed from biblical
studies, used to denote works which have at one
(cont. on page 19)
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Antony and Cleopatra
@

xtravagantly fluid in language and structure alike, Antony and Cleopatra marks a major stylistic

departure from its immediate predecessors King Lear and Macbeth, although external evidence

suggests that it cannot have been written much later. Echoes of its phraseology have been de-

tected in Samuel *Daniel’s revision of his play on the same subject, Cleopatra, published in 1607, and in

Barnabe Barnes’s play The Devil’s Charter, acted by the King’s Men in February 1607, so in all probability

Antony and Cleopatra enjoyed its first performances late in 1606. It was entered in the *Stationers’ Register

on 20 May 1608.

TexT: Despite this entry, the play was not printed until the
publication of the First Folio in 1623, which provides the only
authoritative text. It seems to have been printed from a good
transcript of Shakespeare’s own *foul papers, though not a
*promptbook: although the spelling suggests the work of a
scribe, some of the text’s minor errors (such as mistaken
speech prefixes) are characteristically authorial, and others
(such as entry directions for characters who play no part in the
subsequent action) would have been eliminated if the manu-
script had been used in the theatre.

Source: Although possibly influenced in minor respects
by the earlier version of Daniel’s Clegpatra (1594), and draw-
ing some historical details from Appian’s Civil Wars, the play
is primarily a dramatization of the latter part of *Plutarch’s
life of Marcus Antonius, as it appeared in Sir Thomas North’s
translation of Lives of the Noble Grecians and Romans (1579).
(This was also a source for Julius Caesar, to which Antony and
Cleopatra can be regarded as a sequel.) Shakespeare, though,
greatly compresses Plutarch’s narrative: the events dramatized
here took place over an entire decade, and began only two
years after the battle of Philippi with which Julius Caesar
concludes (though this play makes that remembered victory
seem a comparatively remote event in Antony’s youth). Most
crucially, Shakespeare has Antony’s involvement with Cleo-
patra pre-date the death of his wife Fulvia, although histor-
ically it began after Antony had already married her successor
Octavia. (This makes the relationship between the lovers at
once more adulterous and, after a fashion, more faithful.)
Shakespeare seems to have had a similar eye for telling details
of human behaviour to Plutarch’s, from whom he takes many
minor incidents almost verbatim. He develops, though, the
roles of Cleopatra’s women Charmian and Iras and, espe-
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cially, the almost choric figure of Antony’s lieutenant Eno-
barbus, who is at times allowed to speak words taken directly
from Plutarch’s third-person narration—most famously, the
set-piece description of Cleopatra on her barge in 2.2, a
stunningly effective but very faithful versification of North’s
prose.

Synopsis: 1.1 In Alexandria Antony, teased by Cleopatra,
declines to hear a messenger sent from his fellow triumvir
Octavius Caesar. 1.2 While Antony’s second-in-command
Enobarbus makes arrangements for yet another feast, Cleo-
patra’s attendants Charmian, Iras, and Alexas talk with a
soothsayer, who prophesies that Charmian will outlive Cleo-
patra but that the most fortunate part of their lives is already
over. From the messenger, Antony learns of his wife Fulvia’s
reverses in the civil war she and his brother have been waging
against Caesar, and of Parthian advances in the Middle East;
from another he learns of Fulvia’s subsequent death. Aware
that he has been neglecting his political and military interests,
Antony passes on this news to Enobarbus, announcing that
they must leave for Rome. 1.3 Antony breaks the news of
Fulvia’s death and his immediate departure to a contrary but
ultimately compliant Cleopatra. 1.4 In Rome Caesar tells
Lepidus, the third triumvir, of Antony’s idleness in Egypt, the
more regrettable since they are now threatened by seaborne
rebels Pompey (son of Julius Caesar’s old adversary Pompey
the Great), Menecrates, and Menas. 1.5 In Alexandria Cleo-
patra, daydreaming of the absent Antony, receives a letcer
from him; Charmian taunts her with her former passion for
Julius Caesar.

2.1 Menas tells Pompey and Menecrates that Caesar and
Lepidus have assembled an army; Varrius brings the unwel-
come news that Antony is on his way to Rome to join them.
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2.2 In Rome, at a formal meeting between the triumvirs,
Antony denies responsibility for Fulvia’s conduct, and de-
fends himself against charges of denying Caesar military aid:
Enobarbus impertinently suggests that the triumvirs should
simply postpone this feud until they have defeated Pompey
together. Agrippa, one of Caesar’s subordinates, proposes that
the alliance becween Antony and Caesar should be reaffirmed
by a marriage between Antony and Caesar’s sister Octavia, to
which Antony and Caesar agree. Left among Caesar’s staff,
Enobarbus boasts of Antony’s Alexandrian hedonism, de-
scribes Cleopatra’s appearance when she sailed down the River
Cydnus on a barge to meet Antony for the first time, and
declares that marriage to Octavia will not be sufficient to keep
Antony away from the Egyptian Queen. 2.3 Antony bids a
formal goodnight to Caesar and Octavia, promising that he
will behave honourably, but after the Soothsayer urges him to
stay away from Caesar—in whose presence, he observes,
Antony’s luck fails—he resolves to return to the pleasures of
Egypt. He sends Ventidius to Parthia. 2.4 Lepidus parts from
two of Caesar’s subordinates, all of them on their way to
confront Pompey. 2.5 Cleopatra’s nostalgic reveries about her
past games with Antony are interrupted by a messenger who
brings the news of his marriage; enraged, she strikes him re-
peatedly, but finally subsides into lovelorn grief. 2.6 Parleying
before their armies, Pompey accepts the triumvirs’ terms for
peace, and the leaders repair to a feast on Pompey’s barge.
Menas and Enobarbus reflect on Pompey’s unwise submis-
sion, and Enobarbus, reporting Antony’s marriage, again
predicts that Antony will return to Cleopatra. 2.7 At the feast,
Menas urges Pompey to cut the barge’s cable and assassinate
the triumvirs; wishing that Menas had done this first on his
own initiative, Pompey nonetheless refuses his suggestion.
Lepidus is carried off drunk before the party disperses.

3.1 Victorious Roman forces, led by Ventidius, parade the
corpse of the Parthian Prince Pacorus: Ventidius, however,
declines to pursue his advantage against the Parthians, aware
that too much success on his part would make his superior
Antony dangerously envious. 3.2 Agrippa and Enobarbus
ridicule the absent Lepidus, before Antony and Octavia,
leaving for Athens, bid Caesar farewell. 3.3 Cleopatra inter-
rogates the still-frightened messenger, who humours her by
dispraising Octavia. 3.4 Antony, angry with Caesar for
launching new hostilities against Pompey, allows Octavia to
leave for Rome as a mediator, though continuing to gather his
forces against her brother. 3.5 Enobarbus and his comrade
Eros have heard that Caesar has defeated and killed Pompey
and deposed Lepidus, taking over his third of the empire. 3.6
In Rome Caesar reports that Antony, now back in Alexandria
with Cleopatra, has held a public ceremony granting the
kingdoms of the eastern empire to her and to their children:
when Octavia arrives he tells her bluntly of Antony’s return to
Cleopatra and of their preparations for war. 3.7 Near Actium,
Enobarbus urges Cleopatra in vain to absent herself from
Antony’s military campaign, since her presence affects his
judgement: despite repeated advice to the contrary from their

soldiers, Antony and Cleopatra resolve to fight Caesar by sea.
3.8 Caesar orders his army to avoid battle until after the naval
engagement. 3.9 Antony disposes his land forces. 3.10 The
armies cross the stage and the noise of a sea-fight is heard. A
horrified Enobarbus has seen the Egyptian flagship flee, tak-
ing the rest of Cleopatra’s navy with it: Scarus, another sol-
dier, reports that this happened just as Antony might have
achieved victory, but that when Cleopatra fled he followed;
Camidius, another of Antony’s disgusted commanders, des-
erts. 3.11 In shame and despair Antony urges his attendants to
leave his service; when Cleopatra arrives he rages at her, but
when she cries he asserts that one of her tears is worth more
than all they have lost. 3.12 Caesar receives Antony’s school-
master, sent with terms for peace: continuing queenship for
Cleopatra, and a private life in either Alexandria or Athens for
Antony. Caesar offers to grant Cleopatra’s request only on
condition that she expel or kill Antony, and sends Thidias
further to woo Cleopatra from Antony. 3.13 Antony, receiv-
ing Caesar’s answer, challenges him to single combat. Cleo-
patra receives Thidias and his proposals kindly; when Antony
finds him kissing Cleopatra’s hand he has him whipped,
railing at Cleopatra until, reassured of her fidelity, he rallies
and decides to feast all his captains once more. Enobarbus,
convinced of his folly, resolves to defect.

4.1 Caesar scoffs at Antony’s challenge and prepares for one
last battle. 4.2 Antony takes leave of each of his tearful fol-
lowers, belatedly telling them he still hopes for victory. 4.3 His
sentries hear supernatural music, which they are convinced is
the sound of the god Hercules abandoning Antony. 4.4
Cleopatra helps Antony to arm, and he departs for battle in
high spirits. 4.5 A soldier tells Antony Enobarbus has joined
Caesar: magnanimously, Antony sends Enobarbus’ treasure
after him. 4.6 Caesar orders that defectors should be placed in
the front rank against their former commander. Enobarbus,
learning of Antony’s generosity, feels he will die of shame.
4.7-9 Antony, Scarus, and others pursue Caesar’s retreating
forces before returning in triumph to Cleopatra at the end of
the day’s fighting. 4.10 Caesar’s sentries overhear Enobarbus
lamenting his disloyalty and dying of grief. 4.11-13 The second
day’s battle takes place mainly by sea: watching from the
shore, Antony sees the Egyptian fleet surrender and, despair-
ing, orders his army to disperse. When Cleopatra appears he
drives her away with threats, claiming she has betrayed him to
Caesar, and he resolves to kill both her and himself. 4.14 As
Cleopatra and her attendants retreat to her monument, she
instructs the eunuch Mardian to tell Antony she has com-
mitted suicide and to report his reaction. 4.15 Antony is telling
Eros all is lost when Mardian brings his message. Antony in-
structs Eros to help him unarm and, reconciled to Cleopatra,
whom he longs to join in death, orders Eros to kill him with
his own sword. Eros, however, kills himself instead, and the
wound Antony then inflicts upon himself is not immediately
fatal. The guards who arrive also refuse to kill him: when news
comes that Cleopatra is not really dead, the dying Antony
is carried off towards her monument. 4.16 Cleopatra,
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Charmian, and Iras hoist Antony up into the monument:
dying, after a final kiss, he urges her to seek safety with Caesar
and to trust none of Caesar’s followers except Proculeius.
Cleopatra’s response, though, suggests that she too intends
suicide, and she confirms this in the passionate lament that
follows his death.

5.1 Among his followers Caesar learns of Antony’s death:
pointing out that the news makes him weep, he insists that
only necessity, not ambition, prompted this war against his
old ally. A messenger from Cleopatra asks his intentions:
Caesar replies that he means her only kindness, but he tells
Proculeius to flatter Cleopatra only to dissuade her from
suicide, so that she may be carried in triumph to Rome. 5.2 At
the monument, while Proculeius gives Cleopatra promises of
gentle treatment from Caesar, his soldiers ambush and disarm
her, narrowly preventing her from stabbing herself. She speaks
elegiacally of Antony to another of Caesar’s followers,
Dolabella, who just has time to warn her that Caesar really
means to lead her captive through Rome before Caesar him-
self arrives. Submitting an inventory of her possessions to her
conqueror, Cleopatra is apparently embarrassed when her
treasurer Seleucus informs Caesar that she has declared less
than half of her wealth, but Caesar leaves still professing
friendship. Dolabella hurries back to tell her she and her
children will be sent away within three days: horrified at the
idea of being exhibited in Rome, Cleopatra and her attend-
ants prepare to die. A rustic, who engages the Queen in
quibbling banter, brings asps concealed in a basket of figs. Iras
and Charmian dress Cleopatra in the same royal robes she
wore on the Cydnus: she kisses them farewell, Iras dying
before the Queen, who applies an asp to her breast and
arm, and herself dies, anticipating a reunion in the afterlife
with Antony. Charmian adjusts Cleopatra’s crown and puts
an asp to her own arm as Caesar’s guards enter, too late.
Caesar himself arrives with his train and deduces the cause of
their deaths, conceding that Cleopatra shall be buried with
Antony.

ArTIsTIC FEATURES: One of Shakespeare’s longest plays
(at over 3,000 lines), Antony and Cleopatra has an unusually
large number of scenes, some very short. Its action flows
rapidly all around a Mediterranean world which in its con-
cluding movement inexorably contracts to the monument,
where most of the last act after Antony’s death is given over to
Cleopatra’s self-transfiguring suicide. Despite its profusion of
character and incident, the play is remarkable for the degree to
which its poetry—dense in metaphor, unprecedentedly free in
versification—defies its onstage drama, with key events (in-
cluding most of Antony and Cleopatra’s time together, and
the decisive battle of Actium) evoked in language rather than
shown on stage. The lovers’ glamorous past seems as signifi-
cant as the coldly rational present (personified by the efficient
Octavius Caesar) in which they are being defeated: during the
last act Cleopatra’s poetic invocation of a heroic Antony seeks
to upstage and eclipse the flawed failure whom the action of
the play has in fact shown. In so far as she succeeds, Antony
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and Cleopatra anticipates the late romances by moving from
tragedy back into something closer to Shakespearian comedy,
its final death coming at the hands of a rural clown and serving
as the means to a transcendent (albeit posthumous) marriage
(‘Husband, I come’, 5.2.282).

CrrTicaL HisTORY: Although its influence on Daniel and
Rich shows that it impressed contemporaries, Antony and
Cleopatra was long neglected after its author’s death. John
Dryden’s much tidier, domesticated, neoclassical play on the
same subject, A/l for Love; or, The World Well Lost (1676,
professedly ‘written in imitation of Shakespeare’s style’), with
its mild, would-be virtuous Cleopatra and simpler conflict
between love and honour, made more sense to later 17th-
century sensibilities. To Charles *Gildon (1710) Shakespeare’s
play was ‘full of scenes strangely broken’, and Samuel *John-
son (1765) felt that its events were ‘produced without any art
of connection or care to disposition’ (a fault Henry Brooke
attempted to mend in his unacted adaptation, printed in
1778). It was not untl the Romantic age that the play’s
exoticism and excess, and what then seemed its disdain for
theatrical practicality, came to be valued, with S. T. *Cole-
ridge declaring it Shakespeare’s ‘most wonderful” play. Sub-
sequent 19th-century critics largely concentrated on the
character of Cleopatra, to whom even those who regarded the
play as a simple moral warning against dissipation responded
vigorously. Anna Brownell Jameson called Cleopatra ‘one
brilliant impersonation of classical elegance, Oriental volup-
tuousness, and gipsy sorcery’ (1832), and the serpent of old
Nile predictably fascinated the self-consciously decadent
writers (and painters, such as John Collier) of a later gener-
ation, A. C. *Swinburne enthusing that ‘here only once and
for all [Shakespeare] has given us the perfect and the ever-
lasting woman’ (1880). A. C. *Bradley, though an admirer of
the play, excluded it from his category of Shakespeare’s
‘great’ tragedies, sensing that it belonged to some less affective
genre (It is better for the world’s sake, not less for [Antony
and Cleopatra’s] own, that they should fail and die . . . the fact
that we mourn so little saddens us,” 1909), but over the fol-
lowing century it was this very avoidance of heroic, operatic
emotion, and the play’s apparent preference for language over
character, which endeared it to modern criticism, and its
highly patterned poetry lent it perfectly to the studies in
Shakespeare’s imagery pioneered by Caroline *Spurgeon. In
later 20th-century criticism the play has been of particular
importance to *feminist critics interested in Shakespeare’s
representations of sexual difference, and to postcolonial
commentators more concerned with its images of empire and
of race.

STAGE HISTORY: Although early allusions allow us to infer
that the play was performed in 1606-7, no records exist of any
further performances before 1759, when David *Garrick and
Edward *Capell prepared it for the proscenium stage by a
great deal of transposition and cutting. Despite Garrick’s
efforts as Antony, and heavy expenditure on sets and cos-
tumes, this achieved only four performances: contemporaries




A characteristically voluptuous late Victorian rendition of 5.2, The Death of Cleopatra, by the painter John Collier (1850-1934).




preferred Dryden’s A/l for Love. The next two attempts to
revive the play (by *Kemble in 1813, and *Macready in 1833)
attempted, as the preface to Kemble’s adaptation put it, ‘to
blend the regular play of Dryden with the wild tragedy of
Shakespeare’, but this hybrid failed to please. Samuel Phelps
returned to a cut version of Shakespeare only at Sadler’s Wells
in 1849, and although this was not a commercial success the
spectacular potential of the play’s subject matter attracted
further r9th-century producers, in both London and New
York, despite the difficulties presented by its profusion of
scenes. These included Charles *Calvert in 1867, F. B. Chat-
terton in 1873, Rose Eytinge (who played Cleopatra) on
Broadway in 1877, and even Lily Langtry, who cast herself as
Cleopatra at the Princess’s in 1890. Although Beerbohm
*Tree staged a predictably lavish version in 1907, this ap-
proach to the play had already been superseded in Frank
*Benson’s much sparer production (with himself as Antony)
at Stratford, seconded by Robert *Atkins’s revolutionary, al-
most bare-stage production at the Old Vic in 1922, in which
Edith *Evans played her first Cleopatra.

Throughout the play’s stage history, productions in which
both central performances have been equally praised have
been rare: for many Vivien *Leigh’s Cleopatra (1951) outshone
Olivier’s Antony, and Michael *Redgrave’s Antony (1953)
overpowered Peggy *Ashcroft’s Cleopatra, felt by some to be
‘too English’ (a complaint still often raised against British
actresses by critics with a more exotic, Orientalist view of the
role). In the later 20th century, many directors tried to solve
this problem by scaling down both performances and the
entire play: Trevor *Nunn’s much-praised RSC production
of 1972, with Janet *Suzman as Cleopatra, used a compara-
tively simple set, and Peter *Brook’s of 1978 (his last work for

APULEIUS, Lucius

the company), with Glenda Jackson as Cleopatra, a stylized
setting framed by glass panels. (Peter *Hall, however, suc-
cessfully bucked this trend at the National Theatre in 1987,
casting Judi *Dench and Anthony Hopkins in a satisfactorily
lavish production in the Olivier auditorium). It is interesting
in this respect that one of the most admired productions of
the period was Adrian *Noble’s (1981), in the tiny Other
Place in Stratford (with Michael *Gambon as Antony), where
Helen Mirren was a concentrated, intelligent Cleopatra, while
when Mirren repeated the role in 1998 at the National, in a
production by Matthew Warchus which aimed at spectacle,
the effort was a critical disaster. MD

ON THE SCREEN: A five-minute version (now lost) was
made by George Mélies in 1899, the same year as Beerbohm
Tree’s King John. Between 1951 and 1980 five versions were
made, including a British film with Robert Speaight as An-
tony, a TV adaptation as part of the The Spread of the Eagle
series (1963), the Charlton Heston film (1972), Trevor Nunn’s
much acclaimed TV film of his RSC production (1972), and
the Jonathan Miller BBC TV production (1980). AD

RECENT MAJOR EDITIONS
Michael Neill (Oxford, 1994); John Wilders (New Arden, 1997);
J. Dover Wilson (New Cambridge, 1950)
SOME REPRESENTATIVE CRITICISM
Bradley, A. C., ‘Shakespeare’s Antony and Cleopatra’, in Oxford
Lectures on Poetry (1909)
Charney, Maurice, Shakespeare’s Roman Plays (1961)
Daiches, David, Tmagery and Meaning in Antony and Cleopatra,
in Modern Literary Essays (1968)
Kahn, Coppélia, Roman Shakespeare (1997)
Spencer, T. J. B., ‘Shakespeare and the Elizabethan Romans’,
Shakespeare Survey, 10 (1958)
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time or another been attributed to Shakespeare
but are not currently regarded as part of the
*canon. Pericles, The Two Noble Kinsmen, and
the small Shakespearian portion of Sir Thomas
More, though excluded from the First Folio, are
no longer regarded as apocryphal, but seven
plays which the Third Folio (1664), follow-
ing the example of their Jacobean quartos, did
attribute to Shakespeare are no longer con-
sidered to be by Shakespeare, namely *Locrine,
The *London Prodigal, The *Puritan, *Sir John
Oldcastle, * Thomas, Lord Cromwell, and A
“Yorkshire Tragedy. Other apocryphal plays at-
tributed to Shakespeare by 17th-century printers
or booksellers are The *Troublesome Reign of
King John, The *Birth of Merlin, *Arden of
Faversham, *Fair Em, and *Mucedorus. The
apocrypha also include some plays never attrib-
uted to Shakespeare in his own time at all, but
claimed as his by modern scholars on internal
evidence alone. These include Edmund Iron-
side, and the apocryphal play with the strongest
claim to be considered genuine, * Edward mi.
MD
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Maxwell, B., Studies in the Shakespeare Apoc-
rypha (1956)

Schoenbaum, Samuel, /nternal Evidence and
Llizabethan Dramatic Authorship (1966)

Tucker Brooke, C. F. (ed.), The Shakespeare
Apocrypha (1908)

Apology for Actors, An. See Heywoop,
THOMAS.

aporia, a rhetorical figure in which the speaker
hesitates between alternatives. Hamlet’s ‘To be
or not to be’ soliloquy is the most celebrated
extended example. CB

Apothecary He sells poison to Romeo, Romeo
and Juliet s.1. AB

apparitions, three. In turn they tell Macbeth
to ‘beware Macduft’, that ‘none of woman born’
shall harm him, and that he ‘shall never van-
quished be’ until Birnam Wood comes to
Dunsinane, Macbeth 4.1. AB

apprentices. See BOY ACTORS.

apron stage, the technical name for the part of
the modern stage projecting in front of the
curtain, but used anachronistically to refer to the
entire stage of Shakespeare’s time which pro-
jected into the audience (seated at the indoor
theatres and standing at the open-air theatres)
who thus surrounded it on three sides. Also
known as the thrust stage and to be contrasted
with the proscenium arch stage. GE

Apuleius, Lucius (b. c.AD 123), Roman writer
and rhetorician, educated at Carthage and Ath-
ens, who travelled in the East before returning to
Africa to marry a rich widow. The Golden Ass,
translated into English by William Adlington in
1566, with reprints in 1571, 1582, and 1596, is the
only surviving Latin novel. Recycling Greek and
Roman narratives, including the Ovidian tale of
Midas’ transformation into an ass, it tells how
one Lucius, in this asinine shape, attracts the
attention of a powerful woman, but is finally
restored to human form by Isis. This precursor
of A Midsummer Night's Dream may also have
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influenced Venus and Adonis, Macbeth, and
Cymbeline. JKS

Starnes, D. T., ‘Shakespeare and Apuleius’,
PMLA 60 (1945)

Arab world. The first translator of Shakespeare
in the Arab world was the Egyptian writer Najib
El Haddad (1867—99) and the first Shakespear-
ian play ever performed in Egypt was Othello
(produced by Suleimen Effendi Kerdahy in
November 1887).

Several prestigious Arab poets and writers
felt the need to translate or adapt Shakespeare
such as Tanyus Abduh (Hamlet, 1902), Khalil
Mutran (Othello, 1912, Macbeth, Hamlet, and
The Merchant of Venice), Muhammad Hamdi
(Julius Caesar, 1912), Sami Al-Juraidini (Julius
Caesar, 1912), Muhammad Lutfi Jum‘a (Ham-
ler), Muhammad Al-Siba‘i (Coriolanus), Mah-
mood Ahmed Al-‘Aqqad (Julius Caesar),
Muhammad Awad Ibraheem (Antony and
Cleopatra, As You Like I7), Jabra Ibraheem Jabra
(most of Shakespeare’s works, including the
Sonnets), Ali Al-Ra‘i, Muhammad Teymour,
Mahmood Teymour, Iz Al-Deen Isma‘il, Lewis
Awad, Abdel Oadir Al-Out, etc.

Because they had to comply with the pre-
vailing taste of the public, the early translators
did not hesitate to change the titles of some
plays and even to give Arabic names to popular
dramatis personae: Utail or AttaUllah for
Othello, Ghalban for Caliban, Ya‘qub for lago,
etc. Given the operatic trend in that period, not
a single play, including Hamler, was ever per-
formed without songs. The Egyptian actor and
producer Cheik Salama El Higazy, whose
company had staged successfully a musical
comedy with a happy ending adapted from
Romeo and Juliet under the title The Martyrs of
Love in 1906, gave up the songs when he pro-
duced Hamlet the following year, but the public
was so much disappointed that he thought fit to
ask his friend, the great poet Ahmed Shawky,
for some songs. The success of the Shakespear-
ian play, in which the hero does not die on stage,
lasted until 1914.

Hamletinspired many Arab playwrights such
as Alfred Farag (Sulaiman Al-Halabv and Ali
Janah Al-Tabrizi Wa-Tabia Ghufa); Salah
Abdul Sabour (Leila and Majnoun); Mamdouh
Adwan (Hamlet Yastaghs Mutaakbar). Great
actors including Youssef Wahby, Abdelaziz
Khalil, Aly El Kassar, and George Abyadh
staged it not only in Egypt but also in many
Arab countries. It was Suleimen Effendi
Kerdahy who performed Hamlet for the first
time in 1909 in Tunis, along with O#bello and
Romeo and Juliet, before he died a few weeks
later. In Algeria, Hamletwas played by the great
actor Muhi‘l-Din in 1953.

Most of the translators used literary Arab-
ic prose; however, there were a few attempts
of verse translations by Muhammad Iffat

(Macbeth, 19115 The Tempest, 1909) but without
much success. Other translators, like Ahmed
Zaky Abu Shady (7he Tempest, 1930), Mu-
hammad Ferid Abu Hadid (Macbeth. 1934), and
Aly Ahmad Bakathir (Romeo and Juliet, 1936),
adopted the Shakespearian blank verse.

Aziz Abadah’s Qaysar is almost a faithful
adaptation of fulius Caesar. Though inspired by
Garnier’s work, Shawky’s Masr'a Cleopatra (The
Death of Cleopatra, 1929) evokes the Shake-
spearian play in so far as the two heroines ex-
perience through death the same catharsis,
heralding the same message of love and free-
dom. More recent works are Saad Al-Khadim’s
Dr Othello and Abdul Karim Barsheed’s Othello
Wal-Kail Wal-Baroud (1965).

Shakespeare’s sonnets and poems, known to
the Arab world through F. T. Palgrave’s popu-
lar anthology, The Golden Treasury of the Best
Songs and Lyrical Poems in the English Language
(1861), influenced several Arab poets, such as
Abderrahman Chokry, Al Aqqad (Egypt), Abul
Kacem Echebbi (Tunisia), and Nazek Al-
Malayika (Iraq).

After the Second World War, the Arab
League decided, in collaboration with
UNESCO, and the supervision of the great
Egyptian writer Taha Hussain, to have all
Shakespeare’s work translated and printed. As
shown through the growing number of Shake-
spearian scholars (Aly Ahmed Bakathir, Jabra
Ibrahim Jabra, Ramsees Awad, etc.) and the
repertory of talented men of the theatre, Yusuf
Idris, Alfred Farag, Mahmoud Dyab, Khaled
Galal (Egypt), Nidal Ashkar (Lebanon),
Saadallah Wannous (Syria), Muhammad Kooka
(Tunisia), Farid Al Zahirl (Yemen), Shake-
speare is considered in the Arab world as a
playwright who still commands theatrical au-
thority. RD

Aragon, Catherine of. Sec KATHERINE.

Aragon, Prince of. One of Portia’s unsuccess-
ful suitors in The Merchant of Venice2.9. AB

Arc, Joan of. See JoaN LA PUCELLE.

archbishops. See CANTERBURY, ARCHBISHOP
OF; YORK, ARCHBISHOP OF.

Archer, William (1856-1924), Scottish dramatic
critic, best known for his promotion, with G. B.
Shaw, of Ibsen’s works, but also author of “What
We Know of the Elizabethan Stage’ in the
Quarterly Review (1908) and The Old Drama
and the New (1923), vindicating contemporary
drama against its predecessors, exempting only

Shakespeare. ™

Archidamus comments on the hospitality of
Leontes and praises his son Mamillius, 7he
Winter’s Tale1.1. AB

Arcite, Palamon’s rival for Emilia in 7he Two
Noble Kinsmen, dies when thrown by his horse,
5.6. AB

Arden, forest of, an extensive area of woodland
north of Stratford, largely cleared by Shake-
speare’s time, which has the name of Shake-
speare’s mother’s family. The name derives
from Ardenna silva, the Latin name for the
Ardennes; and in Britannia (Latin version
1586, English 1610) William Camden writes of
‘Arden; which word the Gauls and Britons
heretofore seem to have used for a wood, since
two great forests, the one in Gallia Belgica, the
other amongst us in Warwickshire, are both
called by one and the same name of Arden’;
Camden opines, correctly, that ‘woodland’ and
‘arden’ ‘are words importing the same thing’.
The forest of Arden—or Ardenne, as the
Oxford edition has it—in As You Like It derives
from Thomas *Lodge’s Rosalynde, which has a
clearly French setting; it begins ‘There dwelled
adjoining to the city of Bordeaux a knight of
most honourable parentage.” Lodge uses the
spelling ‘Arden’, which is also found in the Folio
text of As You Like It. Much of Shakespeare’s
play too is localized in France, and Arden is
clearly distinguished from England when
Charles the wrestler says (in the Folio spelling)
that the old Duke ‘is already in the Forrest of
Arden, and a many merry men with him; and
there they liue like the old Robin Hood of Eng-
land  (1.1.109-11). Nevertheless Shakespeare
seems to have conflated the two forests in his
imagination; the flora and fauna of the play are
not compatible with any single location. The
idea that Shakespeare alludes to his mother’s
name seems purely sentimental. SwW

Arden, Mary (d. 1608). Shakespeare’s mother,
wife of John *Shakespeare, was the youngest of
the eight daughters of a prosperous farmer,
Robert Arden, by his first wife, whose name is
unknown. Mary’s date of birth, too, is un-
known; her father married his second wife,
Agnes Hill, who brought with her two sons and
two daughters, in 1548, and Mary was unmar-
ried on 24 November 1556 when her father, who
died soon afterwards, made his will, naming her
as one of his two executors and leaving her ‘all
my land in Wilmcote called *Asbies and the
crop upon the ground sown and tilled as it is’
along with 10 marks. She probably married in
1557; her first child, Joan, was christened on 15
September 1558, her last, Edmund, on 3 May
1580. The story of her marriage, in so far as it is
known, is chronicled in the entry for her hus-
band. She made her mark on a deed of 1579; this
does not necessarily imply that she could not
read, or even write. SwW

Ardenne. See ARDEN, FOREST OF.

Arden of Faversham, anonymous domestic
tragedy, written in 1592 and first attributed to
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Shakespeare in mid-17th-century printers’ cata-
logues (ses apocrYPHA). Edward Jacob pub-
lished it in 1770 as ‘the earliest dramatic work of
Shakespeare now remaining’. Thomas *Kyd has
since been suggested as a possible author.
Based on an actual murder committed in
Kent in 1551, Arden of Faversham provides a vivid
account of the social and economic conflicts
that marked the rise of the middle classes in the
early modern period. Arden’s murderers in-
clude his wife’s upstart lover Mosbie, Arden’s
servant Michael, a victim of the law of primo-
geniture, and Master Greene, who is left desti-
tute after Arden’s unlawful enclosure of the

lands of the abbey of Faversham. SM

Arden Shakespeare. The first volume in the
Arden Shakespeare, Hamlet, edited by Edward
Dowden, appeared in 1899, and although the
quality of the volumes that followed was vari-
able, the series at once set a new standard for
editions of individual works by printing a text-
ual collation and extensive explanatory notes on
the same pages as the text. The spaciousness of a
handsome edition that included also a critical
introduction and had room for appendices and
passages from sources guaranteed its success.
The first general editor, W. J. Craig (1899—
1906), was succeeded by R. H. Case in 1909,
who remained in charge until the completion of
the series in 1924. A second series intended to
replace the by now outmoded older volumes was
launched under the general editorship of Una
Ellis-Fermor with the publication of Kenneth
Muir’s editions of Macbeth and King Lear in
1951—2. These two were ‘based on’ the earlier
Ardens, and at first an attempt was made to use
the stereotype plates from the old edition, but
this idea had to be quickly abandoned, and the
revision of the Arden became to all intents and
purposes a new edition, though it retained the
general appearance of Arden 1, only changing
the colour of the covers from red to blue. Arden
2, later guided by Harold Brooks, Harold
Jenkins, and Brian Morris, was edited by a more
distinguished cast of scholars than the first, and
rapidly gained recognition as the foremost crit-
ical edition of Shakespeare’s works in its time,
providing a very full apparatus and commen-
tary, and reconsidering the nature of all the
textual problems. However, the earlier volumes
in this series also began to look textually and
critically obsolescent by 1982, when Harold
Jenkins’s massive edition of Hamlet appeared,
and a third Arden series began to appear in
1995, general editors Richard Proudfoot, Ann
Thompson, and David Scott Kastan. Arden 3
includes illustrations, takes note of the many
advances in textual scholarship that occurred in
the 1980s and 1990s, and has a greater concern
with performance on stage and screen than does

Arden 2. RAF

Argentina. See LATIN AMERICA.
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Ariel. The characterization of Ariel, the ‘airy
spirit’ (sometimes classified among Shake-
speare’s *fairies) who serves Prospero in 7The
Tempest, is enigmatic. Performers, literary
critics, and, conspicuously, painters have sought
to interpret his relationship with Prospero. It
might be easier to see the ugly and earth-bound
*Caliban as his slave, who in Prospero’s words is
‘a born devil’, than the ‘dainty’ Ariel, whom
Prospero claims to love ‘dearly’: yet they are
both held to servitude with similar threats of
torture. Performers have had to decide how far
Ariel is in sympathy with Prospero’s revenge, of
which he seems to be the primary, if not sole,
instrument. These performers have been both
male and female: we are never told why Ariel is
dressed as a sea-nymph in Act 1 (even though he
is invisible as such to everyone except Prospero),
a harpy thereafter, and finally Ceres, the goddess
of agriculture and fertility, in the *masque of
Act 4. Ariel was almost invariably a female role
from the Restoration onwards, until the (male)
dancer Leslie French played it at the Old Vic in
1930. Post-war Ariels in major productions have
nearly all been male. AB

Ariosto, Lodovico (1474-1533), Italian poetand
dramatist, central figure of the Iralian Renais-
sance, whose work exerted a powerful influence
upon English Renaissance literature. His prose
comedy [ suppositi (1509) was translated by
George Gascoigne as Supposes in 1573 and pro-
vided the sub-plot of The Taming of the Shrew.
But it was Ariosto’s epic poem Orlando furioso,
published in Italian (1516, 1532), and translated
into English by Sir John Harington (1591), that
secured his fame. Robert Greene dramatized
part of it in a play of the same title (1591). Ed-
mund Spenser used the epic as a model for
The Faerie Queene. Orlando’s influence upon
Shakespeare is suggested by the name of As You
Like Ifs male protagonist and by the story of
Hero and Claudio in Much Ado About Nothing.

JKS
Aristophanes. See criTicaL HISTORY; GREEK
DRAMA.
Armado, Don Adriano de. A Spanish

‘braggart’ who loves Jaquenetta in Loves
Labour’s Lost, he presents “The Nine Worthies’,
5.2, in which he plays Hector. AB

Armin, Robert (c.1568-1615), comic actor in the
Chamberlain’s/King’s Men. William *Kempe
left the Chamberlain’s Men in 1599 and was
replaced by Armin, a successful writer and
comedian first heard of as apprenticed to the
goldsmith John Lonyson in 1581. During his
apprenticeship Armin wrote a number of
popular ballads and after completing his term
he joined Chandos’s Men. A collection of tales
called Foo! upon Fool was published in 1600 by
the author ‘Clonnico de Curtanio Snuffe’
(Snuff, the clown at the Curtain) and was re-

ARMS, SHAKESPEARE'S COAT OF

printed in 1605 under the authorship ‘Clonnico
del Mondo Snuffe’ (Snuff, the clown at the
Globe) and finally under Armin’s name as 4
Nest of Ninnies in 1608. Armin’s association
with the Curtain may well indicate that he was
already a member of the Chamberlain’s Men
before Kempe’s departure, which might then
have been hastened by the availability of a suit-
able internal replacement.

Armin took over Kempe’s existing roles
while Shakespeare adjusted his comic output to
suit the new star’s less physical, more cerebral,
style of wit. Roles in the style included Touch-
stone in As You Like It, Feste in Twelfth Night,
Lavatch in All’s Well That Ends Well, Thersites
in Troilus and Cressida, and the Fool in King
Lear. Although small in stature Armin was
dependent less on the comedy of physical de-
formity than his predecessors *Tarlton and
Kempe and although he continued their trad-
ition of singing, he was not a dancer of vigorous
jigs. A successful dramatist in his own right,
Armin had more reason than Kempe to share
Hamlet’s, and presumably Shakespeare’s, an-
noyance at clowns who unbalance the perform-
ance by straying from the text. The title page of
Armin’s Two Maids of More-Clacke (printed in
1609) has a woodcut which may well represent
Armin himself in costume. GE

Wiles, David, Shakespeare’s Clown: Actor and
Text in the Elizabethan Playhouse (1987)

arms, Shakespeare’s coat of. In 1596 John
Shakespeare, or perhaps William acting for his
father, applied to the College of Heralds for a
coat of arms, conferring upon him and his des-
cendants the status of gentleman. Two surviv-
ing drafts of a document prepared by William
Dethick, Garter king-of-arms, dated 20 October
grant the request. A note indicates that John had
initiated a similar application 20 years before,
that he was a justice of the peace in Stratford
and had served as bailiff, that he had ‘lands and
tenements of good wealth and substance, £500’,
and that he had married ‘a daughter and heir of
Arden, a gentleman of worship’. Now he was
granted the right to a shield depicting a spear,
and, as his ‘crest or cognizance’, a falcon, ‘his
wings displayed’, standing on a wreath and
supporting a spear set upon a helmet. The spear
alludes to the family name; the falcon, pun-
ningly ‘shaking’ its wings, may indicate an
interest in falconry. The inscription ‘Non sans
droit—'not without right—is presumably a
motto. The shield and crest are displayed on
William Shakespeare’s monument and on Su-
sanna Hall’s seal.

In 1599 John applied to combine his arms
with those of the Ardens. Three years later his
right to the arms was questioned on the grounds
that they were not distinct enough from those of
Lord Mauley, and that the Shakespeares were
unworthy: a note ‘Shakespeare the player by
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The comic actor, singer, and writer Robert Armin, the original Touchstone, Feste, and Lear's Fool. This title page
illustration shows him dressed as John of the Hospital’ in his own play The History of the Two Maids of More-Clacke

(1609).

Garter’ seems to suggest that an actor could not
deserve the distinction, but a reply denies the
former charge and reaffirms John Shakespeare’s

SwW

Schoenbaum, S., Willuam Shakespeare: A Docu-
mentary Life (1975; compact edn. 1977)
Scott-Giles, C. W., Shakespeare’s Heraldry (1950)

claims.

Arne, Thomas Augustine (1710-78), English
composer. As the most important English the-
atrical composer during the mid-18th century,
Arne composed music for a number of Shake-
spearian productions at a time when Shake-

speare’s ‘originals’ (rather than the adaptations
of the previous 70 years) were being restored to
the theatre. He is best remembered for his
“Where the bee sucks’ (1746) and a wonderfully
spirited setting of ‘Sigh no more ladies’ (1748;
pub. 1749). IBC

Arnold, Matthew (1822-88), English poet and
critic. His preface to Poems (1853) uses Shake-
speare as a touchstone for both ancient Greeks
and modern Germans. Shakespeare’s ‘self-
schooled’” genius is remote and inscrutable,
concealed behind his work. His sonnet ‘Others

abide our question. Thou art free’ (1849) em-
phasizes this objectivity. ™

Arragon, Prince of. Sce ARAGON, PRINCE OF.

art. The comparative paucity of references to
the visual arts in Shakespeare’s works—largely
confined to figurative tapestries (such as those
which decorate Innogen’s bedchamber, Cym-
beline 2.4.68—76) and to portraits (most fam-
ously those of King Hamlet and Claudius,
Hamilet 3.4.52—66)—accurately reflects the pov-
erty and inaccessibility of the visual arts in
Shakespeare’s England. The only contemporary
painter named in the canon, ‘that rare Italian
master Giulio Romano’ (7The Winters Tale
5.2.96), is cited as a sculptor (on the authority of
the Iralian art historian Giorgio Vasari, probably
atsecond or third hand; itis profoundly unlikely
that Shakespeare had seen any of *Giulio Ro-
mano’s work, whether on canvas or in stone),
while the painting of the siege of Troy in
Lucrece’s room { The Rape of Lucrece 1366—463)
owes far more to literary sources than to visual
ones. Although there was a strong native trad-
ition of ornament (exemplified not only in tex-
tiles but in book design, the page borders in the
Folio providing a good example), and although
Nicholas *Hilliard was producing exquisite
portrait miniatures, England lagged well behind
continental Europe in book illustration, in genre
painting, in still life, and in landscape. Wood-
cuts were comparatively crude, and their expo-
nents were more accustomed to providing them
for emblem books than to tackling more nat-
uralistic subjects. It is not surprising, then, that
the first works of art on Shakespearian subjects
are *portraits of Shakespeare himself, with the
*painting of scenes from the plays (and of actors
in them) not gathering momentum untl the
18th century. MD

Artaud, Antonin (1896-1948), French director
and dramatic theorist, who turned to Eliza-
bethan drama to promote a theatre without
scenery but with a multi-le
staged reading of Richard 11 in 1934 illustrated
his Theatre of Cruelty (1932). The Theatre and its
Double (1938) and his conception of acting as
‘affective athletism’ influenced many theatre
directors including Roger Blin, Jean-Louis
Barrault, and Peter Brook. ISG

velled stage. A solo

Artemidorus vainly attempts to give Caesar a
paper (read out, 2.3) warning him about his
enemies, Julius Caesar 3.1. AB

Artesius, a silentattendang, appears in 7he Two
Noble Kinsmen 1.1. AB

Arthur, Prince. He contests the throne of his

uncle (King John) and dies in an attempt to
escape his custody, King John 4.3. AB
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The Shakespeare coat of arms, as granted by Garter King-of-Arms, 20 October 1596.

Arviragus, stolen by Belarius along with his
brother Guiderius, is reunited with the King his
father, Cymbeline 5.6. AB

Asbies (Asbyes), the name of the area of land in
*Wilmcote that Robert *Arden left in 1556 to his
youngest daughter Mary, Shakespeare’s mother,
possibly in anticipation of her marriage, which
took place the following year. The fact that
Robert Arden’s will does not mention a house
suggests that this was the 70 acres (28 ha) of ar-
able land and 16 acres (6.5 ha) of meadow and
pasture that John and Mary Shakespeare leased
to Thomas Webbe and Humphrey Hooper in
1578, but it could be the estate mortgaged to
Edmund *Lambert in the same year. No house
of this name is known, though in 1794 John
*Jordan attached it to the property known until
2000 as *Mary Arden’s House. SwW

Ashbourne (Kingston) portrait, three-quarter
length, oil, *Folger Collection. This portrait of
1611 first emerged in 1847, when it was bought
by the Revd Clement Kingston of Ashbourne,
Derbyshire, after whom the image is named.
Upon its discovery, the portrait was identified
as a likely representation of Shakespeare. Res-
toration work undertaken in 1979, however, re-
vealed a coat of arms and the motto ‘honore
et amore’ beneath heavy layers of patina. Both
the motto and heraldic insignia were later dis-
covered to have been those of Sir Hugh
Hammersley, a prominent public figure during
the first half of the 17th century, a finding which
undermined the earlier identification of the

sitter. CcT
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Ashcroft, Dame Peggy (1907-91), British ac-
tress. She made her mark as *Desdemona to Paul
Robeson’s Othello in London in 1930 and two
years later first acted Juliet as a guest of Ox-
ford undergraduates directed by John *Giel-
gud, with whom she was often to collaborate.
At the *Old Vic in 1932-3 she played a range
of Shakespeare’s young heroines (roles to
which she returned ) and was Juliet in the West
End when Gielgud and Laurence *Olivier ex-
changed roles as Mercutio and Romeo. At this
time she was admired as a fresh, lyrical actress
though sometimes criticized for a oo English
gentility. In 1950 at Stratford she was Beatrice to
Gielgud’s Benedick—a pinnacle of high com-
edy playing. That year she was Viola in Twelfth
Night when the Old Vic reopened after bomb
damage. At Stratford in her fifties she gave
the illusion of young ardour as Rosalind and
Imogen; she also rose to the challenge of Cleo-
patra. She was a valued member of Peter *Hall’s
ensemble at the Royal Shakespeare Theatre; in
The *Wars of the Roses she took Margaret from
young princess to vituperative queen. In Trevor
*Nunn’s autumnal Alls Well That Ends Well
(1981) her old Countess had a valedictory qual-
ity. A committed socialist, she passionately be-
lieved in state support for the theartre. M]

Billington, Michael, Peggy Ashcroft (1988)
Ashland. See UNITED STATES OF AMERICA.
Asnath. See BOLINGBROKE, ROGER.

Aspinall, Alexander, master of Stratford

grammar school from 1582 until he died in 1624,
and the subject of a ‘posy’ ascribed to Shake-

speare in a manuscript miscellany compiled by
Sir Francis Fane (1611—-80):

The gift is small,

The will 15 all,

Alexander Aspinall.
Fane added the note ‘Shakespeare upon a pair of
gloves that master sent to his mistress’ and it has
been conjectured that Aspinall bought the
gloves from John Shakespeare for his betrothed
before his marriage in r1594; *Fripp proposed
him (on no evidence) as a model for Holofernes
in Loves Labour’s Lost. A Lancashire man, he
graduated BA from Brasenose College, Oxford,
in 1575 and took his MA in 1578. He became a
leading and respected townsman, and many of
his pupils also went to Oxford. The posy re-
sembles Peruclesi4, 17: “Yet my good will is great,
though the gift small.’ SW

Aspley, William. See corornoN;
PRINTING AND PUBLISHING.

FOLIOS;

assembled texts. A theory first proposed by
Edmond *Malone held that if *manuscript
playbooks were not available for all of the plays
in the First *Folio, certain play texts may have
been assembled for the printer by combining
actors’” individual parts with the *plot’ of the
play. Proponents of this theory have argued that
the massed entrance directions in The Two
Gentlemen of Verona, The Merry Wives of
Windsor, and The Winter’s Tale, which list all of
the characters who appear in a scene in a single
opening direction regardless of whether they
enter at the beginning or later, would be char-
acteristic of the ‘plot’ but not of a playbook;
others have suggested that massed entries may
represent a *neoclassical convention imposed



ASTON CANTLOW

Dame Peggy Ashcroft in her last Shakespearian role, the Countess in All's Well That Ends Well (RSC, directed by Trevor Nunn, 1981), with Geoffrey Hutchings as Lavatch.

upon the texts by the scribe Ralph *Crane in the
course of preparing *transcripts. ER

Aston Cantlow, a parish which included
Wilmcote, home of Shakespeare’s mother Mary
“Arden. Presumably she married John Shake-
speare in its church, but there are no registers for

this period. SW

Astrana Marin, Luis (1889-1960), Spanish
scholar and translator of Shakespeare, of whom
he also wrote a biography (1930). He was the
first to translate Shakespeare’s complete works
into Spanish (1929), though in prose. Astrana’s
understanding of Shakespeare’s language has
sometimes been found wanting, and his unre-
mittingly high-sounding and verbose Spanish
now sounds old-fashioned. Until recently,
Astrana’s were the most widely distributed
translations of Shakespeare both in Spain and in
Spanish-speaking countries. ALP

Astringer, Gentle. See AUSTRINGER, GENTLE-
MAN.

astrology, a pscudo-science arising in Mesopo-
tamia in the 3rd millennium 8¢ and elaborated
over many centuries, which pretends to predict
terrestrial events through a minute analysis of

the positions of celestial objects. During the
Renaissance natural astrology (astronomy) and
judicial astrology (astromancy) enjoyed equal
footing, and leading scientists such as Tycho
Brahe, Johannes Kepler, Thomas Digges, and
John Dee moved easily between them. Profes-
sional astrologers found followers in all classes.
Dee was patronized by Queen Elizabeth and
luminaries including Leicester, Pembroke, Ox-
ford, Ralegh, and John Cheke. Even Francis
Bacon could not entirely free himself from the
grasp of the ubiquitous superstition. The reli-
gious community was, generally, antagonistic to
astromancy. Luther and Calvin were outspoken
opponents, but Cardinal Wolsey and Philip
Melanchthon were lifelong adherents. In 16th-
century intellectual circles, attacks by the hu-
manists Pietro Pomponazzi and Pico della
Mirandola challenged the standing of astro-
mancy, as did the Copernican heliocentric solar
system which deprived mankind of its position
as the focus of the universe. During Shake-
speare’s working lifetime the legitimacy of
judicial astrology was hotly debated; John
Chamber’s Treatise against (1601) was answered
by Christopher Heydon’s Defence (1603). The
fatal blow would be Sir Isaac Newton’s Principia

mathematica (1687), which provided a purely
mechanistic explanation of planetary move-
ment.

The lover of Shakespeare’s Sonnets imputes
to the stars an influence over human destiny,
but doubts that persons can interpret their stars
correctly (Sonnet 14). This may be a précis of
the poet’s own view. Shakespeare ascribes a
belief in judicial astrology to various characters
in his plays set in ancient times: Gloucester and
Kent in The History of King Lear 2.96-104 and
17.55-6, Aaron in Titus Andronicus 4.2.32-3,
Octavius in Antony and Cleopatra 5.1.46-8.
Among his medieval and Renaissance charac-
ters, Shakespeare seems to associate these beliefs
with light-mindedness, e.g. King Richard in
Richard i1 4.x.21~2, Henry vi in Richard Duke of
York (3 Henry vi) 4.6.21~2, Malvolio in Twelfth
Night 2.5.140. By contrast, Shakespeare’s
pragmatists—Cassius  in  Julius  Caesar
1.2.139—40, Warwick in Richard Duke of York (3
Henry v1) 4.6.26—9, Helena in All’s Well That
Ends Well 1.1.186—215—either exploit another’s
credulous faith in astrology or deplore the
practice as ‘the excellent foppery of the world’
(Edmund in The History of King Lear 2.105-17).
A London astrologer, Simon *Forman, left the

(cont. on page 28)
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ne of the best loved of Shakespeare’s mature comedies, As You Like Ir was entered in the

Stationers’ Register in 1600: the fact that it is not mentioned in Francis *Meres’s list of

Shakespeare’s works in September 1598, coupled with its high proportion of prose and the

precise frequency with which its verse uses colloquial contractions, has inclined most scholars to date the

play in 1599-1600, just after Henry v (with which it shares some unusual vocabulary) and Julius Caesar.

Although it may pre-date the play, the publication of ‘It was a lover and his lass” (sung in 5.3) in Thomas
*Motley’s First Book of Airs in 1600 would appear to support this dating.

TexT: Despite the *Stationers’ Register entry of 1600 the play
was not printed until the First Folio appeared in 1623. The
Folio supplies a generally reliable text which, lacking dis-
tinctively authorial spellings and errors, was probably set
from a *promptbook, or perhaps a literary transcript of *foul
papers.

Sources: The main plot of As You Like It derives from
Thomas *Lodge’s Rosalynde (1590), a prose tle interspersed
with poems which had already reached its fourth edition in
1598, although Shakespeare makes some telling alterations to
this well-known pastoral romance. The play, for example,
makes Lodge’s rival dukes into brothers (so that their antag-
onism parallels that between the hero and his eldest brother),
and has the usurper spontaneously repent so as to permit
the concluding restoration of the exiled court (enabled in
Rosalynde only by a bloody battle in which the usurper dies).
Shakespeare, moreover, changes all the characters” names ex-
cept those of Phoebe and the (respelled) Rosalind, sometimes
allusively: Lodge’s Rosader becomes Orlando—named after
the hero of *Ariosto’s Orlando furioso, dramatized by *Greene
in around 1591, who runs mad after learning from inscriptions
on trees that his beloved has married a shepherd—and his
brother becomes Oliver, after Orlando’s legendary comrade.
Shakespeare adds the characters of Touchstone, Le Beau,
Amiens, Jaques, William, Sir Oliver Martext, and the old
shepherd Corin, whose name may derive from the anonym-
ous play Sir Clyomon and Clamydes (pub. 1599).

Synopsis: 1.1 Orlando laments to the old servant Adam
that since the death of his father Sir Roland de Bois his elder
brother Oliver has denied him the education and treatment
due to his rank, and on Oliver’s arrival Orlando confronts

him to demand his patrimony. Dismissing him, Oliver sum-
mons Charles the wrestler, and after Charles has recounted
the (stale) news that the Duke has been driven into exile in the
forest of Ardenne (spelt *‘Arden’ in the Folio text) by his
younger brother Frederick, who retains the Duke’s daughter
Rosalind at court to keep his own daughter company, Oliver
maligns Orlando, instructing Charles to be sure to kill him in
the following day’s wrestling tournament. Alone, Oliver re-
flects briefly on his rancorous envy of his deservedly admired
younger brother, before leaving to encourage Orlando to enter
the wrestling. 1.2 At court, Celia, the usurping Duke’s
daughter, attempts to cheer up Rosalind; they are joined first
by the jester Touchstone and then by the courtier Le Beau,
who brings news of the wrestling. Frederick and his court
arrive to watch Charles wrestle against Orlando, whom the
two princesses endeavour in vain to dissuade from the contest:
cheered on by Rosalind and Celia, Orlando defeats Charles,
but when Frederick learns who his father was he leaves in an ill
temper without rewarding him. Instead the cousins con-
gratulate him, and Rosalind gives him her necklace, Orlando
finding himself comically tongue-tied with love. Le Beau
warns him to flee from Frederick’s displeasure. 1.3 Rosalind
has just confided her own love for Orlando to Celia when the
angry Frederick banishes her from his court. After his de-
parture Celia proposes they both flee to Ardenne together in
peasant disguise, and Rosalind, agreeing, decides to dress as a
man and call herself Ganymede, while Celia will become
Aliena. They leave to enlist Touchstone and make plans for
their flight.

2.1 In the forest of Ardenne the exiled Duke Senior speaks
to his followers about the moral lessons which console him for
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the discomforts of their bucolic existence: they leave in search
of their melancholy comrade Jaques, last seen pronouncing a
sententious lament over a wounded deer. 2.2 Duke Frederick
interrogates his courtiers about the disappearance of Celia,
feared to have fled with Rosalind in pursuit of Orlando, and
has Oliver summoned to court to assist in the manhunt. 2.3
The returning Orlando is warned to flee his murderous
brother by Adam, who offers to accompany him as his servant.
2.4 Rosalind and Celia, in their respective disguises, arrive
wearily in Ardenne with Touchstone, and overhear the young
shepherd Silvius bemoaning his love for Phoebe to his older
colleague Corin: questioned, Corin tells Rosalind that his
master’s cottage, pastures, and flocks are now for sale, and
Rosalind and Celia resolve to buy them. 2.5 Amiens sings
‘Under the greenwood tree’ to some of Duke Senior’s lords:
they are joined by Jaques, who contributes a satirical verse of
his own. 2.6 Adam is fainting with hunger: Orlando promises
to fetch him food. 2.7 Duke Senior and his lords, about to eat,
are joined by Jaques, who describes meeting Touchstone and
speaks of his own ambition to be a satirical jester: they are
interrupted when Orlando arrives, sword drawn, to demand
food, a demand which is graciously met. Apologizing for his
rudeness, Orlando goes to fetch Adam, while Jaques reflects
that all the world’s a stage. Feeding Adam while Amiens sings
‘Blow, blow, thou winter wind’, Orlando is warmly welcomed
by the Duke, who loved his father.

3.1 An angry Frederick sends Oliver to fetch the missing
Orlando, confiscating his lands until his brother is delivered.
3.2 Orlando pins a love poem about Rosalind on a tree before
leaving to pin up many more. Corin and Touchstone engage
in a comic debate about the relative merits of country and
court life before Rosalind arrives, reading another unsigned
poem in her own praise, which is mocked by Touchstone.
Celia arrives reading yet another such verse: alone with
Rosalind, she teases her cousin before finally letting her know
that the poet is Orlando, who is also in the forest. They watch
as Orlando arrives engaged in a prickly conversation with
Jaques: when these two part by mutual consent, Rosalind
accosts Orlando in her guise as Ganymede, questions him
about his love poems, and proposes to cure him of his love by
posing as a realistically contrary Rosalind during daily coun-
selling sessions. 3.3 Touchstone is persuaded to postpone his
marriage to Audrey, the ignorant goatherd he lusts after, by
Jaques, who feels Touchstone deserves a better priest than Sir
Oliver Martext. 3.4 Rosalind is distressed that Orlando is late
for his appointment with Ganymede: Celia says he is not to
be trusted. Corin arrives, promising to take them to see Silvius
trying to woo the disdainful shepherdess Phoebe. 3.5 Seeing
Phoebe’s scorn for Silvius, Rosalind steps forward and accuses
her of ingratitude before she, Celia, and Corin leave. Phoebe,
falling in love at first sight with Ganymede, says she will give
Silvius an angry letter to deliver to him.

4.1 Rosalind scoffs at Jaques, who leaves on the arrival of
Otlando: Rosalind rebukes Orlando for his tardiness, and
parries his clichéd declarations of love for Rosalind with a

more realistic account of the relations between husbands and
wives. Nonetheless, she has Celia act as priest for a mock-
betrothal ceremony, and allows Orlando to leave only after
exacting solemn promises of a punctual return: alone with
Celia she confesses the depth of her love. 4.2 Jaques has some
of the Duke’s lords, who have been hunting, sing a jovial song
about cuckoldry, “What shall he have that killed the deer?” 4.3
Once more waiting for Orlando, Rosalind and Celia receive
Phoebe’s letter, delivered by Silvius: instead of a challenge, as
Silvius believes, it is a love poem to Ganymede, and Rosalind
sends Silvius away with a scornful reply. Oliver now enters,
bearing a bloody cloth for Ganymede, whom he recognizes by
his description. He relates how Orlando, finding him asleep
and at the mercy of a waiting lioness, overcame his righteous
indignation against his treacherous brother and killed the
lioness, incurring a wound to his arm in the process. Waking
in the midst of this, Oliver explains, he has been entirely
converted from his former wickedness, and has been sent by
his reconciled brother Orlando—who back among the exiled
court briefly fainted from loss of blood—to carry the bloody
cloth to Ganymede as an apology for his absence. Receiving
it, Rosalind faints, nearly betraying her male disguise.

5.1 Audrey and Touchstone meet her rustic suitor William,
whom Touchstone, flaunting his superior vocabulary, dis-
misses. 5.2 Oliver tells Orlando that he and Aliena have fallen
instantaneously in love and that he means to marry her im-
mediately, leaving the family estate to Orlando while he re-
mains in Ardenne as a shepherd: Orlando consents to this and
urges Oliver to prepare to marry her before Duke Senior and
his lords the following day. Rosalind arrives, and after Oliver’s
departure she promises Orlando that he will be able to marry
Rosalind at the same time that his envied brother marries
Celia, claiming she will be able to effect this by magic. Phoebe
and Silvius arrive, and Rosalind promises that if she ever
marries a woman it will be Phoebe: she assures Silvius that he
too will be married, and instructs him, Orlando, and Phoebe
to meet her the following day in their best clothes, ready for
marriage. 5.3 Touchstone and Audrey, too, will be married
the next day: in the meantime two pages sing them ‘Tt was a
lover and his lass’. 5.4 Before Duke Senior, his followers,
Oliver, and Celia, Rosalind, still disguised as Ganymede, has
the participants in the multiple wedding ceremony she pur-
ports to have devised recap what they have promised: Duke
Senior to give Rosalind in marriage to Orlando if she can be
produced, Orlando to marry Rosalind, Phoebe to marry
Ganymede or, if she chooses not to, to accept Silvius as her
husband, Silvius to marry Phoebe. Rosalind and Celia then
leave: meanwhile Touchstone and Audrey arrive, and with
Jaques’ encouragement Touchstone recounts the comically
claborate rules by which courtiers challenge one another but
avoid fighting. To the accompaniment of music, Rosalind
and Celia enter dressed in their own clothes, conducted by
Hymen, god of marriage: Rosalind presents herself to her
father and to Orlando, Phoebe renounces her claim to
Ganymede, and Hymen blesses the four couples with the
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song “Wedding is great Juno’s crown’. The festivities are
interrupted by the arrival of Jaques de Bois, Sir Rowland’s
second son, who brings the news that Frederick, leading an
expeditionary force against Duke Senior, has undergone a
religious conversion and become a hermit, returning all the
banished lords’ sequestered lands and restoring the dukedom
to Duke Senior. Only Jaques declines to return home with
them, leaving to join Frederick. After a rustic dance, Rosalind
is left to speak a flirtatious epilogue, conjuring women to like
as much of the play as pleases them for the sake of the love
they bear to men, and vice versa.

ARTISTIC FEATURES: As You Like It casts some of its most
important passages in prose (including the wonderfully in-
conclusive set-piece debate between court and country in 3.2,
Rosalind’s dialogues on love with Orlando in 3.2, 4.1, and 5.2,
and her epilogue), and, in keeping with its engagement with
the pastoral tradition, is correspondingly relaxed about its
own (or Lodge’s) plot: once most of the cast have got into the
forest Shakespeare seems simply to let them pass the time
meeting one another and talking until Rosalind feels that the
time has come to relinquish her disguise.

CriticaL HISTORY: The carliest critical responses to this
play are two adaptations, Charles Johnson’s * Love in a Forest
(1723) and John Carrington’s unacted The *Modern Receipt;
or, The Cure for Love (1735), both of which share with later
18th-century commentators a sense that the play could use
some tidying up. However, although Dr *Johnson (in sym-
pathy with Jaques) felt that Shakespeare had rushed his
happy ending and should have shown the sketchily reported
dialogue between Frederick and the hermit, most were pre-
pared to forgive its looseness of construction, accepting that it
was in keeping with the play’s pastoral nature that it should
concentrate on character and sentiment at the expense of plot.
What the 18th century had forgiven, the Romantics wor-
shipped, finding in Duke Senior’s celebration of the moral
lessons of Nature a statement of Shakespeare’s own imputed
views on the wisdom to be found outside a corrupted urban
society, and finding the play’s preference for reflection over
action equally sympathetic: *Schlegel, influentially, saw the
play as a manifesto for the view that ‘nothing is wanted to call
forth the poetry which has its dwelling in nature and the
human mind but to throw off all artificial constraint, and
restore both to their native liberty’ (1811).

Nineteenth-century criticism in general concentrated on
the play’s characters, with Rosalind often idealized as the
perfect, morally superior heroine. A well-established tradition
of valuing Shakespeare’s depiction of the relationship between
Rosalind and Celia as literature’s prime celebration of female
bonding found its fullest expression in Mary Cowden
Clarke’s ‘Rosalind and Celia: The Friends’ in Girlhood of
Shakespeare’s Heroines (1850—2). Victorian and Edwardian
comments on the play’s pastoralism stressed the forest’s kin-
ship with the *Arden of Warwickshire rather than the French
Ardenne, seeing Shakespeare’s woodland as a place where
native common sense triumphed over the foreign affectations
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represented by Phoebe: according to Frederick Boas, for ex-
ample, the play replaced ‘the artificial atmosphere of the Re-
naissance pastoral’ with ‘the open-air freshness, the breeze and
blue of the old English ballad-poetry’ (1896).

The 20th century saw a renewed and usually more com-
plicated interest in the play’s dealings with the literary con-
ventions of its time, with scholars reading it not only against
Lodge’s Rosalynde (dismissed as ‘worthless’ by George
*Steevens in 1770, but studied with increasing respect there-
after) but alongside the versions of pastoral offered by *Sid-
ney, *Spenser, *Greene, and others. Such critics, unusually,
tended to concur in seeing the play as simultaneously a cele-
bration and a debunking of the pastoral convention as
Shakespeare had found it (although attempts to find topical
references in the play, whether to Sir John *Harington or to
riots against *enclosure, commanded less agreement). Two
further influential lines of enquiry combined with this one
later in the century: one, following Northrop *Frye and C. L.
Barber, has pursued the play’s interest in patterns of seasonal
renewal and fertility, while another has been more interested
in its sexual politics, particularly the issues raised by Rosalind’s
successful disguise as Ganymede.

STAGE HISTORY: The play’s early history is haunted by two
ill-substantiated rumours: one, not recorded before 1865, that
the play was acted for James I at Wilton House in Wiltshire in
1603, and the other, reported by *Capell in 1779, that Shake-
speare himself played the role of Adam. Whether or not there
is any truth in these, there are no records of any performances
of the play before Johnson’s Love in a Forestappeared at Drury
Lane in 1723 (though most have assumed that the play was
first acted at the Globe soon after its opening in 1599). It did
not appear in unadapted form until 1740, when it was revived
at Covent Garden with Hannah *Pritchard as Rosalind, Kitty
Clive as Celia, and the songs set by Thomas *Arne: this
sparkling production immediately established As You Like It
as one of the most popular plays of the century, and since then
few major actresses have not attempted the role of Rosalind.
Peg *Woflington was the first to compete with Pritchard, at
Drury Lane (for six nights in 1741 both Theatres Royal com-
peted with their rival productions), and indeed made her final
stage appearance in the role, collapsing with a stroke in the
middle of the epilogue in 1757. Even Sarah *Siddons played
Rosalind in 1785 and 1786, but her gravity of demeanour
suited her badly to the part (generally played at the time with
tomboyish extroversion): far more successful was Dorothea
*Jordan, whose roguish performance helped to assure that
from 1787 to her departure in 1814 the play was acted at Drury
Lane more frequently than any other in the Shakespeare
canon. Nineteenth-century Rosalinds, increasingly perform-
ing on lavishly decorated sets and in carefully specified period
costumes (a trend initiated by *Macready’s 1842 production,
with its French 1sth-century designs), tended to be more
ladylike, even in disguise: Helen *Faucit, who shed tears of joy
in her love scenes with Orlando, was especially praised for
always being ‘the Duke’s daughter’ even at her most playful
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moments. The decorously cut and decorative productions in
which a succession of such Rosalinds predominated—from
Faucit to Ada *Rehan, Mary *Anderson, and Lily Brayton—
perhaps reached their apogee in 1908, when Richard
Flanagan’s Manchester production filled the forest with real
deer, which unfortunately terrified the Orlando, Harcourt
*Williams.

In the 20th century this Merrie English tradition was
gradually supplanted—most notably by Nigel Playfair’s con-
troversially stylized production at Stratford in 1919—and a less
jolly side to the play has sometimes been found by directors
embarrassed by deer except as potential archetypal symbols.
Despite a continuing succession of joyously sunny Rosalinds
—from Peggy *Ashcroft (Old Vic, 1932) through Edith *Evans
(Old Vic, 1936, in Watteau-style costumes, with Michael
Redgrave as Orlando) to Vanessa *Redgrave (RSC, 1961)—the
play has often belonged more to Jaques than to Touchstone
on the modern stage, with Duke Senior’s remarks on the joys
of exile rendered ironic by uncomfortably snowbound
Ardens. Notably tense readings of the play include Adrian
*Noble’s (RSC, 1985, with Fiona Shaw as a memorably cut-
glass Celia) and Michael Grandage’s (Shefheld and on tour,
2000, with Nicholas le Prevost a commanding Jaques). This
continuing disagreement as to whether the play works best as
‘hard’ or ‘soft’ pastoral has been compounded by discussions
as to whether it is best played by mixed or same-sex com-
panies: Ben *Greet directed an all-male production in 1920

(appropriately, at the Central YMCA in London), Clifford
*Williams another for the National Theatre in 1967, and
*Cheek by Jow!’s exuberant all-male version of 1991—2, which
toured extensively around the world, was the most successful
and talked-about Shakespeare production of its time. MD

ON THE scrREEN: The Paul Czinner film (1936) with

Olivier as Orlando was the first sound cinema adaptation of
the play. An acclaimed BBC TV production (1953) included
Margaret Leighton and Michael Hordern. Michael Elliott’s
RSC theatre production with Vanessa Redgrave (Rosalind)
was directed for BBC TV by Ronald Eyre (1963). Cedric
Messina’s 1978 BBC TV production is memorable for Helen
Mirren’s Rosalind and Richard Pasco’s Jaques. Christine
Edzard’s As You Like It (1992), while refreshing and daring in
its approach, sets the play amidst urban dereliction which
runs against the grain of the play’s language. AD
MAJOR EDITIONS

Alan Brissenden (Oxford, 1993); Agnes Latham (Arden, 1975);
Arthur Quiller-Couch and John Dover Wilson (New Cam-
bridge, 1926)

SOME REPRESENTATIVE CRITICISM

Barber, C. L., Shakespeare’s Festive Comedy (1959)

Barton, Anne, ‘As You Like It and Twelfih Night. Shakespeare’s
Sense of an Ending’, in Malcolm Bradbury and David Palmer
(eds.), Shakespearian Comedy (1972)

Jenkins, Harold, ‘“As You Like It’, Shakespeare Survey, 8 (1955)

McFarland, Thomas, Shakespeare’s Pastoral Comedy (1972)

most detailed eyewitness accounts of perform-
ances of Shakespeare’s plays during the play-
wright’s lifetime. S§
Rowse, A. L., Sex and Society in Shakespeare’s
Age: Simon Forman, the Astrologer (1974)
Thomas, Sir Keith, Religion and the Decline of
Magic (1973)

As You Like It (see page 25)

Athenian, Old. He is the father of the woman
that Lucilius wishes to marry, Timon of Athens
LI AB

Athens, the ancient capital of Greece, provides
settings for both A Midsummer Night's Dream
and Timon of Athens. AB

Atkins, Robert (1886-1972), British actor and
director. A robust player, he devoted his long
life to keeping Shakespeare on the stage. He
acted with Beerbohm *Tree but his Shake-
spearian affinities were with Frank *Benson, Ben
*Greet, and William *Poel. Before war service
in 1916 he played leading parts under Greet in
the first regular Shakespeare seasons at the *Old
Vic. He so impressed the formidable manager
Lilian Baylis that she appointed him her dir-
ector and from 1920 to 1925 he staged all but one
of the 36 plays in the First Folio, acting in many
of them. He then ran the Open Air Theatre in
Regent’s Park, where his own parts included

Bottom, Sir Toby Belch, Falstaff, and *Caliban
(played, after *Granville-Barker, as ‘a missing
link’). In 1938 he directed Henry v at a box-
ing ring in Blackfriars in an approximation of
Elizabethan stage conditions. From 1944 to 1945
he was director of productions at Stratford-
upon-Avon, staging sixteen plays and acting in
some of them. He then returned to his activities
at Regent’s Park and to touring in Shakespeare.
His simple, ungimmicky productions were ad-
mired by Arthur Colby Sprague whose essay on
Atkins is appended to the autobiography. M/

Robert Atkins: An Unfinished Autobiography, ed.
George Rowell (1994).

Atkinson, William (b. 1571), witness to Shake-
speare’s purchase of the *Blackfriars Gate-
house in 1613. Like John *Heminges and Henry
*Condell, he lived in the London parish of
St Mary Aldermanbury, and as clerk of the
Brewers’ Company probably knew Shake-
speare’s trustees in the purchase, William John-
son, host of the Mermaid Tavern, and John
Jackson, who drank there. SwW

Aubrey, John (1626-97), antiquary and com-
piler of over 400 biographical sketches known
as the Brief Lives. Educated at Trinity College,
Oxford, Aubrey carefully enquired into Shake-
speare’s life and left brief and hectic jottings

about it, amidst a chaos of manuscripts first
edited by Andrew Clark in 1898. Aubrey is ex-
ceedingly important among Shakespeare’s early
biographers. Free of moral bias, he is sometimes
inaccurate, but he recorded what he heard. Thus
he wrote of the poet’s relations with John and
Jane Davenant, Oxford tavern-keepers, after
consulting several of their children (he knew
Jane, Robert, and Sir William). Stratford
‘neighbours’ had told him of Shakespeare’s early
feats as the son of a ‘Butcher’. They were doubt-
less wrong; but around 1681 Aubrey sought outa
more likely authority, namely William Beeston
(a son of Christopher, the poet’s colleague in
the Chamberlain’s Servants), who is the source
for the remark that Shakespeare knew Latin
‘pretty well” for he had been a ‘schoolmaster in
the country’. Aubrey twice states that Shake-
speare visited Stratford ‘once a year’, and dis-
cusses his appearance, personality, and it seems
his circumspect behaviour (‘not a company
keeper’) in notes which deserve one’s caution
and high respect alike. PH

Chambers, E. K., William Shakespeare: A Study

of Facts and Problems (1930)

Auden, W(ystan) H(ugh) (1907-73), English
poet and critic. Auden’s attention to Shake-
speare is continuous. He lectured on Shake-
speare in New York in 1946 and in Oxford in
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1957 (collected as part of The Dyer’s Hand, 1962).
His long semi-dramatized poem 7he Sea and
the Mirror (1944) is subtitled ‘A Commentary
on Shakespeare’s The Tempest’. His introduc-
tion to the Sonnets (Signet, 1964) spurns bio-
graphical speculation, concentrating on formal
and technical questions and the ‘mystical’ Vi-
sion of Eros. Love’s Labour’s Lost, adapted (with
Chester Kallman) as an opera libretto from
Shakespeare’s play, was premiered, with music
by Nicolas Nabokov, in Brussels, 1973. ™

audiences. The minimum price of admission
at open-air playhouses (for example the Theatre
and the Globe) was traditionally a penny—
about 10% of an artisan’s daily pay—while
at the indoor playhouses (for example the
Blackfriars) it was sixpence. Thus the wealthy
might attend either type of venue but the aver-
age worker was likely to visit only the open-air
playhouses. W()men ()Fall S()Cial ClﬂSSeS attended
the playhouses and although their presence at
the open-air theatres was criticized as dangerous
folly, if not flagrant prostitution, their numbers
rose steadily in line with the increased respect-
ability of the industry in the reigns of James and
Charles. Pickpockets and prostitutes naturally
found the open-air playhouses, with their
crowds and bustle, more productive than the
sedentary indoor playhouses.

The different types of theatre accommodated
different tastes: the indoor theatres providing
masque-like spectacles and subtle music while
the open-air playhouses had jigs and explosive
sound effects. However, each had elements of
the other’s specialism and the King’s Men
showed the same plays at the Blackfriars and the
Globe at least until the 1620s. When the
Queen’s Men left the Red Bull to open Chris-
topher Beeston’s new Cockpit in Drury Lane in
late 1616, rioting apprentices vented frustration
at their elitist move up market by attacking the
Cockpit and Beeston’s adjoining home. The
ultimate triumph of the indoor playhouses—no
open-air amphitheatres were built in the Res-
toration—marks the disappearance of the truly
popular (in the sense of appealing to all classes)
theatrical tradition. GE

Cook, Ann Jennalie, The Privileged Playgoers of
Shakespeare’s London (1981)

Gurr, Andrew, Playgoing in Shakespeare’s London
(1987)

Harbage, Alfred, Shakespeare and the Rival Tra-
ditions (1952)

Harbage, Alfred, Shakespeare’s Audience (1941)

Audley, Maxine (1923-92), British actress.
When in 1951 this dark and voluptuous player
acted Charmian in Antony and Cleopatrashe was
obviously capable of taking the lead. Her
effective Shakespearian roles included Goneril
in King Lear, Emilia in Othello, and Lady
Macbeth. Her most memorable performance
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was as the Empress Tamora in Peter *Brook’s
great Titus Andronicus in 1955—7. Mj

Audrey, a goatherd, is wooed and won by
Touchstone in As You Like It. AB

Aufidius, Tullus. Coriolanus’ adversary, he al-
lies with Coriolanus, 4.5, but joins the conspir-
ators who kill him, 5.6. AB

Augustus Caesar. See Caesar, OcTavIus.

Aumerle, Duke of. One of Richard’s sup-
porters, his father the Duke of York denounces
him to King Henry in Richard 11 5.3 (based on
Edward Plantagenet, 1373-1415). See also YORK,
DuUkE oF. AB

Austen, Jane (1775-1817), English novelist. Al-
though some commentators have found struc-
tural resemblances between Pride and Prejudice
and Much Ado About Nothing, Austen’s en-
gagement with Shakespeare is most visible in
Mansfield Park (1814), which takes its three
daughters from King Lear and elements of its
love plot from All’s Well That Ends Well (hence
its hero’s surname, Bertram). Henry Crawford
reveals his insincerity by the skill with which he
reads aloud from Henry viir in his attempt to
court Fanny Price, though Austen clearly en-
dorses his identification of Shakespeare as ‘part
of an Englishman’s constitution’. NIW

Australia. Although Shakespeare was inevit-
ably part of the cultural baggage brought to
Australia by its British colonizers in 1788, the
first evidence of performance is a playbill dated
8 April 1800 for ‘the favorite play Henry the
Fourth’ at Robert Sidaway’s theatre; it is not
known if the play was performed. The author-
ities closed the four-year-old theatre the same
year, considering drama unsuitable for a convict
settlement, but on 26 December 1833 Richard i
in *Cibber’s version with John Meredith as
Richard inaugurated professional Shakespeare
in the colony. Conrad Knowles was the
country’s first Hamlet and played eight other
Shakespearian roles before dying in 1844; his
protégée Eliza Winstanley was Australia’s first
significant Shakespearian actress. The gold rush
which began in 1851 attracted American and
British actors including G. V. Brooke, who ap-
peared in 73 plays between 1855 and 1861, 23 by
Shakespeare. Barry Sullivan, Chatles and Ellen
Kean, James Anderson, and Walter Mont-
gomery were all acclaimed, but Shakespeare’s
popularity declined until George Rignold’s
spectacular Henry v(1876) and Essie Jenyns, the
first Australian-born Shakespearian star, played
Juliet and the heroines of the comedies (1885-8).
Shakespeare societies, established in cities and
towns including Melbourne (1884), Adelaide
(1885), and Wagga Wagga (1895), helped move
Shakespeare away from popular theatre into the
lecture hall.

AUSTRALIA

During the early 20th century lavish import-
ed productions retarded development of an
Australian Shakespearian tradition, and the first
Shakespearian company, established in 1920 by
*Irving idolater Allan Wilkie, continued in the
English mould; however Wilkie’s frequently
simple staging allowed a more fluent perform-
ance style. Touring Australia and New Zealand
for a decade, he aimed to present all the plays
and, astonishingly, achieved 27. The dearth of
commercial productions between 1930 and 1960
led to the growth of amateur companies,
stimulated by visits from the *Old Vic with the
*Oliviers (1948) and expatriate Robert Help-
mann and Katharine Hepburn (1955) and the
Stratford Memorial Theatre led by Anthony
Quayle (1949, 1953). Such visits reinforced belief
that English Shakespeare was the best and only
model, and underpinned the John Alden com-
pany which, beginning as amateur in 1948,
toured professionally but intermittently 1952~
61. By then Hugh Hunt had directed Twelfih
Nightand Hamletfor the Australian Elizabethan
Theatre Trust, a funding body formed in 1954,
and the Young Elizabethan Players were touring
schools with Shakespearian adaptations.

In 1970 John Bell, who had played Hamlet
at 22, returned to Sydney after five years acting
with the Royal Shakespeare Company and the
Bristol Old Vic; with Ken Horler he formed
the Nimrod Theatre Company, producing new
plays and the classics, especially Shakespeare,
with a radical disregard for tradition. Jim
Sharman produced an irreverent As You Like It
with Australian accents in 1971 at Sydney’s Old
Tote Theatre and Bell’s 1973 Hamletwas spoken
with ‘normal’ voices; at an exciting time polit-
ically and theatrically for Australia the plays
were becoming more accessible to a public wider
than the middle- and upper-class theatre-going
audience.

The Bell Shakespeare Company was formed
in 1990, John Bell as artistic director saying,
“We want to evolve a way of playing Shake-
speare that makes sense to Australians young
and old, and to encourage actors of varied ethnic
backgrounds to join our troupe so that we may
truly reflect the face of Australian society.” By
2000 the company had produced fifteen plays
and toured to all Australian states. Until the
1980s Shakespeare was a compulsory study in
state education systems, and Wilkie, Alden, and
Bell all played to large school audiences.

Subsidized companies, founded mostly in the
capital cities in the 1960s, usually staged an an-
nual Shakespeare production, some, such as
Sharman’s A Midsummer Night's Dream (Adel-
aide, 1983), thrillingly innovative. Independent
outdoor productions drew huge crowds—
Glenn Elston’s energetic A Midsummer Night's
Dream (1987) in Melbourne’s Royal Botanic
Gardens ran for twelve weeks, went on tour,
and was revived four times. An Aboriginal



AUSTRIA

interpretation of the same play for the 1997
Sydney Festival of the Dreaming was the first
staging of a classic play by an all-indigenous cast.

The taste for Shakespeare was further boosted
by films and television, particularly the anom-
alously titled William Shakespeare’s Romeo+
Juliet (1996) directed by Baz Luhrmann, whose
1993 production of Benjamin Britten’s A Mid-
summer Night’s Dream for the Australian Opera
was 21994 Edinburgh Festival hit. Ballets of that
play were created by Barry Moreland (Perth,
1990) and Harold Collins (Brisbane, 1991), two
of several choreographers to produce Shake-
spearian works. Arts festivals, particularly those
held in Perth since 1953 and Adelaide since 1960,
have brought productions from many countries,
outstandingly from Georgia, Poland, Britain,
China, and Japan. The first Australian Shake-
speare Festival was held in Bowral in 1997.

As well as those mentioned, Australia has
given many notable Shakespearian actors and
directors to the world, among them Oscar Asche
(1871-1936), Judith *Anderson (1898-1992),
Coral Browne (1913—91), Leo McKern (b. 1920),
Keith Michell (b. 1928), Patricia Conolly
(b. 1933), Geoffrey Rush (b. 1951), Gale Edwards
(b. 1955), and Neil Armfield (b. 1955).

Printed reviews, essential resources for per-
formance history, have contributed to the rich
store of Australian writing on Shakespeare since
the early 19th century. William a Beckett's Lec-
tures on the Poets and Poetry of Great Britain
(1839) included Shakespeare, F. W. Haddon’s
The Hamlet Controversy: Was Hamlet Mad?
(1867) reprinted comments aroused by the per-
formances of Montgomery and Anderson, and
editions of the plays range from Rignold’s act-
ing versions (1876—9) to the Bell Shakespeare,
begun in 1994. The academic Shakespearian
tradition stemming principally from Sydney
University’s Mungo McCallum (Shakespeare’s
Roman Plays and their Background, 1910) pros-
pered and from the 1920s onward books, art-
icles, and editions by Australian scholars were
being published at home and abroad in in-
creasing numbers. The Australian and New
Zealand Shakespeare Association, formed at
Monash University, Melbourne, in 1990, held
its first international conference in Adelaide in
1992.

In no way considered the ‘national poet’ as he
could be as late as 1900, Shakespeare continues
potently in Australian culture generally. In 1891
a horse called Malvolio won the nation’s prem-
ier sporting event, the Melbourne Cup; in 1999
a horse named Classic Romeo was racing in

Queensland. ABr

Golder, John, and Madelaine, Richard (eds.), O
Brave New World: Two Centuries of Shake-
speare on the Australian Stage (2000)

Rickard, John, ‘Shakespecare’, in Philip Par-
sons (ed.), Companion to Theatre in Australia
(1995)

‘Shakespeare in Australia’, in William H. Wilde,
Joy Hooton, and Barry Andrews (eds.), The
Oxford Companion to Australian Literature
(1985)

Austria is usually mentioned in a negative
context in Shakespeare’s plays, and Vienna is
the morally perverted setting for the action in
Measure for Measure. In the city of Graz, as early
as 1608, an English play ‘about the Jew’ was
performed; however, this was possibly 7he jew
of Mala rather than The Merchant of Venice.
In the late 18th century, *Mozart saw Shake-
spearian characters performed by Emanuel
Schikaneder in the popular Viennese tradition.
When he attempted to revolutionize the opera,
Mozart expressly referred to Hamlet. Franz
*Schubert wrote three lieder with texts adapted
from The Two Gentlemen of Verona, Antony and
Cleopatra, and Cymbeline (1826).

During the first decades of the 20th century
there was another remarkable period of Shake-
spearian activity. After Sigmund *Freud had
started interpreting Shakespearian characters
using his own psychoanalytical theory, Hugo
von Hofmannsthal wrote his tragedy Elektra
(1904, used as an opera libretto by Richard
Strauss), in which the protagonist in certain
respects both resembles Hamlet and contrasts
with him. The great language critic Karl Kraus
adapted some Shakespearian plays and made a
rather free German translation of the Sonnets
(1932). Shakespeare was first performed at the
annual Salzburg Festival in 1927, when Max
Reinhardt delighted the audience with his won-
derfully poetic A Midsummer Night’s Dream.
A considerable number of Shakespearian high-
lights were presented in the history of this fes-
tival. In 1992 and the two following years, the
productions of the Roman plays, two directed
by Peter Stein and one by Deborah Warner,
were spectacular, albeit controversially received,
Salzburg events.

From the major Viennese and other Austrian
theatres the renowned Vienna Burgtheater with
its important contributions to theatre history
must be singled out. Since the 1960s it has been
particularly active in the field of Shakespeare
reception. A memorable achievement was, for
example, Leopold Lindtberg’s staging of the
histories in 1964. In 1985/6 Klaus Maria
Brandauer played Hamlet over 1oo times.
Under Claus Peymann’s direction there were a
number of much discussed modern produc-
tions at the Burgtheater, such as Peter *Zadek’s
Merchant of Venice (1988), in which Shylock’s
behaviour was an intentional response to the
profiteering Christians who despised him. The
great Austrian actor and director Fritz *Kortner
had already taken a similar approach in a mov-
ing Austro-German TV production in 1968.
George Tabori has become well known for his
innovative theatrical work on Shakespeare, for

example, with his version of King Lear, based on
the text by Erich Fried, the most prominent
Austrian Shakespeare translator. It was per-
formed at the Bregenz Festspiele in 1988 by six
women, as this production centred entirely on
the tragedy’s often neglected sexual aspects.
There are interesting Shakespearian echoes in
Ingeborg Bachmann’s fine poem ‘Béhmen liege
am Meer’ (Bohemia on the Sea, 1964), and in
Thomas Bernhard’s play Minetti (1977). In
Gerhard Rishm’s Opbelia und die Wirter
(Ophelia and the Words, 1969) her acting
‘partners’ are her own words rather than dra-
matic persons. Gertrud Fussenegger has written
short stories about Ophelia, Jessica, and a fictive
sister of Juliet (Shakespeares Tochter (Shake-
speare’s Daughters), 1999). WR

Austria, Duke of (Limoges). He first supports
and then deserts Arthur, and is killed by the
Bastard, King John 3.2. AB

Austringer, Gentleman. He takes a petition
from Helen to give to the King of France, Ail’s
Well That Ends Well s.1. An austringer (some-
times spelt ‘astringer’) is a falconer. See HUNT-
ING AND SPORTS. AB

authenticity. In the 17th century, the term
‘authenticity’ applied primarily to abstract
principles (reasons, rules, doctrines) that were
undeniable, approved by all. By the end of the
18th century, the word had come to be applied
to concrete terms. Shakespearian scholars, be-
ginning with Edmond *Malone, have since
engaged in a Grail quest for Shakespeare’s au-
thentic texts, authentic *signatures, and au-
thentic *portraits. ER
de Grazia, Margreta, Shakespeare Verbatim: The
Reproduction of Authenticity and the 1790 Ap-
paratus (1991)
Orgel, Stephen, “The Authentic Shakespeare’,
Representations, 21 (1988)

Authorship Controversy, a term used to de-
scribe the various attempts which have been
made to persuade the world that Shakespeare’s
works were not written by Shakespeare.

This curious and seemingly unstoppable
phenomenon, Shakespearian scholarship’s dis-
torted shadow, began in obscurity with the
Warwickshire cleric James Wilmot in 1785 (see
BACONIAN THEORY), and approached its classic
form in Joseph Hart’s little-read 7he Romance of
Yachting (1848, see below), but it only becomes
fully visible with the publication of Delia
*Bacon’s article “William Shakespeare and his
Plays; an Inquiry Concerning Them’ in
Putnam’s Magazine (1856). Delia Bacon darkly
attributes the Shakespeare canon to her name-
sake Sir Francis, or perhaps to an occult com-
mittee dominated by him. Since then other
champions have credited the plays to *Bacon
alone, to Christopher *Marlowe, to the sth Earl
of *Rutland, to the 6th Earl of *Derby, to the
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17th Earl of *Oxford, and even to Queen
*Elizabeth 1, among many others. The contro-
versy has itself become an object of scholarly
attention, as generations of Shakespearian critics
have wondered why it should be so much easier
to get into print with bizarre untruths about
Shakespeare than with anything else on the
subject. Many commentators have paid reluc-
tant tribute to the sheer determination and in-
genuity which ‘anti-Stratfordian’ writers have
displayed—indeed, have invariably had to dis-
play, since any theory suggesting that the theatre
professional William Shakespeare did not write
the Shakespeare canon somehow has to explain
why so many of his contemporaries said that he
did (from *Heminges, *Condell, *Jonson, and
the other contributors to the Folio through
Francis *Meres and the Master of the Revels to
the parish authorities of *Holy Trinity in
Stratford, to name only a few), and why none of
the rest said that he did not. Most observers,
however, have been more impressed by the
anti-Stratfordians’ dogged immunity to docu-
mentary evidence, not only that which confirms
that Shakespeare wrote his own plays, but that
which establishes that several of the alternative
candidates were long dead before he had fin-
ished doing so. ‘One thought perhaps offers a
crumb of redeeming comfort,” observed the
controversy’s most thorough historian, Samuel
*Schoenbaum, ‘the energy absorbed by the
mania might otherwise have gone into politics.’
Schoenbaum’s account (which provides a valu-
able survey of earlier literature) has been sup-
plemented since by more philosophical accounts
of the origin and development of the phenom-
enon.

By the middle of the 19th century, the
Authorship Controversy was an accident wait-
ing to happen. In the wake of *Romanticism,
especially its German variants, such transcend-
ent, quasi-religious claims were being made for
the supreme poetic triumph of the Complete
Works that it was becoming well-nigh impos-
sible to imagine how any mere human being
could have written them at all. At the same time
the popular understanding of what levels of
cultural literacy might have been achieved in
16th-century Stratford was still heavily influ-
enced by a British tradition of *bardolatry (best
exemplified by David *Garrick’s Shakespeare
*Jubilee) which had its own nationalist reasons
for representing Shakespeare as an uninstructed
son of the English soil, a thoroughly native ge-
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nius who had out-written the world without
any help from foreign or classical literary
models. These two notions—that the Shake-
speare canon represented the highest achieve-
of human culture, while William
Shakespeare was a completely uneducated rustic
—combined to persuade Delia Bacon and her
successors that the Folio’s title page and pre-
liminaries could only be part of a fabulously
elaborate charade orchestrated by some more
clevated personage, and they accordingly mis-
read the distinctive literary traces of Shake-
speare’s solid Elizabethan grammar-school
*education visible throughout the volume as
evidence that the ‘real’ author had attended
Oxford or Cambridge. This misapprehension
was reinforced by the 19th century’s deepening
sense that there was an absolute boundary be-
tween Poetry (a disinterested manifestation of
high culture) and the live theatre (a mercenary
form of vulgar entertainment). At a time when
the theatrical dimension of the works was es-
pecially ill understood (the plays heavily cut and
altered to fit the contemporary stage, and read
by critics after Charles *Lamb as sublime poems
rather than as practical scripts), it became pos-
sible, perversely, for the fact that William
Shakespeare had been a known professional
actor and man of the theatre to be cited as evi-
dence that he could not have written the plays
rather than as corroboration that he did.

As this factor and the privileged birth of the
principal claimants suggest, the Authorship
Controversy, consciously or not, is very largely
about class. The social assumptions behind
Bacon’s view that the plays are too lofty to have
been written by a middle-class Warwickshire
thespian are shared, for example, by Colonel
Joseph C. Hart, who anticipated the contro-
versy proper in his The Romance of Yachting
(1848). Apparently ignorant of any editions
prior to 1709, Hart claimed that Nicholas
*Rowe and Thomas *Betterton had cynically
misattributed the plays, really written by teams
of unnamed ‘university men’, to Shakespeare,
who had in fact contributed only their more
obscene passages. These are often just the pas-
sages which Alexander *Pope’s edition had
identified a century earlier as vulgar un-
Shakespearian interpolations by ‘the players’,
and Hart is typical of many anti-Stratfordians
since in hereby unselfconsciously reproducing
the snobbish and anachronistic judgements of
*neoclassical criticism, only with Shakespeare

ment

AYSCOUGH, SAMUEL

himself placed outside the pale of respectable
authorship rather than just certain unacceprably
‘low’ aspects of his writings.

It is'worth noting that the controversy also
has a national dimension: both Hart and Delia
Bacon were Americans, and blue-blooded can-
didates for the authorship continue to find their
most eager (and munificent) supporters in the
United States—a country whose citizens, long
emancipated from the British monarchy and
aristocracy, apparently find it easier to entertain
romantic fantasies about their unacknowledged
talents than do the British themselves. Members
of other nationalities, too, have enjoyed the
sense that they know the ‘real” Shakespeare bet-
ter than do his compatriots: during the carly
20th century German conspiracy theorists
particularly favoured the Earl of Rutland, for
example, though their French counterparts
preferred the Earl of Derby, and in Austria
Sigmund *Freud, in a classic instance of the
fantasies about secret aristocratic origins which
he had identified in children, placed his faith in
the Earl of Oxford. MD

Bate, Jonathan, The Genius of Shakespeare (1997)

Garber, Marjorie, Shakespeare’s Ghost Writers
(1987)

Matus, Irvin Leigh, Shakespeare, in Fact (1999)

Schoenbaum, Samuel, Shakespeare’s Lives (1970,
rev. edn. 1991)

Autolycus, a singing pedlar, deccives and robs
the rustics in Acts 4 and 5 of The Winter’s Tale.
AB

Auvergne, Countess of. She attempts to take
Talbot prisoner but has to beg forgiveness when
his soldiers arrive, 1 Henry vi 2.4. AB

Ayrer, Jakob (1543-1605), popular German
playwright who worked in Nuremberg, writing
carnival plays and musical dramas. The latter
were influenced by the English companies who
toured Germany in the 1590s. Two of his plays
are thought to share their sources with Shake-
speare’s Much Ado About Nothing and The
Tempest. RM

Ayscough, Samuel (1745-1804), an assistant
librarian at the British Museum, whose Index to
the Remarkable Passages and Words Made Use of
by Shakespeare (1790) was the first *concord-
ance, listing words alphabetically and locating
them by play, act, scene, page, column, and line
number, keyed to his own edition of Shake-

CMSA

speare.
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Max Beerbohm's wry reductio ad absurdum of the Baconian theory, ‘William Shakespeare, his method of work, from The Poets’ Corner, 1904.



Babion. The ‘He-babion’ and ‘She-babion’
(sometimes spelled ‘bavian’: baboon) are among
the rustic dancers who perform in 7he Two
Noble Kinsmen 3.5. AB

Bach, Carl Philip Emanuel (1714-88), German
composer, the most famous son of Johann Se-
bastian Bach. Although he did not set any
Shakespeare texts himself, the sixth sonata of his
Achtzebn Probestiicke in sechs Sonaten (W63/6)
was adapted by Heinrich Wilhelm von
Gerstenberg in 1767 as a song with the words
“To be or not to be’. Consequently it became
known as Bach’s ‘Hamlet’ Fantasia. IBC

Bacon, Delia (1811—59), American writer and
conspiracy theorist, who became convinced in
the late 1840s that Shakespeare’s plays had been
written by Sir Francis *Bacon. With some en-
couragement from *Emerson she sailed to
England in 1853, and with his help published
‘William Shakespeare and his Plays: An Inquiry
Concerning Them’ in Putnam’s Magazine in
1856, the article credited (if that is the word)
with initiating the *Authorship Controversy.
The well-nigh incomprehensible (and largely
unread) The Philosophy of the Plays of Shakspere
Unfolded (which never mentions Bacon by
name) followed in 1857. After an aborted at-
tempt to dig up Shakespeare’s grave in Stratford
Bacon became wholly mad, and died in an in-
stitution in 1859. MD

Bacon, Francis (1561-1627), the greatest Eng-
lish philosopher of early modern times. Some
people (not many) think him to have written
the works of Shakespeare (see Bacon, DELia;
BACONIAN THEORY). The son of an eminent
statesman, Bacon began his career as an ambi-
tious young lawyer, using every available means
to get government office and often in debt. He
was involved in the prosecution of the Earl of
*Essex after his abortive rebellion (1601), and his
Declaration of the Practices and Treasons . ..
Commutted by ... Essex (1601) refers to the
production of Shakespeare’s Richard 1r staged
on the day before the rising. His fortunes im-
proved after 1606, when he married a rich man’s
daughter. He eventually rose to become Lord
Chancellor (1618), but was dismissed from ofhice
three years later for taking bribes, and died as he
began, in debt. In the 1590s he contributed
speeches to entertainments at the Inns of Court;
later he wrote a History of Henry v (1622) and
an account of an imaginary intellectual society
(The New Atlantss, 1627). But his chief literary
achievement was the Eissays, first published in
1597, and revised and expanded in two later
editions (1612 and 1625). These offer shiftily
sophisticated commentaries on ideas (Truth,
Revenge, Love, Superstition), institutions
(Marriage, Kingdoms, Ceremonies), activities,
and people, involved, for the most part, in what
preoccupied Bacon obsessively: the struggle for

wealth and power. His great project as a phil-
osopher was to write a complete account of the
state of knowledge in his time, which he called
the Insmauratio magna (The Great Renewal).
One part of this he finished was the introduc-
tion, Of the Advancement of Learning (1605),
which was mainly concerned with the problem
of getting it done. RM

Jardine, Lisa, and Stewart, Alan, Hostage ro For-
tune: The Troubled Life of Francis Bacon (1998)

Bacon, Mathias See Brackrriars GATE-

HOUSE.

Baconian theory, a term for the notion that
Shakespeare’s works were really written by Sir
Francis *Bacon, the first phase of the *Author-
ship Controversy.

Although first espoused in print by Delia
*Bacon in 1856—closely and more compre-
hensibly followed in 1857 by Dr William Henry
Smith, author of Bacon and Shakespeare: An In-
quiry Touching Players, Playhouses, and Play-
Writers in the Days of Elizabeth—this idea had
independently occurred in 1785 to the Revd
James Wilmot, rector of *Barton-on-the-Heath,
near Stratford, but at the age of 8o Wilmot,
perhaps renouncing the heresy, had all his pa-
pers on the subject destroyed, and we know of
his speculations only from an Ipswich antiquary
who had visited him in 1805.

Smith claimed that Shakespeare’s works were
o0 refined to have been written by a mere actor
from Warwickshire, and on the basis of alleged
verbal parallels between the Shakespeare canon
and the published writings of Bacon (such as the
supposed resemblance between ‘Nor are those
empty hearted, whose low sound | Reverbs no
hollowness” and ‘For the sound will be greater
or less, as the barrel is more empty or more full’)
he arttributed them to Sir Francis, who had
elaborately concealed his authorship due to the
social stigma attached to writing for the stage.

This hypothesis found particular favour
among readers keener to find occult Neopla-
tonic allegory than drama in the plays, such as
the American judge Nathaniel Holmes (who
published The Authorship of Shakespeare in
1866), and it was later offered dubious support
by the American spiritualist Ignatius Donnelly,
whose The Great Cryptogram: Francis Bacon's
Cipher in the So-Called Shakespeare Plays (1888)
purports to find clues to Bacon’s authorship
concealed in the Folio in a complex (and wholly
inconsistent) mathematical code. Later Baco-
nians elaborated even on Donnelly’s version of
the theory: Dr Orville Ward Owen, for ex-
ample, devised a vast ‘decoding’ machine, by
which, according to the five volumes of Sir
Francis Bacon’s Cipher Story (1893—s), he was
able to discover that the Shakespeare canon
contained Bacon’s autobiography and revealed
that he was really the son of Elizabeth 1 by the
Earl of Leicester.




BADDELEY, SOPHIA

Baconianism had its heyday in the last decade
of the 19th century and the first of the 20th
(enlisting Mark *Twain among its disciples,
whose erratic and intemperate Is Shakespeare
Dead? appeared in 1909), but although there is
still a Bacon Society (founded in 1886) it has
since lost ground among Shakespearian con-
spiracy theorists, most of whom now prefer to
attribute the canon to other aristocrats, or to
Elizabeth herself. MD

Harbage, Alfred, ‘Shakespeare as Culture Hero’,

in Conceptions of Shakespeare (1966)

Schoenbaum, Samuel, Shakespeare’s Lives (1970)

Baddeley, Sophia (?1745-86), a fashionable
and popular English actress, who played Ophe-
lia, Cordelia, and Imogen early in her career at
Drury Lane and was later successful as Olivia.
She sang in Judith (Arne) at the 1769 Stratford
*Jubilee and in Garrick’s subsequent Drury
Lane show. An engraving of her as Joan la
Pucelle accompanies 1 Henry vi in *Bell’s

Shakespeare (1776). CMSA

Badel, Alan (1923-82), British actor. A player
of great flair, he appeared in 1950 at Stratford-
upon-Avon as Claudio in Measure for Measure
and as Lear’s Fool. He vividly proved his ver-
satility the next season as Ariel and as a dod-
dering Justice Shallow. At the *Old Vic he was
Romeo to Claire *Bloom’s Juliet. He returned
to Stratford in 1956 to play Berowne, Lucio in
Measure for Measure, and a mercurial Hamlet.
In 1970 he acted Othello at Oxford. MJ

‘bad’ quartos. See QuARrTOS.

Bagehot, Walter (1826—77), English economist
and constitutional theorist. His essay ‘Shake-
speare’ (Prospective Review, 1853), revised as
*Shakespeare: The Individual’ and retitled as
‘Shakespeare the Man” in Hutton’s 1879 edi-
tion, displays limited biographical knowledge,
but derives a sympathetic and sentimental pic-
ture of Shakespeare’s character from a reading

of the plays. ™

Bagley, Edward (fl. 1647—75), citizen and pew-
terer of London, kinsman, executor, and re-
siduary legatee of Shakespeare’s granddaughter
Elizabeth Bernard (Hall). He acquired property
that had belonged to Shakespeare, including
*New Place, which he sold to Sir Edward
Walker in 1675. He sold the *Blackfriars Gate-
house in 1667 to Sir Heneage Fetherston, hav-
ing bought it probably in 1647. N4

Bagot, onc of Richard’s supporters, accuses
Aumerle of Gloucester’s death before Boling-

broke, Richard 11 4.1. AB
bagpipe, found throughout much of England

as well as in Scotland during Shakespeare’s time
(e.g. the ‘Lincolnshire bagpipe’ in 1 Henry 1v
1.2.76). Its status had been higher in medieval
England. /B

Baldwin, Thomas Whitfield (1890-1984),
American scholar of copious and exhaustive
learning. His Organization and Personnel of the
Shakespearian Company (1927), William Shake-
speare’s Five-Act Structure (1947), and Smalle
Latine and Lesse Greeke (2 vols., 1947) are im-
portant works of research and scholarship, re-
vealing Shakespeare’s complex inheritance from
classical and Elizabethan culture. ™

Bales, Peter (1547-1610), a calligraphist, who
was employed in connection with state service
and intercepted letters. Bale’s The Wriring
Schoolmaster (1590) contains a section on short-
hand, expanded in 1597 and published as The
Art of Brachygraphy. However, the system seems
too cumbersome to have been much use re-
cording plays in performance. CS

ballad, a narrative strophic song, often trad-
itional. Shakespeare frequently quotes from, or
alludes to, ballads and *broadside ballads, e.g.
*‘king Cophetua and the Beggar Maid’. /B

ballet. Dancing contributes essentially to at
least twelve of Shakespeare’s plays, but late
17th-century semi-operas like The *Fairy Queen
(1692), which translated A Midsummer Night’s
Dreaminto a spectacle with dances, set a pattern
for versions of certain plays which persisted into
the 20th century. The earliest complete Shake-
spearian ballets, however, derived from the
tragedies—Eusebio Luzzi’s Romeo and Juliet
(Venice, 1785), Charles Le Picq’s Macbeth
(London, 1785), Francesco Clerico’s Hamlet
(Venice, 1788), Salvatore Vigand’s Coriolanus
(Milan, 1804) and Orhello (1818), and Vincenzo
Galeotti’s Romeo and Juliet (Copenhagen, 1811).
Louis Henry’s Hamlet (Paris, 1816) had a happy
ending.

The Romantic movement, the development
of dancing on pointe in the early 19th century,
and the consequent domination of the ballerina
did not favour Shakespearian ballets, although
the greatest Romantic ballet, Giselle (Paris, 1841),
has been likened to Hamlet in its histrionic
demands. Not until Marius Petipa’s one-act 4
Midsummer Night'’s Dream to Mendelssohn’s
overture (St Petersburg, 1876) was a significant
dancework based on one of the comedies. The
letter scenes in Twelfth Night gave Antony
Tudor the basis for his first ballet, Cross-
Garter'd (London, 1931); Andrée Howard set a
one-act Twelfih Nightto Grieg (London, 1942);
Boris Eifman used Donizetti for his near-
farcical version (Leningrad, 1984). Vladimir
Bourmeister’s  full-length  Merry  Wives of
Windsor (Moscow, 1942) followed its source
closely. The Taming of the Shrew has been cho-
reographed by Maurice Béjart (Paris, 1954), Kai
Tai Chan (Sydney, 1986), who set the story in
Chinaand Australia, and pre-eminently by John
Cranko, whose 1969 version for the Stuttgart
Ballet quickly entered the international reper-

toire. John Neumeier turned, unusually, to As
You Like Itfor his Mozart und Theme aus ‘Wie es
euch gefallt’ (Salzburg, 1988), but The Tempest
inspired Glen Tetley (Schwetzingen, 1979) and
Rudolf Nureyev (Paris, 1984) among others.

The overwhelmingly favourite comedy for
choreographers is A Midsummer Night's Dream.
Mikhail Fokine revised Petipa (St Petersburg,
1906), George Balanchine chose it for his first
wholly original full-length ballet (New York,
1962), and Frederick Ashton created a one-act
masterpiece, The Dream, for the Royal Ballet’s
Shakespeare quatercentenary programme (Lon-
don, 1964). Swiss choreographer Heinz Spoerli
developed four related versions (1976—94).
Others using the play include Neumeier
(Hamburg, 1977), Pierre Lacotte (Rome, 1988),
Laszlé Seregi (Budapest, 1989), Harold Collins
(Brisbane, 1990), Bruce Wells (Detroit, 1993),
and Veronica Paeper (Cape Town, 1993).

The tragedies have attracted choreographers
since the 18th century, and José Limén’s The
Moor’s Pavane (New London, Conn., 1949), an
clegant interpretation of Othello for four dan-
cers, was probably the most performed Shake-
spearian ballet of the 20th century. Other
notable Orbello ballets are those by Erika Hanka
(Vienna, 1955), Tatjana Gsovsky (Berlin, 1956),
Jiri Nemecek (Prague, 1959), Vakhtang
Chaboukian (Tbilisi 1957), Garth Welch (Syd-
ney, 1968), Neumeier (Hamburg, 1985), and
Dmitri Bryantsev (Moscow, 1994). The Kerala
Kalamandalam Dance Troupe’s Kathakali King
Lear (Kerala, 1989) and the ever-imaginative
Béjart’'s King Lear-Prospero (Lausanne, 1994)
are two of very few King Lear ballets. The in-
fluential modernist Pina Bausch worked on a
Macbeth project (1979, 1985), one of several,
particularly Central European, choreographers
to draw on the Scottish play. The most signifi-
cant Hamlet ballet remains Robert *Help-
mann’s one-act representation of images in the
dying prince’s mind (London, 1942); Bronislava
Nijinska’s version with herself as the hero
(Paris, 1934) failed, but those of later choreo-
graphers including Victor Gsovsky (Munich,
1950), Konstantin Sergeyev (Leningrad, 1970),
Chaboukiani (Thbilisi, 1971), Neumeier (New
York, 1976), Jonathan Taylor (Dunedin, 1992),
and Barry Moreland (Perth, W. Australia, 1993)
won praise.

Of all the plays, Romeo and Julierhas inspired
by far the most ballets. Most have used Sergei
Prokofiev’s score, commissioned for Moscow’s
Bolshoi Theatre in 1935 but rejected as ‘un-
danceable’; the first ballet to Prokofiev was by
Czechoslovakian Vana Psota (Brno, 1938). The
first Russian version was Leonid Lavrovsky’s
(Leningrad, 1940). Others using the same music
include Ashton (Copenhagen, 1955), Cranko
(Venice, 1958), Kenneth Macmillan (London,
1965), Nureyev (London, 1977), and Seregi
(Budapest, 1985). Antony Tudor took music by
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Delius (New York, 1943), Béjart (Brussels, 1966)
and others *Berlioz, a few *Tchaikovsky. Je-
rome Robbins’s integral choreogaphy for his
and Leonard Bernstein’s West Side Story (New
York, 1957) profoundly influenced dance in
musical theatre, and deconstructionist Angelin
Preljocaj (Lyon, 1990) set the story in a modern
police state. Most late 20th-century ballet com-
panies, large or small, had in their repertoire a
Romeo and [Julier production, from a pas de

deux to a full-length work. ABr
Bremser, Martha (ed.), International Dictionary
of Ballet (1993)
Brissenden, Alan, Shakespeare and the Dance
(1981)
Cohen, Selma Jeanne (ed.), International

Encyclopedia of Dance (1998)
Koegler, Horst, The Concise Oxford Dictionary of
Ballet (2nd edn. 1977)

Balthasar. (1) Invited to the house of Anti-
pholus of Ephesus, he advises him against
breaking in, 7he Comedy of Errors3.1. (2) He is
Romeo’s servant in Romeo and Juliet. (3) He is
one of Portia’s servants in The Merchant of
Venice. (4) Don Pedro’s attendant, he sings
**Sigh no more’ in Much Ado About Nothing2.3.

AB

‘Balthasar”. See PoRrtia.

Bandello, Matteo (?1480-1562), Italian court-
ier, priest, soldier, and writer. Between 1554 and
1573 Bandello published his Novelle, a collection
of 214 prose romances. Through this edition
and the translations that followed, notably the
Histoires tragiques (1559—1582) by Boiastuau and
Belleforest, and Cermin Tragical Discourses
(1567) by Geoffrey Fenton, the Novellebecame a
popular resource for English dramatists. The
stories of Romeo and Juliet, Much Ado About
Nothing, and Twelfth Night are all found here.
Although it is doubtful that Shakespeare used
the [talian original, a few minor details in Much
Ado and Twelfth Nighr allow for this possibility.

JKS

banditti (thieves) are ‘charmed’ from their
profession by Timon, Timon of Athens 4.3.
AB

Bankside, an area of land, now located within
the London Borough of Southwark, which takes
its name from the medieval embankment built
along the front of the River Thames. Bankside
extends from the Thames in the north to Park
Street in the south and from Bankend in the east
to Paris Garden in the west. The land was situ-
ated within the Liberty of the Clink, in the
manor of the bishops of Winchester, although
the bishops had alienated most of the land by
the 15th century. After the 16th-century
Henrician dissolution, monastic land remained
at Liberty outside of the jurisdiction of city
authorities, although two of Bankside’s attrac-
tions (*prostitution and commercial fishponds)
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had already become established by the 14th
century. The district also became known as ‘the
Stews’, from the stewponds (fishponds) and
stewhouses (brothels): the word apparently de-
rives from the French estu/, meaning a case or
sheath or a tub for keeping fish in a boat.
Topographically, Bankside is a low-lying area
which was subject to flooding by the Thames.
The nature of the ground meant not only that
fishponds were easy to establish but also that the
Surrey and Kent Sewer Commissioners main-
tained a vigilant watch on the sewers and ditches
in the area. The records of the Sewer Com-
missioners often provide valuable evidence
about property ownership on Bankside.
Proximity to the Thames meant that
Bankside was within easy access for inhabitants
of the city who could cross the river either by
foot on London Bridge or by using transport
provided by the Thames watermen. Close to the
city, but outside the jurisdiction of the city au-
thorities and the Surrey justices, Bankside de-
veloped as an area of ill-regarded activities, with
the construction of animal-baiting pits and
playhouses. However, indirect attempts to
regulate activities on Bankside included an edict
from the city which banned boatmen from
taking anybody to Bankside between sunset and
sunrise and forbade them from tying up within
20 fathoms (36 m) of the shore. RSB
Carlin, M., Medieval Southwark (1996)
Johnson, D., Southwark and the City (1969)
Mullaney, Steven, The Place of the Stage: License,
Play and Power in Renaissance England (1988)
Survey of London, XXII, Bankside (The Parishes
of St. Saviour and Christchurch Southwark)
(1950)

Banquo, Macbeth’s comrade-in-arms, hailed
by the witches as the founder of a line of kings.
Killed by his colleague’s three murderers, 3.3,
his *ghost terrifies Macbeth at a feast, Macbeth
3.4. AB

‘Baptista’. See PLAYERs.

Baptista Minola, the father of Katherine and
Bianca in The Taming of the Shrew. AB

Barber, Samuel. Sce OPERA.

Barbican. Named after a former fortress on
London’s city wall, and briefly the location of a
theatre for apprentice actors in the late 17th
century, this is now the site of the Barbican
Centre, opened in 1982, the London home of
the *Royal Shakespeare Company, the London
Symphony Orchestra, and the Guildhall drama
school, among much else. The area where this
ambitious but little-loved development now
stands was heavily damaged by bombing in the
Second World War, although Shakespeare’s
sometime lodgings with the *Mountjoy family
in nearby Silver Street had vanished long before.
Surviving within the Barbican complex is the
church of St Giles Cripplegate, built c.1545-50,

BARKSTED, WILLIAM

which holds monuments to John Speed and
John *Milton. RSB

Pevsner, N., London, i: The Cities of London and
Westminster, rev. B. Cherry (3rd edn. 1989)

Barbican theatre. See Barsican; RovaL
SHAKESPEARE COMPANY.

Bardolph, a tapster (barman) in The Merry
Wives of Windsor and one of Falstaff's com-
panions in 2 Henry 1v (and in most editions of r
Henry 1v, see HARVEY), becomes a soldier in
Henry v, and is condemned to hang for theft,
3.6. AB

Bard, sometimes extended to ‘the Bard of
Avon’, a widespread nickname for Shakespeare,
once reverent but now usually used at least
half-facetiously. Identifying Shakespeare as the
chronicler of his tribe’s golden age—implicitly,
an English *Homer—the term was first com-
monly applied to Shakespeare around the time
of David *Garrick, one of whose songs at the
*Jubilee in 1769 proclaimed that “The bard of all
bards was a Warwickshire bard.’ MD

bardolatry, a term for the uncritical, quasi-
religious worship of Shakespeare’s genius, par-
ticularly in its *Romantic and 19th-century
variants. The term was first coined by the ag-
nostic George Bernard *Shaw in 1901, and owes
something to Ben *Jonson’s remark that he
loved Shakespeare and honoured his memory
‘on this side idolatry, as much as any’ (in Dss-
coveries, ¢.1630). David *Garrick made no such
qualification in 1769, when he adapted a phrase
from Romeo and Juliet in his *Jubilee ode—"Tis
he, ’tis he, | “The god of our idolatry!” "—and
Shaw’s distaste for this attitude to Shakespeare
is anticipated by William Cowper’s attack on
Garrick’s whole festival as blasphemous in his
poem The Task (1785). MD

Babcock, R. W., The Genesis of Shakespeare
Idolarry, 1766-1799 (1931)

Dividhazi, Peter, The Romantic Cult of Shake-
speare: Literary Reception in Anthropological
Perspective (1998)

Holderness, Graham, ‘Bardolatry’, in 7he
Shakespeare Myth (1988).

Bardolph, Lord. One of the rebels against
Henry, he is mentioned as having been defeat-
ed, 2 Henry 1v 4.3.97—9. AB

Baring, Maurice (1874-1945), English novelist,
essayist, poet, and playwright, credited with
helping to introduce Chekhov into Britain. His
Unreliable History (1934) includes travesties of,
among others, Shakespeare with a rehearsal of
Macbeth at the Globe theatre and a letter from
Goneril to her sister Regan: ‘1 have writ my
sister’. ™

Barksted, William (c1590-1616), actor and
playwright. Barksted was called a ‘fine Com-
edian’ for his performances with the Children of
the Queen’s Revels and other Jacobean troupes.



The marnage of Romeo and Juliet: the Bolshoi Ballet, 1946, dancing to the Prokofiev score they had earlier rejected as ‘undanceable’ Alexer Bulgakov as Friar Laurence, Galina
Ulanova as luliet, Mikhail Gabovich as Romeo.



In his poem Myrra, the Mother of Adonis (1607),
he urges that Shakespeare’s ‘art and wit” deserve
the ‘laurel’, significant praise from a rival actor.

PH

Barnadine, a murderer who comically refuses
to be executed and is ultimately pardoned by
Duke Vincentio, Measure for Measure 5.1.479—
84. AB

Barnardo (Bernardo), a sentinel, describes the
*ghost of Hamlet’s father to Horatio, Hamlet
1.1.33—7. AB

Barnes, Barnabe (1571-1609), sonneteer. He
was famous as a braggart and composer of
flamboyant and often intensely erotic verse, and
is one of several candidates for the role of the
rival poet mentioned in Shakespeare’s Sonnets.
Born the son of the Bishop of Nottingham, he
first went to Oxford, then accompanied the Earl
of Essex on his expedition to Normandy in 1591.
His brief military career formed the basis of his
bragging, according to Thomas *Nashe. In 1593
he published a celebrated collection of poems,
Parthenophil and Parthenophe, which proclaims
its debt to *Sidney’s Astrophil and Stella (1591).
The collection begins as a sequence of sonnets
interspersed with madrigals, followed by a var-
iety of experiments in different verse forms:
sestinas, elegies, odes, pastoral lyrics, and others.
The sonnets are characterized by their vigorous
articulation of male sexual fantasies, frustra-
tions, and emotional crises—what Barnes aptly
calls his ‘sorrow’s outrage’. In one notorious
sonnet Barnes wishes to become the wine his
mistress drinks so that he may ‘pass by Pleas-
ure’s part’ when she urinates; in another he
castigates his thighs for failing to become vines
encircling the elms of his mistress’s legs. The
sequence closes with an elaborate erotic wish-
fulfilment fantasy involving Parthenophil,
Parthenophe, and an obliging goat. The poems
also parade Barnes’s learning, particularly in the
fields of law and astronomy. Shakespeare’s son-
nets echo them often. Barnes published A Div-
ine Century of Spiritual Sonnets in 1595, as if in
atonement for his earlier collection. But this
does not seem to have marked a transformation
in his personality: in 1598 he was accused of
trying to murder a man with a poisoned lemon.
RM
Doyno, Victor A. (ed.), Parthenophil and
Parthenophe (1971)
Eccles, Mark, ‘Barnabe Barnes’, in C. ]. Sisson
(ed.), Thomas Lodge and Other Elizabethans

(1933)
Roche, Thomas P., Petrarch and the English

Sonnet Sequences (1989)

Barnfield, Richard (1574-1627), poet. He
published homoerotic verse in two collections,
The Affectionate Shepherd (1594) and Cynthia
(1595), the second of which may have provided
hints for both the structure and the content of
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Shakespeare’s sonnet sequence. His Lady
Pecunia (1598) contained the first printed trib-
ute to Shakespeare in verse. RM

Barrault, Jean-Louis (1910-94), French actor-
director of great fame. Starting in 1942 he
played Hamlet in a series of memorable pro-
ductions, some of which he directed. His ver-
sions of Henry vi and Richard mr drew upon
post-war absurdism, and Julius Caesar in 1960
was icily beautiful, designed by Balthus after the

paintings of Andrea Mantegna. DK

Barrett, Lawrence (1838—91), American actor,
whose association with Edwin Booth stretched
(with breaks) from 1863 to 1891 and included
alternating Othello and Iago and playing his
acclaimed Cassius to Booth’s His
Hamlet was said to be imitative of Booth’s; he
was admired as Shylock and Leontes. He toured
with his own company across America. RF

Brurus.

Barry, Ann (1734-1801), sensitive English tra-
gedian, who began her career in York, coming
to prominence in Dublin playing Cordelia to
Spranger Barry’s Lear. She accompanied him to
London in 1767, married him, and scored par-
ticular success as Juliet to his Romeo, Desde-
mona, and later as Rosalind, Beatrice, and
Viola. CMSA

Barry, Elizabeth (c.1658-1713), usually credited
as the first great English actress. She worked
with Davenant, played opposite Betterton, in-
cluding Cordelia, for the Duke’s Company, and
was particularly successful in history and tra-
gedy (although not as Lady Macbeth). The
frontispiece of Rowe’s 1709 Shakespeare shows
her as Gertrude. CMSA

Barry, James (1741-1808), Irish history painter,
active in England. Propelled to fame for his
decoration of the Great Room at the Society for
the Encouragement of Arts, Sciences, and
Manufacture, Barry held ambitious views on
history painting which he put forward in a
pampbhlet entitled An Enquiry into the Real and
Imaginary Obstacles to the Acquisition of the Arts
in England, of 1775. The paintings for the Great
Room, however, failed to bring the artist finan-
cial success. The artist executed three works for
the *Shakespeare Gallery; his King Lear Weeping
over the Dead Body of Cordelia (17868, Tate
Gallery), exhibited at the opening show held by
the Gallery in 1789, was noted as a work which
displayed cerebral intensity. John Williams
(writing under the pseudonym Anthony Pas-
quin) criticized Barry’s work, claiming, ‘Mr
Barry is intellectually superior to his Brethren,
... however, he is not practically so—he ap-
pears to me, like Caesar’s mother, to conceive
too powerfully for the ordinary methods of
deliverance.” Williams’s comment reflects the
artist’s reception in the popular press generally.

cT

BARRYMORE FAMILY

Barry, Spranger (21717-1777), actor and man-
ager, who came to prominence as Othello in
Dublin and then in his 1746 Drury Lane, Lon-
don, debut. As famed for his looks as his tech-
nique, the alternate playing of Hamlet and
Macbeth with *Garrick developed into profes-
sional rivalry culminating in the 1750 ‘Battle of
the Romeos’ when Barry moved to Covent

Garden. CMSA

Barrymore family. The founding parents of
what has become known as America’s theatrical
‘royal family’ were Georgiana Drew (1856~93),
daughter of John and Louisa Lane-Drew, and
Maurice Barrymore (1847-1905), who had
begun his career at the Theatre Royal, Windsor,
in 1872. Maurice Barrymore was blessed with the
natural talents of physique, voice, charm, in-
telligence, and magnetism which all aspiring
actors crave, but dissipated them apparently al-
most wilfully. His most successful role was Or-
lando opposite the exacting Helena Modjeska.
All three of the Barrymores’ children pursued
acting careers: Lionel (1878-1954), Ethel (1879~
1959), and John (1882-1942). Following the
failure of his Macbeth in 1921, Lionel devoted
himself to films as he had done in the early years
of his career. In contrast Ethel was—unil her
mid-sixties—a stage actress, dominating Broad-
way for 40 years, principally in contemporary
plays, though she triumphed when she applied
her natural beauty, grace, and intelligence to
Shakespearian roles (Juliet, 1922; Ophelia and
Portia, both 1925).

For much of his career (until 1925) John
Barrymore combined stage and film work,
achieving acclaim in the two Shakespearian
roles which he essayed: Richard 11 (New York,
1920) and Hamlet (New York 1922, tour 1923—4,
London 1925). Inspiration for his Richard m
came from a red tarantula—with a grey bald
spot on its back—which Barrymore saw in the
Bronx zoo. As Richard, Barrymore glided swiftly
across the stage like some unearthly arachnid.
His preparations were intense. He corresponded
voluminously with the British Museum about
his sword and armour, making 4o trips to an
elderly German armourer in Newark for fit-
tings. For six weeks he worked on his voice with
his coach Mrs Carrington, who suggested that
he throw the “Was ever woman in this humour
wooed?’ speech right out into the auditorium.
Barrymore’s efforts were rewarded as he trans-
formed himself into Shakespeare’s ‘Crookback’.

Hamlet did not necessitate such a thorough
physical transformation, but Barrymore worked
as hard to create his sane and human Prince,
whose strangeness he made plausible. He dis-
regarded tradition and convention, notably in
the closet scene which he invested heavily
with Freudian/Oedipal emotion. Barrymore
achieved 101 consecutive Broadway perform-
ances—one more than Edwin Booth—but
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following his well-received appearance in Lon-
don he forsook the stage for the screen. In 1933
he began tests for a film of Hamler in Techni-
color, but his memory kept failing him and
the project was abandoned. He appeared as
Mercutio in MGM’s film Romeo and Juliet
(1936). Subsequent generations have upheld the
Barrymore acting (if not Shakespearian) trad-
ition, most recently Drew Barrymore (b. 1975).

RF

Morrison, Michael A., Jobn Barrymore, Shake-
spearean Actor (1998)
Peters, M., The House of Barrymore (1990)

Bartholomew, a page, acts as Sly’s wife in the
Induction to The Taming of the Shrew. AB

Bartlett, John (1820-1905), American publish-
er, author of A New and Complere Concordance
or Verbal Index to Words, Phrases, and Passages in
the Dramatic Works of Shakespeare with a Sup-
plementary Concordance to the Poems (1894).
‘Bartlett’ was an essential tool of reference until
the appearance of computer-based concord-
ances in the 1960s. ™

Barton, John (b. 1928), British director, whose
career has been almost entirely with the *Royal
Shakespeare Company. Joining Peter *Hall at
Stratford 1n 1960, he contributed much to
philosophy and style in the early years, par-
ticularly in the realms of verse-speaking, vocal
training, and directorial interpretation. Chiefly
interested in making Shakespeare understand-
able for contemporary audiences, Barton has
never been a purist: he adapted the English
histories into a seven-part cycle called The Wars
of the Roses, directed by Hall in 1963—4, slashing
large sections of text of the Henry vi plays and
adding some 1,000 lines of pseudo-Elizabethan
verse to fill the gaps. He also wrote a successful
platform piece for RSC actors, The Hollow
Crown (1961). His own directing has been con-
sistently intelligent and accessible. Troilus and
Cressida (1968) made the Trojan War into an
erotic experience; welfth Night (1969) stressed
melancholy and fear; Richard 1 (1973) under-
lined the doubled identity of Richard and Bol-
ingbroke by placing two huge escalators on stage
and alternating the actors Richard Pasco and Ian
Richardson in the roles. Barton was the only
member of the original team still closely asso-
ciated with the RSC at the end of the century,
40 years after its founding. A great teacher, his
TV series Playing Shakespeare (published as a
book in 1984) summarized his approach and

Spranger Barry as Romeo to Miss Nossiter's Juliet. ‘Had
| been Juliet to Barry's Romeo," one woman in his
audience s said to have remarked of the balcony scene
in 1750, 'so tender, so eloquent and so seductive was
he, I should certainly have gone down to him!
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BAssIANUS

John Barrymore (1882-1942), perhaps the greatest of the Barrymore dynasty, as a brooding, romantic Hamlet, 1923.

had a large influence on a new generation of
actors. DK
Greenwald, Michael L., Drwrections by Indirec-
tons: John Barton of the Royal Shakespeare
Company (1985)

Barton-on-the-Heath, a village 15 miles (24
km) south of Stratford, home of Edmund
*Lambert, who married Shakespeare’s aunt Joan
(Arden) in or before 1550. Shakespeare may al-
lude to it in The Taming of the Shrew when
Christopher Sly describes himself as ‘old Sly’s
son of Burton Heath’ (Induction 2.17). SwW

Bassanio borrows money from Shylock on
Antonio’s security in order to finance his
courtship of *Portia in The Merchant of Venice.

AB

Basse, William (c1583-c.1653), poer. Basse’s
elegiac sonnet ‘On Mr. Wm. Shakespeare’ cir-
culated extensively in manuscript and was first
printed in 1633; Ben Jonson replies to it in his
own elegy on Shakespeare (1623). Basse assigns
Shakespeare to one grave’s ‘bed” with Chaucer,
Spenser, and Beaumont. Jonson pointedly div-
ides him from those three (he is ‘without a
tomb’). PH

Basset, a Lancastrian, is challenged to a duel by
Vernon (a Yorkist), 1 Henry vr 3.8. The King
refuses to let them fight, 4.1. The incident is not
recorded by *Holinshed. AB

Bassianus, Saturninus’ brother, betrothed to
Lavinia, is murdered by Tamora’s sons in 7itus
Andronicus 2.3. AB



BAssus, PUBLIUS VENTIDIUS

Bassus, Publius Ventidius. See VENTIDIUS.
Bastard. Sec MARGARETON.

Bastard, Philip the. He disclaims his right to
the Falconbridge inheritance and is knighted
‘Sir Richard and Plantagenet’, King John 1.1: he
goes on to give commentaries on the events of
the play. AB

Bastard of Orléans. One of Talbot’s French
adversaries, he presents Joan la Pucelle to
Charles the Dauphin, 7 Henry vr1.3. AB

Bates, John. A soldier in Henry v, Bates talks to
the disguised King Harry, 4.1. AB

Battey, George M. See DEFOE THEORY.
Bavian. See Basion.

Bawd. Wife of a pander, she presents Marina to
Lysimachus in a brothel, Pericles 19. AB

Baylis, Lilian (1874-1937), British theatre man-
ager. The legendary Lady of the *Old Vic on the
Waterloo Road was the niece of the philan-
thropist Emma Cons, who in 1880 transformed
a run-down playhouse in the slums of Lambeth
into the Royal Victoria Coffee and Music Hall
which offered edifying temperance entertain-
ment to the locals. Lilian, largely uneducated
but with some training as a singer and a deep
Christian faith, took over in 1912. Under her
dynamic, frugal management the Shakespeare
seasons began in 1914 and by the time of Baylis’s
death in 1937 the Vic had become the leading
British theatre for Shakespeare (with opera and
ballet established at Sadler’s Wells). Baylis, who
at first nights proudly wore her robes as an
honorary MA of Oxford, was created a Com-
panion of Honour in 1929. My

Findlater, Richard, Lilian Baylis: The Lady of the

Old Vic (1975)

BBC. Sece RADIO, BRITISH; TELEVISION.
BBC Shakespeare. See TELEVISION.

Beadle. He whips the supposed ‘cripple’
Simpcox to make him jump over a stool, The
First Part of the Contention (2 Henry v1) 2.1.155.

AB

beadles. They arrest Mistress Quickly and
Doll Tearsheet, 2 Henry 1vs.4. AB

Bear. [t chases Antigonus off the stage, The
Winter’s Tale3.3.57, giving rise to Shakespeare’s
most famous stage direction: ‘Exit, pursued by a
bear.” The clown describes in comic terms the

bear's slaughter of Antigonus, 3.3.92—9. AB
bear-baiting. Sec ANIMAL SHOWS.
Beargarden. Sce ANIMAL SHOWS; FLAGS;

HEensLowE, PHILIP.
bear gardens. Sce ANIMAL SHOWS.

Beatrice. See MucH Apo Asout NoTHING.

Beauchamp, Richard. See Warwick, EArL OF.

Beaufort, Cardinal. In 1 Henry vr (called the
Bishop of Winchester) he is accused by
Gloucester of having murdered Henry v
(1.4.34); he crowns Henry vi1 in Paris (4.1); and
first appears as a cardinal in 5.1. In The First Part
of the Contention (2 Henry vr) he helps to secure
the disgrace of the Duchess of Gloucester and
Gloucester’s arrest and murder, but dies him-
self, guilt-stricken, 3.3. He is based on Henry
Beaufort (d. 1447). AB

Beaufort, Edmund. See SoMERSET, DUKE OF,

Beaufort, Henry. See BEaurorT, CARDINAL;
SOMERSET, DUKE OF.

Beaufort, John. See SomERsET, DUKE OF.
Beaufort, Thomas. See ExeTer, DUKE OF.

Beaumont, Francis (c1585-1616), poet and
playwright. With John Fletcher he formed the
most celebrated play-writing partnership in
English theatrical history. A member of the
landed gentry, he entered the Inner Temple in
1600 to study law, but started writing plays in-
stead in the mid-1600s. His erotic narrative
poem  Salmacis and Hermaphroditus (1602),
modelled on Marlowe’s Hero and Leander (1598)
and Shakespeare’s Venus and Adonis (1593), takes
its satirical tone from the poetry of John
Marston, especially in the passage where Jupiter
becomes entangled with the corrupt Olympian
legal system. Marston also influenced his first
play, a city comedy called The Woman Hater
(1607). The other play he wrote as sole author,
The Knight of the Burning Pestle (acted 1607;
pub. 1613), is an outstanding example of early
modern metatheatre—theatre that comments
on theatrical practices. In it a grocer and his wife
step out of the audience to hijack the perform-
ance of a comedy, installing their apprentice
Rafe as the hero of the dramatized chivalric ro-
mance they would rather see, and thereby pok-
ing fun at the social ambitions of the Jacobean
mercantile classes. After teaming up with
Fletcher in about 1607, Beaumont wrote many
more serious adaptations of romance for the
stage, which both fed upon and fed into the late
works of Shakespeare. His fine verse epistle to
Ben Jonson, published in Comedies and Tra-
gedies Written by Francis Beaumont and John
Fletcher (1647), celebrates Shakespeare’s natural
talent in terms that anticipate Jonson’s famous
tribute to Shakespeare in the First Folio (1623).
He retired from writing for the stage in 1613
after marrying an heiress. RM
Bliss, Lee, Francis Beaumont (1987)
Clark, Sandra, The Plays of Beaumont and
Fletcher: Sexual Themes and Dramatic Repre-
sentatzon (1994)

Beckett, Samuel (1906-89), Irish writer whose
poems, prose, plays, and even films are perme-

ated with literary reference, sometimes ironic or
parodistic, to the work of his classical predeces-
sors. Beckett the minimalist found in Shake-
speare’s prodigality a vividness of stage and
verbal imagery; a bleak and unrelenting tragic
vision; and an associative richness and precision
of language that is repeatedly drawn upon in
poems such as Echo s Bones (1935); prose fictions,
including Murphy (1937), Company (1980), 1l
Seen Il Said (1981), and Worstward Ho (1983);
the plays Endgame (1958) and Come and Go
(1967); and even the film Ghost Trio (1976).
™

Bedford, Duke of. See JoHN OF LANCASTER,
Lorp.

Beerbohm, Sir Max (1872-1956), English satir-
ical writer and artist. A cartoon ("William Shake-
speare, his method ofwork’ in Poets’Corner, 1904)
shows Shakespeare as complicit plagiarist(see
page 32). Stanley Wells discusses his theatre re-
views in Shakespeare Survey, 29 (1976), while
Craig Brown (Daily Telegraph, 12 June 1999)
complains of their absence from print. ™

Beeston, Christopher (c1580-c1639), actor
(Chamberlain’s Men 1598, Worcester’s/Queen
Anne’s Men 1602-19, Prince Charles’s Men
161922, Lady Elizabeth’s Men 1622—5, Queen
Henrietta’s Men 1625—37) and theatre entre-
preneur. Beeston first enters the theatrical re-
cord in the cast list (contained in the 1616 Folio)
for performances in 1598 of Jonson’s Every Man
in his Humour. By 1602 he was with Worcester’s
Men, who became Queen Anne’s Men in the
new reign, and in 1605 Augustine Phillips de-
scribed Beeston as ‘my servant’ in his will. As a
member of Queen Anne’s Men Beeston formed
a lifelong friendship with Thomas Heywood to
whose Apology for Actors (1612) he contributed
verses. Beeston took over as manager of the
Queen’s Men from Thomas Greene when the
latter died in 1612 and in 1617 he built the
Cockpit in Drury Lane, possibly designed by
Inigo Jones as an adaptation of an existing cir-
cular auditorium. Beeston’s plan to move the
Queen’s Men from their home, the open-air
Red Bull, to the new expensive (and hence ex-
clusive) playhouse was thwarted when city ap-
prentices attacked the Cockpit during their
common Shrove Tuesday rioting. Beeston re-
paired the Cockpit and, appropriately, renamed
it the Phoenix.

After he built the Cockpit/Phoenix, Beeston
was always a member of the playing company
which occupied it: Queen Anne’s (1617-19),
Prince Charles’s (1619-22), Lady Elizabeth’s
(1622—s), Queen Henrietta’s (1625-37), and
finally Beeston’s Boys (1637-9). However, his
role appears to have become solely managerial
and he was repeatedly criticized for sharp busi-
ness practices. On 10 August 1639 Beeston’s son
William is described as ‘governor’ of Beeston’s
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Boys at the Cockpit, which must mean he had
died. His will indicates large debts owed by him
and to him ‘which no-one but my wife under-
stands, where or how to receive pay or take in’,

GE

for which reason he made her executrix.

Beeston, William (¢.1606-1682), an actor and
manager who supplied *Aubrey with material
for his Brief Life of Shakespeare (‘in his younger
years a schoolmaster in the country’), possibly
gleaned from his father Christopher *Beeston
who acted with Shakespeare in Every Man in his
Humour for the Chamberlain’s Men.  CMSA

Beethoven, Ludwig van (1770-1827), German
composer. His Piano Sonatas Op. 31 No. 2
(‘Tempest’) and Op. 57 (‘Appassionata’) were
both inspired by The Tempest, while his String
Quartet Op. 18 No. 2 was apparently inspired by
the vault scene in Romeo and Juliet. His Coriolan
Overture, Op. 62, however, was written for H. J.
von Collin’s tragedy Coriolan and not Shake-
speare’s play. IBC

Behn, Aphra (?1640-1689), a writer and
dramatist who used Shakespeare to defend her-
self against charges of being uneducated (‘Epi-
stle to the Reader’ of The Dutch Lover), and who
defended Shakespeare’s use of ‘obscene’ lan-
guage in Orhello (preface to The Lucky Chance).
Othello is considered influential in the creation
of her noble African hero Oroonoko (1688).
CMSA

Belarius, banished by Cymbeline, has kid-
napped his sons and brought them up in a
Welsh cave, having taken the name ‘Morgan’
(Cymbeline 3.3.106). He reveals his identity and
AB

restores the princes, 5.6.

Belch, Sir Toby. Olivia’s kinsman, he marries
Maria in ‘recompense’ for helping him deceive
Malvolio, Twelfth Night 5.1.361. AB

Belgium. Sec Low CoUNTRIES.

Bell, John (1745-1831), English publisher. In
1773—4, Bell published the first ‘acting edition’
of Shakespeare’s works, ‘As they are now per-
formed at the Theatres Royal in London.
Regulated from the Prompt Books of each
House.” Dedicated to David *Garrick, the edi-
tion provides a record of Shakespeare’s plays as
staged in the later 18th century, including
adaptations such as Nahum *Tate’s King Lear,
with its notorious happy ending, and Garrick’s
Romeo and Juliet with its addition of a scene
between Romeo and Juliet in the tomb. The
edition also contains an introduction and notes
‘both critical and illustrative’ by Francis
*Gentleman. Along with omitting the lines cut
from performances, the edition strove, as
Gentleman notes in his introduction, to remove
‘glaring indecencies’ from Shakespeare’s text
and thus to make it more acceptable to a refined
audience. Gentleman’s notes refer both to the
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plays themselves and to contemporary produc-
tions, in particular to Garrick’s performances.
Known for hiring some of the best artists of the
day to illustrate his publications, Bell provided
each volume with fine engravings, including
frontispieces of contemporary actors and ac-
tresses. He later published additional muld-
volume sets such as ‘Bell’s British Theatre’, an
acting edition of non-Shakespearian drama,
and ‘Bell’s British Poets’. M

Belleforest, Francois de (1530-83), French
poet, translator, and historiographer. Belle-
forest succeeded Pierre Boiastuau as author of
the Histoires tragiques. Published in seven vol-
umes from 1559 to 1582, this collection of prose
tales was repeatedly plundered by English
dramatists. Here, Shakespeare may have found
the plots for Much Ado Abour Nothing, Twelfth
Night, All’s Well That Ends Well, and Hamlet.
The Histoires was based on Bandello’s Novelle
but included tales from other sources, notably
the legend of Amleth. Belleforest translated this
well-known story from the Danish history of
Saxo Grammaticus. His translation was prob-
ably the main source for Shakespeare’s tragedy
and may have suggested Hamlet's excessive
melancholy. JKS

Bell Inn. See inns.
Bell Savage Inn. See 1nns.

Belott-Mountjoy suit. In spring 1612, Shake-
speare gave evidence in a lawsuit brought by
Stephen Belott against Christopher Mountjoy,
a maker of tires, or tiaras—jewelled headdresses
for ladies. Belott, his former apprentice, had
married Mountjoy’s daughter Mary on 19 No-
vember 1604. Some years later Belott quarrelled
with his father-in-law and brought the lawsuit
alleging that Mountjoy had broken promises to
pay a marriage portion of £60 and to leave his
daughter £200 in his will. A former servant
testified that Mountjoy had asked ‘one Mr
Shakespeare that lay in the house’ to act as a go-
between in the marriage negotiations, and
Shakespeare was required to testify. His de-
positions, though not specially revealing, are the
most substantial and accurate reports of words
that he actually spoke (see also GREENE, JoHN
AND THOMAS).

On 11 May 1612 he is described as “William
Shakespeare of Stratford-upon-Avon . .. of the
age of 48 years or thereabouts’. He testified that
he had known Mountjoy and Belott ‘for the
space of ten years or thereabouts’. If accurate,
this means that he had lodged in the house (not
necessarily continuously) for at least two years
before the marriage. He had known Belott
‘when he was servant’ to Mountjoy, and re-
garded him as ‘a very good and industrious
servant’. Mountjoy had shown Belott ‘great
good will and affection’ and had ‘made a mo-
tion’ to him of marriage with his daughter. Mrs

BENFIELD, ROBERT

Mountjoy ‘did solicit and entreat’ Shakespeare
to ‘move and persuade’ Belott ‘to effect the said
marriage’, and Shakespeare had complied.
Mountjoy had promised to give Belott a ‘por-
tion’, but Shakespeare could not remember
exactly what, nor when it was to be paid, nor did
he know that Mountjoy had promised to leave
Belott £200. But he affirmed that Belotr had
been living in the house and that they ‘had
amongst themselves many conferences [con-
versations] about their marriage which after-
wards was consummated and solemnized’. He
knew nothing about ‘what implements and ne-
cessaries of houschold stuff” Mountjoy gave
Belott on his marriage. Other witnesses con-
firmed that the Mountjoys had asked Shake-
speare to persuade Belott to marry their
daughter, and one of them said Shakespeare had
told him that Mountjoy had promised ‘about
the sum of fifty pounds in money and certain
household stuff’. There appears to have been an
intention to call Shakespeare at a second hear-
ing, in June, but no deposition is known. The
case was referred to the overseers and elders of
the French Church in London; they awarded
Belott 20 nobles which Mountjoy, who appears
to have been leading a dissolute life, had not
paid a year later.

Shakespeare’s inability to remember the fi-
nancial settlement has been used as evidence that
he was suffering from a general failure of mem-
ory; but he had had much to think about in the
meantime. SW

Chambers, E. K., William Shakespeare: A Study
of Facts and Problems (2 vols., 1930)

Schoenbaum, S., William Shakespeare: A Docu-
mentary Life (1975, compact edn. 1977)

Wallace, C. W., ‘Shakespeare and his London
Associates .. .", Nebraska University Studies, 10
(1910)

Belvedere; or, The Garden of the Muses, a
dictionary of quotations, published, like * Eng-
land’s Helicon, under the auspices of John
Bodenham, and edited by ‘AM.” (probably
Anthony Munday). 1t contains over 200 ex-
tracts from Shakespeare including at least 92
from Lucrece, 47 from Richard 11, and 35 from
Venus and Adonis. SwW

‘Be merry, be merry, my wife has all,
Shrovetide carol fragment sung by Silence in 2
Henry 1v5.3.33; the original tune is unknown.

JB
Benedick. See MucH Apo ABouT NOTHING.

Benfield, Robert (c.1583-1649), actor (Lady
Elizabeth’s Men c1613, King’s Men c1615—
42). When William Ostler died in 1614 his part
as Antonio in Webster's The Duchess of Malfi
appears to have been taken by Robert Benfield,
who came to the King's Men from Lady
Elizabeth’s Men. On 23 April 1615 Benfield
married Mary Bugge, probably a relative of the


pT.640-1.689

BENSON, SIR FRANK

Dr John Bugges to whom Richard Benfield
(kinsman to ‘Robert Benefeild’) left £15 in his
will. Robert Benfield is named in the actor lists
of Beaumont and Fletcher’s 7he Coxcomb and
The Honest Man’s Fortune for performances
probably by the Lady Elizabeth’s Men in 1613,
as recorded in the 1679 folio of their plays, and
he is named as an actor in the 1623 Folio of
Shakespeare’s plays. The 1679 Beaumont and
Fletcher folio also lists Benfield as a player in
The Mad Lover, The Knight of Malta, The Hu-
morous Lieutenant, The Custom of the Country,
The [stand Princess, Women Pleased, The Little
French Lawyer, The False One, The Double
Marriage, The Pilgrim, The Prophetess, The
Spanish Curate, The Maid n the Mill, The
Lovers” Progress, and A Wife for a Month, all
performed by the King’s Men between 1616 and
1624. In 1619 the renewed patent of the King’s
Men names Benfield as a sharer. As a result of
the sharers” dispute of 1635 he, along with Eliard
Swanston and Thomas Pollard, became a
housekeeper in the Globe and the Blackfriars.
GE

Benson, Sir Frank (1858-1939), English actor
who helped to found the Oxford University
Dramatic Society. He showed an early dispos-
ition towards management and Shakespeare by
mounting Romeo and Juliet at the Imperial the-
atre in 1882. Having played Paris with *Irving at
the Lyceum, in 1883 he acquired control of a
touring company which he expanded to fulfil
his mission of taking Shakespeare’s plays across
the country and beyond.

Though he acknowledged his debt to the
Duke of Saxe-Meiningen’s Shakespeare pro-
ductions—the influence was particularly evi-
dent in the forum scene of Julius Caesar—the
prevailing style of Benson’s productions was
captured by Max *Beerbohm, who likened his
Henry v (Lyceum, 1900) to ‘a branch of uni-
versity cricket’. In the title role Benson was
forthrightly heroic, but he achieved greater
subtlety as the ‘poet-king’ Richard 1.

Benson, loyally supported by his wife Con-
stance, had up to four companies touring at
once and also performed overseas, but his spir-
itual home was Stratford-upon-Avon, where he
ran the annual festival(s) from 1886 to 1919. In
1916 he was knighted on the stage of Drury Lane
at the conclusion of a special, tercentenary
performance of Julius Caesar. Of his four ven-
tures in filming Shakespeare only Richard ur
survives and is included in the BFI video Silent
Shakespeare (1999). RF

Trewin, ] C., Benson and the Bensonians (1960)

Benson, John. See SONNETS; ‘PHOENIX AND
TurTLE, THE.

Benthall, Michael (1917—78), British director.
The lifelong partner of the dancer-actor Robert
*Helpmann (with whom he devised a *ballet

Hamlet in 1942), he won admiration in the
austere post-war years for his visually opulent
Shakespearian productions in collaboration
with painterly designers like Leslie Hurry and
Loudon Sainthill. His Stratford successes (some
starring Helpmann) included a Victorian Ham-
ler and a baroque Tempest. He was director of
the *Old Vic from 1953 to 1962 where within five
years all the First Folio plays were staged with
performers of great achievement or extraordin-
ary promise. By the 1960s his approach had
come to seem old-fashioned and his achieve-
ment has been much underrated. MJ

Bentley, Gerald Eades (1901-94), American
academic, author of The Jacobean and Caroline
Stage (7 vols., 1941-68), an indispensable refer-
ence guide to the authors, plays, actors, and
theatres of Shakespeare’s later career, his con-
temporaries, and successors; see also Shakespeare
and Jonson (2 vols., 1945, 1965); and Shakespeire:
A Biographical Handbook (1961). ™

Benvolio is Montague’s nephew and Romeo’s
friend in Romeo and Juliet. AB

Bergman, Ingmar (b. 1918), Swedish director.
Renowned as a film-maker, Bergman has re-
served Shakespeare for his stage work, though
Hamlet is intertextually woven into Fanny and
Alexander (1982). After directing Macbeth twice
in the 1940s, he returned to Shakespeare late in
his career at the Royal Dramatic Theatre, fo-
cusing (as in his films) on psycho-sexual and
familial relationships, isolating Cordelia in King
Lear (1984) and Ophelia in Hamler (1986) as
silent, ever-present observers. His Winzer’s Tale
(1994), framed as a play-within-the-play, be-
came a parable about the theatre and the death
and resurrection of love. I-SE

Tornqyist, E., Between Stage and Screen: Ingmar
Bergman Directs (1995)

bergomask (bergamasca), a dance, perhaps
originating in Bergamo (Italy). Its context in
A Midsummer Night's Dream 5.1.355, together
with the simple chord sequence and tune found
in musical examples, suggests a rustic, comic
character. People from Bergamo were stereo-

typed as idiotic and clownish by Italians. /B

Berkeley, Lord. At the behest of York he asks
Bolingbroke why he has returned t England,
Richard 11 2.3.74-80. AB

Berkeley Castle in Gloucestershire is men-
tioned in Richard 1r: the Duke of York orders his
men to be mustered there, 2.2.118-19. Hotspur
has trouble recalling it as the place where he first
gave allegiance to Bolingbroke, 1 Henry 1v
1.3.242—6. AB

Berliner Ensemble. See BrecuT, BERTOLT.

Berlioz, Hector (1803-69), French composer.
The ‘first thunderbolt’ (as he described it) in

42



Berlioz’s compositional career was the simul-
taneous discovery of Shakespeare and the Eng-
lish actress Harriet Smithson (whom he later
married), who played Ophelia to Charles Kem-
ble’s Hamlet (Odéon theatre, Paris, 11 Septem-
ber 1827). (The ‘second thunderbolt’ was the
discovery of Beethoven in 1828.) Thereafter
Berlioz read Shakespeare avidly and Shake-
speare’s influence is felt in many of his works.
Berlioz’s only Shakespearian opera as such is
Béatrice et Bénéizct (1860-2), a two-act opéra
comique based on Much Ado About Nothing,
written for the Stadttheater in Baden-Baden.
However, his operatic masterpiece Les Troyens
(1856-8) not only includes a love duet taken
from the Merchant of Venice (5.1.1~24) but was
described by the composer as “Virgil Shake-
spearianized’. Berlioz also considered writing
operas on Antony wid Cleopatra, Hamlet, A
Midsismmer Night's Dream, and Romeo and Ju-
let, though none came to fruition. Neverthe-
less, Shakespeare’s plays are at the heart of his
dramatic symphony Roméo e fuliette (1839), the
Roz Lear overture (1831), and his fantasy on The
Tempest (1830). This last work was included in
Lélo, ou Le Retour a la vie (original tite Le
Retour a la vie), a lyric monodrama in six sec-
tions (composed as a sequel to his Symphonze
Janzastique) whose text contains many references
to Shakespeare and Shakespearian characters.
Berlioz was particularly inspired by Hamler. he
apparently identified Lélio (in the aforemen-
tioned work) with Hamlet; he composed a
Marche funébre pour la derniére scene d’Hamlet
and the song La Mort d’Ophélie (both ¢1848);
and his autograph score of Huzt Scénes de Faust
(1828—9) contains quotations from Hamlet and
Romeo and Julier. IBC

Bernard, Elizabeth. See Baciey, Epwarp;
SHAKESPEARE, WILLIAM.

Bernard (Barnard), Sir John (1605-74), sec-
ond husband of Shakespeare’s granddaughter
Elizabeth *Hall, whom he married on 3 June
1649, after the death of her first husband
Thomas Nash on 4 April 1647. He was then a
widower with eight children, owner of Abington
Manor, near Northampton. A Royalist, he was
knighted by Charles 11 in 1661, and died in 1674.

SwW

Bernardo. See BARNARDO.

Bernhardt, Sarah (1844-1923), French actress
who, prior to her controversial departure from
the Comeédie-Francaise in 1880, had played
Cordelia and Desdemona. In 1888 she brought
her Macbeth to Edinburgh and London, but her
Delilah-like Lady Macbeth did not impress.

Frank Benson as an almost holy Richard 1, aptly
commemorated by Vernon Spreadbury's stained-glass
window at the RSC Collection in Stratford.
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Neither did her reprise as Ophelia (1886). The
attractions of Cléopatre (1890, Sardou and
Moreau) and La Mort de Cléopatre (1914,
Maurice Bernhardt and Cain) were only de-
rivatively Shakespearian, but as a strikingly
youthful Hamlet, in Marcel Schwob’s adapta-
tion (1899), Bernhardt had many admirers.

RF

Taranow, Gerda, The Bernbhardt Hamlet: Cul-
ture and Context (1996)

Berowne. See Biron.

Berri, Duke of. Present at Charles vr’s council
of war, Henry v 2.4 (mute). AB

Bertram marries Helen reluctandy at the
King's command, All’s Well That Ends Well2.3,
but refuses to accept her as his wife until she can
obtain his ring and become pregnant by him

without his help. AB

Bestrafte Bruder-mord, Der. This German
play was published in 1781 (from a now-lost
manuscript dated 1710) as Tragoeda der bestrafte
Bruder-mord oder: Prinz Hamlet aus Dinnemark
(translated as Fratricide Punished). It appears to
derive from Hamlet as performed by English
actors in *Germany in the early 17th century,
and various details—such as the use of the name
Corambis for Polonius—show that they were
using the first, ‘bad’” quarto as a *promptbook.
The play, however, includes material not found
there—notably an allegorical prologue and
several episodes of slapstick—and has been
scrutinized obsessively (but probably in vain) for
echoes of the lost *ur-Hamlet. MD

Betterton, Mary (née Saunderson) (c1637—
1712), one of six actresses recruited by *Davenant
for the public stage at the Restoration in 1660.
She played Ophelia to Betterton’s Hamlet in
1661, married him the following year, and while
renowned for playing virtuous roles was praised
by Cibber as an outstanding Lady Macbeth.
CMSA

Betterton, Thomas (1635-1710), the greatest
actor of the Restoration period, and frequently
compared in skill to *Burbage and *Garrick. He
began his working life apprenticed to the
bookseller John Holden, a friend of Davenant
and father of one of the first English actresses.
Betterton’s Edward
Kynaston. By January 1661 he had joined
Davenant’s Duke’s Company, having per-
formed briefly with John Rhodes’s Company
and with Killigrew, and had early success—
recorded by *Pepys—as Hamlet. In 1662 he
married the actress Mary Saunderson. In 1663
he played Sir Toby Belch, and in Davenant’s
versions was the definitive Henry vir and, the
following year, Macbeth. On Davenant’s death
in 1668 he became manager of acting (a teaching
role he maintained until the end of his career in

under»apprentice was

BETTERTON, THOMAS

Sarah Bemhardt in her greatest Shakespeanan role,
Hamlet, in 1904.

conjunction with his wife) and co-manager of
the company which moved into the new theatre
in Dorset Garden in 1671. In 1682 he became
leader of the combined Duke’s and King’s
Companies—the United Company—and in
1695 was one of a group of senior actors, in-
cluding Elizabeth Barry and Anne Bracegirdle,
who moved to Lincoln’s Inn Fields following
poor treatment by Rich. His company later
moved to the new Queen’s theatre in the Hay-
market and subsequently to Drury Lane.

He was closely associated with Shakespeare
in the public mind, taking the ttle roles in
Shadwell’s version of Timon of Athens, Dryden’s
Trotlus and Cressida (1678), Tate’s King Lear
(1680), Falstaff in his own adaptation of Henry
v, Angelo in Gildon’s version of Measure for
Measure (1700), and Orhello, as well as promot-
ing and defending Shakespeare in numerous
prologues. He travelled to France at least three
times for theatre research and is credited with
the introduction in England of a semi-operatc
style of playing, frequently in association with



BETTY, WiLLIAM HENRY WEST

B = 1

% )

#

~ i

-
=
H "
i

5 ‘
g
»

i

g
[

L
:

£

The frontispiece to Hamlet from Rowe’s edition of 1709, based on Thomas Betterton's interpretation of the closet
scene (3.4). Betterton's knocking over of a chair on seeing the Ghost remained a traditional piece of stage business

for more than a century.

Henry Purcell, which may have influenced
Shadwell’s version of The Tempest. CMSA

Betty, William Henry West (1791-1874), Eng-
lish child star known as Master Betty and The
Infant Roscius, declared at the age of 10, after
seeing Sarah *Siddons perform, that he would
expire if he did not become an actor. After

playing leading roles including Hamlet—which
he is said to have memorized in three hours—
outside London, he was engaged at Covent
Garden and Drury Lane late in 1803 for high
fees; his sensational success led to the phe-
nomenon known as Bettymania. William Pict
even suspended Parliament so that members
could see him as Hamlet. In 1805, still only 14,

he added Richard 1r and Macbeth to his
Shakespearian repertoire. He had litdle success
as an adultactor, but was able to retire at the age
of 33 with a large fortune. SW
Bevington Shakespeare (1973, 1997). The
updated, fourth one-volume edition of 7he
Complete Works of Shakespeare, edited by David
Bevington, was issued in 1997 by Longman in
New York. It is more ‘complete’ than its pre-
decessors by the addition of The Two Noble
Kinsmen and ‘A Funeral Elegy for Master Wil-
liam Peter’. This American edition originated
in a revision, published in 1973, of that prepared
by Hardin Craig. The 1973 revision was in turn
followed by a further revision incorporating
material from the Bantam edition of individual
works published in 1988. The latest update re-
tains the grouping of plays by genre, and the
format of the fourth edition. A few pages are
added in the general introduction to alert users
to recent developments in criticism, but the
straightforward  introductions to individual
plays, focused closely on themes and structure,
are unchanged. The impression given is of an
edition that avoids jargon and fashionable crit-
ical topics, and aims rather to provide for col-
lege students a clear and simple presentation of
the works. Tts best feature may be the excellent
glosses at the foot of each double-column page
of text. RAF
Bevis, George, and John Holland. These
‘characters’ have emerged as the result of edi-
torial misreadings of stage directions in The
First Part of the Contention (2 Henry vi) (they
were the names of actors in Shakespeare’s day).
In the Oxford edition, Bevis and Holland’s
supposed lines are given to the first and second
rebels in 4.2. A rebel called Tohn appears in 4.7,
but the line 4.7.81, generally given to Bevis, is
assigned to an anonymous rebel. AB

Beyer, Sille (1803-61), Danish translator and
adapter of plays. Her versions of five Shake-
speare comedies, bowdlerized and adapted in
the mode of Scribe’s comédies-vaudevilles, were
popular in Danish and Norwegian theatres in
the 1850s, 1860s, and 1870s. I-SE

Gad, B., Sille Beyers bearbeydelse af William

Shakespeares lystspil (1974)

Bianca. (1) Younger daughter of Baptista in
The Taming of the Shrew, she marries
Lucentio. (2) She is Cassio’s mistress in
Othello. Without her knowledge *Tago uses her
in his plot against Othello. AB

Bian Zhilin (b. 1910), poet and leading Chinese
critic of Shakespeare in the 1950s. His most
influendal work includes his *translation of
and critical essays on Shakespeare’s four major

tragedies. HQX
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Bible. The Bible was a fundamental source in
16th-century England, a repository not only of
religious ‘truth’, but of ancient history, moral
philosophy, romance, and poetry. As such it was
quoted in many different ways, through repre-
sentation in literary and pictorial art to refer-
ences in general conversation. Indeed, so much
of the Bible had passed into common currency
that it is often difficult to be sure what is and is
not a biblical quotation or allusion. At the be-
ginning of the 16th century there were only two
complete English bibles but in the course of that
century appeared famous translations by Tyn-
dale, Coverdale, Cranmer, and Thomson as well
as the Geneva Bible of 1560 and the Bishops’
Bible of 1568. Shakespeare’s poetry and drama
are full of biblical references, from direct
quotations and allusions to a named character
or parable, to vaguer structural and linguistic
echoes.

Shakespeare’s familiarity with the Bible may
be accounted for in various ways. Learning
psalms by rote was part of the grammar-school
education. Attending church, Shakespeare
would have heard Scripture read directly from
the Bible, probably the Bishops’ text, but also
from the Book of Common Prayer and from
the prescribed sermons in the Book of Hom-
ilies. Nevertheless, the very specific quotations
that appear in Shakespeare’s work suggest that
he must have read the Bible himself and can also
suggest the translation he used. The Geneva
Bible is his primary text, referred to throughout
his career. The Bishops’ Bible provides a source
for the earlier plays. But there is also evidence
that Shakespeare drew upon other translations
and, indeed, that he was aware of contemporary
disagreements over how the Bible should be
translated. The contemporary debate over the
translation of a word appearing in Corinthians
and elsewhere as ‘charity’ or ‘love’ surfaces in
Titus Andronicus (4.2.43) and Love’s Labour’s
Lost (4.3.340-1).

Of the 42 books of the Bible that Shakespeare
drew upon, Ecclesiasticus and job seem to have
been his favourites. From the former he took the
text decrying excessive grief deployed in Romeo
and Juliet, Hamlet, Love’s Labour’s Lost, and
elsewhere. From Job, we have the theme of the
unfortunate abandoned by friends as in Timon
of Athens, and the idea of the guilty shunning
the light which inspires the King’s description
of Bolingbroke in Richard 11 3. 2. Job has also
been suggested as a source for King Lear. The
dramatic effect of Shakespeare’s biblical quota-
tions varies enormously. Reference to the Bible
is a linguistic habit of almost every Shakespear-
ian character and often says little about them.
But it is notable that, of the two characters in
Shakespeare who quote the Bible most fre-
quently, one is the renowned devout Henry vi,
and the other Richard w1 Biblical quota-
ton/allusion often appears in an ironic context,
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through the character of the speaker or the na-
ture of the action. In Titus Andronicus,
Demetrius and Chiron congratulate themselves
on rape and murder with a quotation from
Romans 13: 9-10 on loving one’s neighbour
(4.2.43). In Othello, the drunken Cassio dis-
courses on the salvation of souls and his own
hopes to be saved (2.3.95-100). JKS

Shaheen, Naseeb, Biblical References in Shake-

speare’s Plays (1999)

bibliography, the study of books as material
objects and of the production and reproduction
of texts. ‘Enumerative’ bibliography refers to a
listing of books and their locations in libraries
and private book collections, such as Sidney
Lee’s ‘Census of Extant Copies of the Shake-
speare First Folio’ (1902). ‘Analytical’ bibliog-
raphy, the technical study of all stages of the
printing process, emerged from the New Bibli-
ography movement in the 20th century as a
consciously ‘scientific’ reaction to the more
enumerative ‘book-collectors’ bibliography’ that
had dominated bibliographical study in the 19th
century. ER

Bidford. See CRABTREE, SHAKESPEARE’S.

Bigot, Lord. He is one of the noblemen who
discover Arthur’s body and accuse Hubert, King
John 4.3. AB

biographies of Shakespeare. Attempts to
garner information about Shakespeare’s life and
career were made more or less haphazardly
during the 17th century by, for instance, John
*Ward, John *Dowdall, Gerard *Langbaine,
Thomas Jordan, and Thomas *Fuller, but the
first biographical account of consequence is
Nicholas *Rowe’s, published with his edition in
1709 and based in part on information gathered
for him by Thomas *Betterton. Inaccurate and
inadequate though it is, it was reprinted, with
variations, in many subsequent editions (though
not in *Johnson’s and *Capell’s). *Malone
undertook the most thorough research to date,
establishing a chronology which was long re-
garded as standard, and printing much new
material in his edition of 1790. No less import-
ant was his exposure of the Ireland *forgeries.
His incomplete attempt at a full biography ap-
peared posthumously in the Third *Variorum
(1821).

During the 19th century, contributions to
biographical study came from antiquarians such
as R. B. Wheler who, while providing new
information, also plagiarized Rowe, and, pre-
eminently, *Halliwell-Phillipps, whose volu-
minous, dispersed, and amazingly thorough
studies have been of abiding influence and value.
They reached their summation in his Outlines of
the Life of Shakespeare which grew from 192
pages in its first edition (1881) to 848 in the two
outsize volumes of the seventh (1887). *Collier’s
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forgeries had muddied the waters in the 1830s
and later, though he also made some genuine
finds.

Edward *Dowden’s eloquent and long-
lasting Shakspere: A Critical Study of his Mind
and Art (1875), which does not add to the
documentary record, is nevertheless original in
its attempt ‘to connect the study of Shakspere’s
works with an inquiry after the personality of
the author, and to observe, as far as is possible,
in its several stages the growth of his intellect
and character from youth to full maturity’. Also
influential at this period was Sidney *Lee’s Life
of William Shakespeare (1898, greatly expanded
from his article of 1897 in the Dictionary of
National Biography and revised in later edi-
tions), long regarded as the standard life.

New information continued to come from
researchers who did not write biographies, es-
pecially C. W. and H. A. *Wallace, who dis-
covered the *Belott—Mountjoy suit in the Public
Record Office in 1905. The Wallaces were
American, as was Joseph Quincy *Adams, whose
Life of William Shakespeare (1923), especially
strong on Shakespeare’s theatrical background,
offered serious rivalry to Lee.

In 1930 appeared Sir E. K. *Chambers’s
monumental and still indispensable two-volume
William Shakespeare: A Study of Facts and Prob-
lems. Making no attempt at either consecutive
narrative or readability, Chambers provides an
extraordinarily thorough and scholarly synthe-
sis and appraisal of the current state of know-
ledge concerning every aspect of Shakespeare’s
life and career. In the meantime E. 1. *Fripp
pursued investigations into Shakespeare’s
Stratford affiliations culminating in the two
posthumously published volumes of Shake-
speare: Man and Artist (1938), fanciful but
packed with picturesque detail about the local
environment. Leslie *Hotson’s enthusiastic re-
searches in public archives concentrated rather
on the London scene. Like Fripp’s, his books,
such as Shakespeare versus Shallow (1931), 1,
William Shakespeare (1937), and Shakespeare’s
Sonnets Dated (1949), are valuable rather for
incidental details than for their overall theses.
Far more disciplined is Mark Eccles’s austere
but useful Shakespeare in Warwickshire (1961).
Also specialized in its investigations is E. A. J.
Honigmann’s Shakespeare: The Lost Years (198s),
a study at once scholarly and speculative of the
putative Lancashire connection.

The classic study of Shakespearian biography
is S. *Schoenbaum’s masterly Shakespeare’s Lives
(1970, rev. and updated 1991), intended as a
preliminary study for a biography which he did
not live to compose. It was followed by a con-
tinuation of Chambers’s work, though in a far
more accessible and humane vein, the compre-
hensive and superbly illustrated William Shake-
speare: A Documentary Life (1975, revised with
fewer illustrations as A Compact Documentary
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Life, 1977), and its companion volume, William
Shakespeare: Records and Images (1981).

As archival research becomes less fruitful—
though discoveries continue to be made—bio-
graphers have tended to concentrate on inter-
pretation of Shakespeare’s life either through
the society of his times or through the works. At
the same time, books have sought a popular ra-
ther than, or as well as, a scholarly market, and
many more or less ephemeral, sometimes fic-
tionalized, often lavishly illustrated volumes
have appeared. Though A. L. *Rowse aspired to
fresh discovery, his sprightly and opinionated
William Shakespeare (1963) is valued mainly for
its setting of the historical scene. Anthony
*Burgess’s Shakespeare (1970) is written with all
the flair of a successful novelist, and Garry
O'Connor’s intelligent if overheated William
Shakespeare: A Life (1991) appears at times to be
psychically inspired. Sounder if less flamboyant
interpretations of life and career have come from
M. M. Reese in Shakespeare: His World and his
Work (1953, rev. 1980), Russell Fraser in his im-
aginatively written Young Shakespeare (1988)
and The Life and Times of William Shakespeare:
The Later Years (1992), Dennis Kay in Shake-
speare: His Life, Work and Era (1992), and in
Park Honan’s full and elegant Shakespeare: A
Life (1998).

The known facts of Shakespeare’s life offer
great scope for interpretation and variant con-
textualization. The oft-told tale will continue to
be retold, fluctuating according to the know-
ledge, aspirations, and personality of the tellers.

SwW

Schoenbaum, S., Shakespeare’s Lives (1970, rev.
edn. 1991)

Wells, S., ‘Shakespeare’s Lives 1991-1994’, in
R. B. Parker and S. Zitner (eds.), Elizabethan
Theatre: Essays in Honour of S. Schoenbaum
(1996)

Biondello, Lucentio’s servant, is beaten by
Lucentio’s father Vincentio, The Taming of the
Shrew 5.1.50. AB

Birmingham Repertory Theatre. Founded by
Sir Barry *Jackson in 1913 in a small custom-
buile theatre near the main railway station, it
offered a wide range of plays including all of
Shakespeare’s, some in pioneering *modern
dress. In 1971 the big new theatre opened in the
civic centre. A Shakespearian or Jacobean play is

staged each year. MJ

Birmingham Shakespeare Memorial Li-
brary (from 1968 renamed the Birmingham
Shakespeare Library), founded by the local
Shakespeare Club in April 1864 to mark the
tercentenary and opened in 1868, housed in the
Central Library. Destroyed by fire in January
1879, the collection was restored by voluntary
subscription and is now part of Birmingham
Central Library’s collections. SLB

A Shakespeare Bibliography: The Catalogue of the
Birmingham Shakespeare Library, Birmingham
Public Libraries (7 vols., 1971)

Biron (Berowne) (his name taken from an ad-
viser to the historical King of Navarre, the Duc
de Biron) is a lord attending the King of Navarre
in Love’s Labour’s Lost. In love with Rosaline, his
witty conversation and mixed success in court-
ship of her anticipates the characterization of
Benedick in Much Ado About Nothing. AB

birthday celebrations. The earliest evidence
of the formal marking of Shakespeare’s anni-
versary is a poem published in the London
Magazine, 24 (1755), ‘On the annual meeting of
some Gentlemen to celebrate SHAKESPEAR’S
BIRTHDAY.” Stratford-upon-Avon only got in-
volved later: David *Garrick’s *Jubilee, though
intended for the playwright's 200th birthday in
1764, was held up until 1769 and took place in
August rather than April so as not to clash with
the London theatrical season. Nonetheless,
Garrick’s festival—with its public orations, and
its street procession of Shakespearian characters
—has exerted an immense influence on subse-
quent celebrations of the anniversary of Shake-
speare’s birth and death, notably the 1864 and
1916 tercentenaries. The current annual event
follows the pattern of the 1916 festivities quite
closely, and retains a distinctly Edwardian at-
mosphere. On the morning of the Saturday
closest to 23 April the mayor and corporation of
Stratford meet with invited ambassadors, aca-
demics, and others at the town hall, all wearing
sprigs of rosemary (for remembrance), and in
company with students and members of local
amateur dramatic societies dressed as characters
from the plays (in costumes borrowed from the
RSC) they process (to the strains of a military
band) through the town, its streets adorned with
banners representing each of Shakespeare’s
works (unfurled, along with national and other
flags, to a fanfare of trumpets, at 11 a.m.). The
route traces Shakespeare’s own earthly pilgrim-
age by passing from the Birthplace to his grave
at Holy Trinity, where each member of the
procession lays a floral tribute. An official lunch
takes place in a marquee nearby, and includes
toasts to Shakespeare’s memory and (in recent
years) the presentation of an award to a noted
performer or writer in recognition of a lifetime’s
service to his works. The invited guests attend
an RSC performance in the evening, and at a
special Shakespeare Service the following day
actors read from both Shakespeare and the Bible
and an invited cleric preaches a Shakespeare
Sermon. The occasion has been variously
likened to Hellenic hero-cults and to the cere-
monies associated in Catholic countries with
local saints’” days, but in keeping with its coin-
cidence with St George’s Day it remains quint-
essentially English, right down to the mandatory
MD

morris dancers.

Birth of Merlin, The. The *title page of the first
*quarto edition (1662) of this Jacobean play
ascribes it to “William Shakespear and William
Rowley’. Although *Rowley’s authorship has
been confirmed, the internal evidence suggest-
ing a possible collaboration with Shakespeare is
inconclusive. Thomas *Middleton was indi-
cated as a possible collaborator towards the end
of the 19th century. The Birth of Merlin draws
from history, *romance, and the *pastoral trad-
ition, by combining chronicle accounts of the
Anglo-Saxon wars prior to the advent of King
Arthur and Merlin’s miraculous birth and
prophecies. Particularly interesting are Dono-
bert’s stubborn daughters, who give up mar-
riage and embrace celibacy against their father’s
and their suitors’ wishes. SM

Birthplace, the name given to the half-tim-
bered house in Henley Street, Stratford-upon-
Avon, acquired, with extensive ground to the
rear, by Shakespeare’s father John, and where
his son William is believed to have been born.
The carliest evidence of John’s connection with
Henley Street is a fine he incurred in 1552 for
creating an unauthorized muckheap there. This
was likely to have been in front of a property he
occupied, probably as a tenant, which may have
been the house he is known to have purchased
four years later in 1556. From later evidence, it is
clear that this stood on the site of the south-
eastern part of the present Birthplace site. 1n
1575, he acquired further property in the town.
Its precise location is not known but, given that
by 1590 his ownership of Henley Street property
is known to have extended over the whole of the
present Birthplace site, it is reasonable to assume
that it was indeed in 1575 that this additional
Henley Street property was acquired.

In plan, the present building began life as a
simple rectangular structure of three bays, with
close-set studding on the ground floor and
square panelling above. The centre bay was the
hall with a massive open hearth, between, on the
north-west, the parlour, also with a fireplace,
and, on the south-cast, beyond a cross passage,
an unheated chamber which may have served as
John Shakespeare’s workshop (he was a glove-
maker and wool-dealer). This arrangement was
matched on the first floor by three chambers
reached by a staircase from the hall, probably
where the present stairs are sited. Later, but be-
fore William Shakespeare’s death, a separate
single-bay house, now known as Joan Hart’s
Cottage, was built onto the north-west end of
the house. The present kitchen, with chamber
over, was also added at the rear at about this
time.

On John Shakespeare’s death in 1601, the
ownership of the premises pssed to his son
William. By that date, Shakespeare was also the
owner of New Place and had no need for the
Henley Street premises as a home either for
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BIRTHPLACE

The house now known simply as ‘The Birthplace’ on Henley Street, Stratford-upon-Avon: in 1552 the site of an unauthorized muckheap, now a destination of international

pilgrimage.

himself or for his immediate family. The main
house was therefore leased out to Lewis Hiccox,
who converted it into an inn, known as the
Maidenhead (later the Swan and Maidenhead).
The small, one-bay house to the north-west,
probably added around this time, was put to
residential use. By the time of Shakespeare’s
death, it was occupied by his recently widowed
sister Joan Hart. Under the terms of Shake-
speare’s will, the ownership of the whole prop-
erty (the inn and Joan Hart’s Cottage) passed to
his elder daughter Susanna; and then, on her
death in 1649, to her only child Elizabeth Nash.
Elizabeth died in 1670, bequeathing it to
Thomas Hart, the descendant of Shakespeare’s
sister Joan, whose family had continued as
tenants of the smaller house after her death in
1646. The Harts remained owners of the whole
property until 1806, when it was sold to a
butcher, Thomas Court.

Around 1700, the Harts divided the property
on different lines: the Swan and Maidenhead
was reduced in size (to occupy the two south-
easterly bays only). The Harts took up residence
in the remaining bay of the original house and
let their former cottage to tenants. These divi-
sions survived the purchase of the whole prem-
ises by Court in 1806 and remained unchanged
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until 1847, when, after the death of Court’s
widow, the premises were again put up for sale.
On this occasion, they were purchased for the
nation by a body of trustees, whose successors,
incorporated by private Act of Parliament,
manage the property today.

The Birthplace acquired increasing import-
ance as a literary shrine as a result of the Garrick
*Jubilee of September 1769. An article on the
Birthplace, complete with the earliest known
drawing of the building by Richard Greene, had
appeared in the July edition of the Gentleman's
Magazine. During the Jubilee itself, the build-
ing was highlighted by a transparency hung
across its windows and one of the rooms was
occupied by a book and programme seller,
Thomas Beckett. However, an account of a visit
to the Birthplace in 1762 makes it clear that the
property had been known for its Shakespearian
associations for some time before then: indeed,
they were mentioned by George Vertue on a
visit in 1737. In these early years, it was only the
part of the house occupied by the Harts which
was shown to visitors and this probably accounts
for the tradition that the chamber on the first
floor of this section was the birthroom itself. At
first it was the Harts who conducted visitors
around this part of the house but in the 1790s,

after they had moved away from the town, it
was let to a butcher, Thomas Hornby. It was his
wife Mary who achieved lasting notoriety as the
custodian, immortalized by Washington *Irv-
ing as the ‘garrulous old lady in a frosty red face’.
Hornby died in 1817, and in 1820 Mary was
eventually evicted.

Photographs taken in the mid-r9th century
reveal a dilapidated property, forming part of a
terrace. Following the purchase of 1847, the
trustees, over the next fifteen years or so, re-
stored the property, using the earliest known
drawing of the Birthplace (by Richard Greene,
in 1769) as a model, but also drawing on archi-
tectural evidence as the work proceeded. From
the street, the most noticeable alteration was the
removal of a brick skin, built across the front of
the Swan and Maidenhead early in the 19th
century, and the reinstatement of three gables
shown on the early drawing. There was a certain
amount of replacement of decayed timbers but
generally speaking the work was honestly done.
Houses on either side, mostly later in date, were
also demolished, leaving the Birthplace isolated
from neighbouring properties.

When the refurbished premises opened to
the public, the earlier division of the property
was reflected in the decision to house a library
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and museum in the former Swan and Maiden-
head part of the building, and to confine the
presentation of the Birthplace proper to the
traditional area. Over the years, a custom had
arisen of allowing visitors to write their names
on the walls of the birthroom itself. By the
mid-1940s, the cumulative effect of this had
become so unsightly that the decision was made,
as part of a careful representation of the house,
to make a full photographic record of these sig-
RB

Deelman, Christian, The Great Shakespeare Ju-
bilee (1964)

Halliwell-Phillipps, J. O., Outlines of the Life of
Shakespeare (6th edn. 1886)

Pringle, Roger, ‘The Rise of Stratford as
Shakespeare’s Town’, in Robert Bearman
(ed.), The History of an English Borough:
Stratford-upon-Avon 1196-1996 (1997)

Schoenbaum, S., Shakespeare’s Lives (1991)

natures and then to paint over them.

Birtwistle, Sir Harrison (b. 1934), English
composer. As music director then associate
director at the National Theatre in London he
composed incidental music for Hamlet (1975),
Julius Caesar (1977), As You Like It (1979), and
Coriolanus (1984). He also wrote the concert
work For O, for O, the Hobby-Horse is Forgor
(1976), whose title derives from Hamlet, Fanfare
Jfor Will (1987), and an Epilogue based on ‘Full
fathom five’ (1972). IBC

Bishop, Sir Henry Rowley (1786-1855), Eng-
lish composer. As the musical director at Covent
Garden theatre (1810—24) Bishop was respon-
sible for arranging and composing music for
numerous musical adaptations of Shakespeare’s
plays. He borrowed heavily from other com-
posers, while many of the lyrics in these adap-
tations were interpolated from other works.

IBC

Bishop, William (1626-1700), a resident of
Bridgetown in Stratford and the source of the
story told by John Roberts in 1729, and subse-
quently dismissed as false, that two chests of
Shakespeare’s manuscripts were destroyed by
fire (presumably at Warwick in 1694).  CMSA

Bishops’ Bible. See BibLE.

Bjoernson, Bjoernstjerne (1832-1910), Nor-
wegian dramatist, novelist, and poet. As dir-
ector of the Christiania theatre (Oslo), 1865—7,
he initiated a Norwegian Shakespeare tradition,
with productions of A Midsummer Night’s
Dream, The Winter’s Tale, Othello, Macbeth, and
Henry 1v. I-SE

Blanc, T., Christiania Theaters Historte 1827—

1877 (1899)

Blackamoor Child. He is the son of Aaron and
Tamora, introduced in 7Titus Andronicus 4.2.

AB

Blackfriars. In 1576, the year that James Bur-
bage built the Theatre in Shoreditch, Richard
Farrant leased from Sir William More the
Upper Frater of an old Dominican monastery
in the Blackfriars district of north London and
used it for theatrical performances by boy play-
ers. Since the 14th century the building had
served on occasion as parliament chamber of the
realm and there was no official sanction for its
use as a playhouse, but by pretending that the
boys were merely rehearsing and by keeping the
audience small and elite, Farrantand his partner
William Hunnis, and later John Newman and
Henry Evans, were able to run what was effect-
ively an indoor theatre for eight years until legal
wrangles between the partners brought the pro-
ject to a end. In 1596 James Burbage paid £600
for this property and began converting it to be-
come an indoor home for the Chamberlain’s
Men, the company whose leading actor was his
son Richard and who were expecting to leave
the Theatre when that playhouse’s ground lease
expired in 1597. A petition from important local
residents objecting to the traffic and disturbance
that a playhouse would bring to the Blackfriars
area caused the privy council to forbid the
building’s use. James Burbage died in February
1597 and his sons decided to relocate the timbers
of the Theatre to Bankside to create the Globe
as the Chamberlain’s Men’s new permanent
home, and to recover the lost expense by leasing
the Blackfriars playhouse to a company of boy
players led by the same Henry Evans who had
used it 20 years earlier. Presumably discreet
performances by boy players were again toler-
able where performances by famous adult play-
ers were not. Evans’s boys changed names and
managements several times during their resi-
dency at the Blackfriars. In March of 1608 they
gave a performance of George Chapman’s
Conspiracy and nged)/ nf Charles, Duke of
Byron which offended King James and the
company was disbanded, leaving the Blackfriars
playhouse vacant.

Richard Burbage’s playing company was
now under royal patronage as the King’s Men,
and he had reason to suppose that he might
now be allowed to use his indoor playhouse. In
August 1608 Burbage formed a seven-man
syndicate—himself, John Heminges, William
Shakespeare, ~Cuthbert  Burbage, Henry
Condell, William Sly, and Thomas Evans—to
run the Blackfriars along the same lines as the
syndicate formed to run the Globe in 1599.
Plague closure prevented use of the building
until late 1609, but thereafter the King’s men
used the open-air Globe in the summer and the
indoor Blackfriars in the winter. The first of the
King’s Men’s plays to be written specially for
the Blackfriars was either Shakespeare’s The
Winter’s Tale or his Cymbeline, although both
probably also played at the Globe as did
Shakespeare’s later plays The Tempest, All Is

True (Henry virr) and The Two Noble Kinsmen.
The Blackfriars was closed with all the other
playhouses in 1642 and was pulled down in 1655.

The room which housed the playing space
was a rectangle 66 feet by 46 feet (20 m x 14 m)
and the stage ran across the full width of one of
the short sides, although its usable width would
have been reduced to something less than 30 feet
(9 m) by the presence of spectators’ boxes at the
sides. The main body of the audience sat in the
space immediately in front of the stage (roughly
what would be the yard in an open-air theatre)
and in galleries which ran around three walls of
the room, formed into a U shape by the cutting
off of two corners. The economic disposition of
the audience was an inversion of the open-air
arrangements: those nearest the stage at an in-
door playhouse paid most. The practices and
facilities of the Blackfriars can be inferred from
the plays written specially for the boy players
between 1600 and 1608. Spectators were allowed
to sit on the stage, as they were in the public
theatres from the mid-1590s. Performances were
divided into five acts separated by intervals
during which music was played. The audience
was entirely seated, so the stage was probably
not as high as stages in the public theatres, but it
would need to be high enough to allow an actor
to rise from underneath for the opening direc-
tion of Ben Jonson’s Poetaster (1602): ‘[ Enter]
ENVY. Arising in the midst of the stage. It is not
certain whether actors ascended through the
trap via a ladder or were raised by a mechanic-
ally operated platform, but if the latter the lack
of space under the low stage would have re-
quired cutting a hole in the massive floor and
fitting the machine against the ceiling of the
room beneath. Descents by flight machine, with
musical accompaniment, are made in Beaumont
and Fletcher’s Cupid’s Revenge and in George
Chapman’s The Widow's Tears, and music plays
as the actor descends. In the public theatres
music was typically provided by brass instru-
ments but for the enclosed space of the Black-
friars woodwind instruments were preferred.
Operation of the flight machine in open-air
playhouses was usually masked by the simula-
tion of thunder, and the use of music alone in
Cupid’s Revenge and The Widow'’s Tears might
indicate that the solid roof of the Upper Frater
effectively deadened the noise of the Blackfriars
flight machine.

The Blackfriars playhouse was famous for the
quality of its musicians who provided enter-
tainment before the performance as well as
music during the four act intervals. When the
King’s Men took over the theatre they appear to
have adapted their open-air practices to conform
with those of the Blackfriars: thereafter they
used more music in all their plays and used
intervals in all performances. Absolute con-
formity was not possible however: as well as
quieter instruments the smaller indoor theatre
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suited a more restrained style of vocal delivery
and less movement about the stage. GE
Berry, Herbert Shakespeare’s Playhonses (1987)
Gurr, Andrew, ‘Playing in Amphitheatres and
Playing in Hall Theatres’, in A. L. Magnusson
and C. E. McGee (eds.), The Elizabethan
Thearre xiui: Papers Gren ar the 13th Inter-
natonal Conference on Elizabethan Theatre
Held at the University of Waterloo, Ontario, in
July 1980 (1994)
Smuth, lrwin, Shakespeare’s Bluckfriars Playhouse:
Irs History and 1ts Design (1964)
Wallace, C. W., The Children of the Chapel ar
Blackprears, rc0=-1603 (1908)

Blackfriars Gatehouse, a property in the
Blackfriars district of London, not far from the
Blackfriars theatre, which Shakespeare bought
from Henry *Walker, ‘citizen and minstrel of
London’, for £140 on 10 March 1613. It had
belonged to Mathias Bacon from 1590 until
Walker bought it in 1604, and had frequently
been suspected as a centre of Catholic intrigue.
Part of 1t was built over ‘a great gate’. In 1586 a
Blackfriars resident, Richard Frith, had report-
ed that Tt hath sundry back doors and bye-

ways, and many secret vaults and corners. It
hath been in time past suspected and searched
for papists but no good done for want of good
knowledge of the back doors and bye-ways and
of the dark corners.” For some unknown reason,
Shakespeare had as co-purchasers William
Johnson, plausibly identified as landlord of the
*Mermaid Tavern, John Jackson, possibly a
shipping magnate of Hull married to the sister-
in-law of Elias *James, and John *Heminges.
But Shakespeare put up the money, and the
others acted as his trustees. A payment of £80 in
cash was made; on the day after the deed had
been sealed, Shakespeare mortgaged the prop-
erty back to Walker for the remaining £60, to
be paid on 27 September following; this was
presumably intended to allow Shakespeare time
to raise the money. The trusteeship would have
the effect of barring Shakespeare’s widow from
rights to the property, but was not necessarily
entered into with this purpose. Of the exrant
Shakespeare *signatures, onc is on the purchase
deed, the other on the mortgage.

There 1s no evidence that Shakespeare ever
lived 1n the house; according to his will it was let
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BLAKE, WILLIAM

to a John Robinson, probably not the person of
the same name who witnessed his will. [n the
spring of 1615 Shakespeare joined with several
other property owners in the neighbourhood in
a petition to permit Mathias Bacon, whose
mother had recently died, to surrender the title
deeds of the Lodging of the Prior of Blackfriars,
the estate of which the gatchouse was a part.
The house appears to have been demolished in
the late 18th century. SwW
Blake, William (1757-1827), English artist,
poet, and philosopher, who produced during
the early 1770s representations of characters
from plays by Shakespeare which display the
linear treatment of the human figure for which
Blake is celebrated, such as Titzana and Oberon
(pen, ink, and wash, Tate Gallery). Blake was
commissioned by William Hayley to produce a
series of portrait busts for a library at Felpham.
These included a depiction of Shakespeare.
The completed work, William Shakespeare
(c.1800, Manchester City Art Gallery), em-
ployed a dervative of the “Droeshout engraving,
wreathed 1n laurels. Blake executed numerous

William Blake's charactenstic early drawing of Lear and Cordelia, produced in the 1770s.
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BLANCHE, LADY, OF SPAIN

‘commercial’ works, including engravings after
*Fuseli, such as Katharine, Griffiths and Patience
(E. & C. Rivington, London, 1804). CcT

Blanche, Lady, of Spain. She is betrothed to
Louis the Dauphin, King John 2.1. AB

blank verse, verse written in unrhymed lines of
iambic pentameter. First employed in English
by Henry Howard, Eatl of Surrey, in the 1540s,
it rapidly developed in the hands of Marlowe
and others into the standard medium of dra-
matic verse. Benefiting both from the metrical
flexibility of the English pentameter and from
the syntactical scope permitted by enjambment,
it became in Shakespeare’s hands a remarkably
versatile instrument capable equally of collo-
quial vigour and of oratorical grandeur. ~ CB

blazon, a listing of the beloved’s admirable
physical features (coral lips, rosy cheeks, etc.) in
a love poem; famously mocked in Sonnet 130.

CB
Bloch, Ernest. Sce OPERA.

blocking entry. A. W. Pollard suggested that
certain entries for Shakespeare’s plays in the
*Stationers’ Register, such as those made by
James Roberts for As You Like It, Henry v, and
Much Ado About Nothingin 1600, were intended
to block publication of these texts, and thereby
keep the scripts out of the hands of rival acting
companies, until their theatrical runs with the
Lord *Chamberlain’s Men were successfully
concluded. Although there is clear evidence that
carly English booksellers would sometimes at-
tempt to forestall rival booksellers by entering
in the Stationers’ Register projected books for
which no text yet existed, it is less certain that
booksellers employed such blocking entries
purely in the interest of acting companies. ~ ER

Bloom, Claire (b. 1931). British stage and film
actress. At 17 she captivated playgoers with her
dark, fragile Ophelia at Stratford. Four years
later she triumphed as Juliet at the *Old Vic, by
which time she had starred in Charles Chaplin’s
film Limelight. She was Ophelia to Richard
*Burton’s Hamlet and toured as Cordelia to
John *Gielgud’s King Lear. In Laurence
*Olivier’s film Richard mr she played Lady
Anne. Her performances as Shakespeare’s ma-
turer women (Gertrude in Hamlet, Constance
in King John) were given on television, and as
parts of a touring one-woman show. She has
written two thoughtful volumes of autobiog-

raphy. M

Blount, Edward. See COLOPHON; COPYRIGHT;
FOLIOS; PRINTING AND PUBLISHING.

‘Blow, blow, thou winter wind, sung by
Amiens in As You Like It 2.7.175; the earliest
surviving setting is by Thomas Arne, published
¢.1765. More recent composers include Bridge,
Parry, and Quilter. JB

Blunt, Sir James. He is given messages from
Richmond to the Earl of Pembroke and Lord
Stanley, Richard 111 5.4. AB

Blunt, Sir John. He is falsely reported slain, 2
Henry 1v1.1.16 (appearing 4.3.22, mute).  AB

Blunt, Sir Walter. He excuses *Hotspur to the
King, 1 Henry 1v1.3.69—75, and is a messenger,
3.3.163-9 and in 4.3. He is slain, 5.3, disguised as
the King. AB

Boaden, James (1762-1839), English play-
wright, novelist, biographer, and scholar.
Boaden confesses to being first a partisan and
then an opponent of W. H. Ireland’s forged
Shakespeare Papers (1796). His Inquiry into the
Authenticity of Various Pictures and Prints (1824)
is an important early attempt to discriminate
among the multiplying images of Shakespeare
after the only fully authenticated portraits, the
*Janssen bust and the *Droeshout engraving. A
life of John Philip Kemble (2 vols., 1825) was
followed by biographies of actresses Sarah Sid-
dons (1827) and Dorothea Jordan (1831). In Oxn
the Sonnets of Shakespeare (1837) he reasonably
claims to be the first to identify William Her-
bert, 3rd Earl of Pembroke, as the ‘man right
fair’, and Samuel Daniel as the rival poet.

™

Boar's Head. See CURTAIN THEATRE; HENRY
v Part 1; Horst, Gustav; InNs; Kempe, Wie-
L1AM; LANGLEY, FRANCIS.

Boas, Frederick Samuel (1862—1957), British
academic and editor, author of Shakspere and his
Predecessors (1896), which first applied the term
‘problem plays’ to Hamlet, Alls Well That Ends
Well, Troilus and Cressida, and Measure for
Measure, on the analogy of Ibsen’s modern
plays dealing with social and sexual issues.

™

Boatswain. He rebukes the courtiers for inter-
fering with his attempts to save his ship, 7he
Tempest 1.1. AB

Boccaccio, Giovanni (1313—7s), Italian hu-
manist and writer, author of the Decameron
(1353), a collection of 100 tales told by ten people
over a period of ten days during quarantine in
Florence. This narrative device, whereby each
member of the group must tell a story to pass the
time, had provided the structure of Chaucer’s
The Canterbury Tales and some of the stories
told by Chaucer’s pilgrims derive from the
Decameron. The English poet was also inspired
by Boccaccio’s Il Filostrato to write his Troilus
and Criseyde. But Boccaccio’s influence upon
16th-century English literature was not de-
pendent upon Chaucer. His De casibus virorum
et feminarum illustrium (Concerning the Falls
of Illustrious Men and Women, 1355—60) was
translated into English by John Lydgate as 7he
Fall of Princes (1431-8), which in turn inspired 4

Mirror for Magistrates, an important source of
Elizabethan history plays. But it was the De-
cameron, translated in part into English by
William Painter in 1566, for which Boccaccio
was best known. In Montaigne’s essay ‘On
Books’, he complains about the tendency of
comic dramatists to ‘crowd into a single play
five or six tales by Boccaccio’. Many English
dramatists also turned to this repository of
stories. It was from the Decameron, probably in
Painter’s translation, that Shakespeare took the
plot of All’s Well That Ends Well and the wager
plot of Cymbeline. JKS

Bodleian Library, of the University of Oxford,
formally opened in 1602. Its founder, Sir
Thomas Bodley, excluded plays as ‘idle bookes,
& riffe raffes’ but it has since become the second
most important Shakespeare collection in the
UK. In 1821 it acquired the library of Edmond
Malone including a unique copy of Venus and

Adonis (1593). SLB

Bodmer Library, established in 1951 by the
private collector Martin Bodmer (1899-1971) in
Cologny, near Geneva in Switzerland. It is the
most important collection of early Shakespeare
editions in Europe. It includes the only uncut
copy of any of Shakespeare’s plays printed in his
lifetime and a First Folio claimed to be the finest
in existence. SLB

heep:/fwww.ville-ge.ch/geneve/culture/musees/
/bodmer.htm

Bogdanov, Michael (b. 1938), British director.
At Stratford-upon-Avon his productions in-
cluded a radical Taming of the Shrew (1979) and
a dashingly up-to-date Romeo and Juliet (1986).
An internationalist and a populist, he has fre-
quently worked abroad and has sought ways of
appealing to new audiences. Since 1986 he has
been director of the *English Shakespeare
Company with whom he devised a popular
staging of history plays; it grew between 1986
and 1989 into a seven-play cycle The Wars of the
Roses which toured Britain and worldwide, was
televised, and won awards. The company has a
permanent base in Newcastle-upon-Tyne.

My

Bohemia and the former Czechoslovakia. In
Shakespeare’s time, the kingdom of Bohemia
(Bohemia, Moravia, and Silesia) was a part of
the Holy Roman Empire ruled by the Austrian
line of the Habsburgs. Their seat was Prague,
the capital of Bohemia, from 1583 until 1612
when Emperor Rudolf 11 was succeeded by
Matthias who moved the court back to Vienna.
The Catholic and German-speaking Habsburgs
were growing increasingly unpopular with the
mostly Slavonic (Czech-speaking) and Protest-
ant Czechs and Moravians who refused the
Habsburg succession and invited the Protestant
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leader Frederick of Palatine as their king, thus
starting the Thirty Years War (1618—48).

Frederick was married to *Elizabeth, daugh-
ter of James 1; during their betrothal and mar-
riage celebrations in London in 1613, a number
of plays had been performed, almost half of
them by Shakespeare. (These included The
Winter’s Tale, but that play’s maritime Bohemia
derives from its literary source, Robert *Greene’s
Pandosto, rather than from the country’s real
history or geography.) They also invited English
strolling actors to Prague to celebrate their cor-
onation in 1619. After the defeat of the Prot-
estant army near Prague in 1620, the couple had
to take flight, and Bohemia was exposed to
long-lasting Catholicization and Germaniza-
ton.

Only towards the end of the 18th century
were the first translations of Shakespeare from
German into Czech made and produced in
Prague, among the predominant German pro-
ductions. The Czech musician Jifi Benda, who
was with many of his compatriots in the service
of German aristocratic patrons, composed
Romeo and Juliet (1776), one of the earliest ex-
amples of a new musical genre called Singspiel, a
type of light opera with spoken dialogues.
Benda used a German libretto which provided
Shakespeare’s tragedy with a happy reunion of
the young lovers.

During the national revival of the 19th cen-
tury, all of Shakespeare’s plays were translated
into Czech from English editions and most of
them produced in Prague. The composer
Bedfich *Smetana was a lifelong admirer of
Shakespeare (though his operatic version of
Twelfth Night remained unfinished). His col-
league Antonin Dvorik composed a highly
dramatic concert overture Othello (1892).

The tercentenary celebrations of Shake-
speare’s birth in 1864 and commemoration of
his death in 1916 gave the Czechs the oppor-
tunity to demonstrate their striving for cultural
and political independence which was reached
after the end of the First World War in 1918 by
the declaration of the Czechoslovak Republic.
Accordingly, Shakespearian criticism (notably
in the work of J. Maly) and translation (in that
of Klastersky) thrived in the pre-war republic,
but this tradition was tragically severed by the
Second World War, during which two of the
country’s leading Shakespeare critics (Chudoba
and Vodak) died in Nazi concentration camps,
and the director E. F. Burian, similarly incar-
cerated, was lucky to survive.

The revival of Czech Shakespeare after the
war was appropriately signalled by Burian’s
Romeo and Julier (Prague, 194s), in which the
love scenes appeared to be the dream of a dish-
evelled prisoner in a camp, and by a Macberh
(1949) in which the protagonist wore a costume
deliberately suggestive of an SS uniform. The
first stirrings of the ‘Prague Spring’ of 1968 were

SI

visible in Otomar Krejca’s youth-led Romeo and
Juliet (1963—4), designed by Josef Svoboda: both
Krejca and Svoboda, symptomatically, were
driven increasingly to work abroad after 1968.
Important, sometimes subversive, productions
of Shakespeare continued, however, notably a
1981 version of the ‘bad’” quarto of Hamlet pro-
duced at the Balustrade theatre (home territory
of dramatist and future president Vaclav Havel),
which provided the corpses of Act 5 with a
chilling, military mass grave.

It is perhaps appropriate that the “Velvet
Revolution” of 1989 coincided with a growing
interest in Shakespeare’s comedies, and that the
first major Czech production since should have
been Jan Kacer’s The Winter’s Tale (1992), in
which the Bohemian rogue Autolycus seemed
an all too topical representative of the free-
market chicanery that has sometimes character-
ized life in post-communist Prague. VA

Limon, Jerzy, Gentlemen of a Company: English
Players in Central and Eastern Europe 1590~1660
(1985)

Simko, Jan, ‘Shakespeare in Slovakia’, Shake-
speare Survey, 4 (1951)

Stiibrny, Zdenék, Shakespeare and Eastern Eur-
ope (2000)

Vocadlo, Otakar, ‘Shakespeare and Bohemia’,
Shakespeare Survey, 9 (1956)

Bohun, Edmund. Shakespeare follows *Holin-
shed in calling Buckingham ‘Edmund Bohun’,
All Is True (Henry virr) 2.1.104. Historically his
name was Edward Stafford: but both Edmund
and Bohun were family names, and use of the
name ‘Bohun’, if not ‘Edmund’ may have been
deliberate. AB

Bois, Jaques de. Scc JaQuEs.

Boleyn, Anne (alternative form, indicating
pronunciation: Anne Bullen). In A/ Is True
(Henry viir) she dances with Henry vii, 1.4
pities Katherine and is made Marchioness of
Pembroke, 2.3; and appears in her coronation
procession, 4.1. The historical Anne (c.1507—
36) was beheaded for alleged adultery less than
three years after the christening of her daughrer
Elizabeth with which Shakespeare’s play closes:
audiences” knowledge of this fact has often been
exploited by producers of the play, who have
sometimes supplied business in which Henry
AB

ominously caresses her neck.

Bolingbroke, Harry. See RicHARD 11; HENRY 1v
Parts 1 and 2.

Bolingbroke, Roger. A conjurer (i.e. exorcist
or sorcerer) in The First Part of the Contention (2
Henry vr), he raises the spirit Asnath for the
Duchess of Gloucester with the help of the
witch Margery Jordan, 1.4. AB

Bolton, Edmund (c.1575-c.1633), historian and
poet. Often in trouble for Catholic practices,
Bolton around 1616, in a draft paragraph for his

BooTtH, BARTON

Hypercritica on historical writing, referred to
Shakespeare as a model of ‘the most warrantable
English’. Not published until 1722, Bolton’s
text in print omits Shakespeare’s name.  PH
Bona, Lady. Edward 1v proposes to her (by
proxy) but she immediately hears he has already
married Lady Gray, Richard Duke of York (3
Henry vr) 3.3. AB

Bond, Edward (b. 1934), dramatist. One of the
most important British playwrights of the post-
war period (and a key theorist of post-Brechtian
political theatre), Edward Bond has made re-
peated and extensive use of Shakespeare in his
dramaturgy, discursive writings, and practical
work with actors. His major works include Lear
(1971), an epic reworking of King Lear, and the
speculative biographical drama Bingo (1973);
The Sea (1973) contains echoes of The Tempest.

RS

Bonian, Richard. See PRINTING AND PUBLISH-
ING.

‘book’, the prompt copy of a play used by the
book-holder in Shakespeare’s theatre. The term
survives on the vellum wrappers of the *manu-
script plays “The Booke of Sir Thomas Moore’
and “The Book of Iohn A kent & Iohn a Cum-
ber’, and in some entries in the *Stationers’
Register: ‘A booke called the booke of the
m’chant of Venyce.” ER
Greg, W. W., Dramatic Documents from the
Elizabethan Playhouses (1931)
Werstine, Paul, ‘Plays in Manuscript’, in John
D. Cox and David Scott Kastan (eds.), A New
History of Early English Drama (1997)

bookkeeper. An official play-text manuscript
(or ‘book’) contained the essential licence from
the Master of the Revels, the obtaining of which
was the first task of the bookkeeper after re-
ceiving the work from the dramatist. Add-
itionally, the bookkeeper (sometimes called a
prompter or book-holder) oversaw the prepar-
ation of the individual parts (the lines of each
character, written out on separate rolls), super-
vised the casting of roles (possibly employing a
‘plat’ or ‘plot’), annotated the ‘book’ with the
necessary additional directions and reminders,
and remained backstage during performance to
ensure that actors and properties were ready on
time. Prompting, in the modern sense of jog-
ging an actor’s memory by speaking the next
line, was not undertaken. GE

‘Book of Sir Thomas More, The" See Sir
THoMmas MORE.

Booth, Barton (?1679-1733), actor. A school-
friend of Nicholas *Rowe, he began his acting
career as *Betterton’s protégé playing middle-
sized Shakespearian roles at Queen’s theatre and
Drury Lane. His repurtation as an intelligent
tragedian, effective in conveying the passions,



BOOTH, EDWIN

developed as his roles expanded at the reopen-
ing of Drury Lane in 1709-10 (he played Bru-
tus, Othello, Horatio, for example) and when

he became a partner in its management in 1713.
CMSA

Booth, Edwin (1833—93), American actor who
established an international reputation based
largely on his Shakespearian performances. He
undertook many Shakespearian roles (including
Cassio, Laertes, Edgar, and lago) across Amer-
ica before making his mark as Richard 11 in
Boston and New York in 1857. In 1861 he made
his first bid for the endorsement of London
critics (cool) and audiences (somewhat warmer)
as Shylock. During the 1860s and 1870s Booth
added to his laurels in America, achieving his
hundredth night as Hamlet—painstakingly
prepared spontaneity—in 1865 under his own
management, which was characterized by the
high production values of its Shakespearian re-
vivals (including Julius Caesar and Othello).
Abandoning management after the loss (1873)
of the New York theatre which bore his name,
Booth concentrated on acting, returning to
London in 1881—2 where he alternated Othello
and lago with *Irving. In 1883 he visited Berlin
and Vienna where he was féted in an entirely
Shakespearian repertoire (Hamlet, Othello,
lago, Lear) playing with a German-speaking
company. Back in America, he continued to
perform his Shakespeare roles, making his
last appearance—a mature and old-fashioned
Hamlet—on 4 April 1891. In William Winter,
Booth had an assiduous chronicler of his

achievements. RF
Shatwuck, Charles H., The Hamler of Edwin
Booth (1969)

Booth, Junius Brutus (1796-1852), English-
born actor who achieved considerable success
(Richard 111, 1817) in London, but was routed
when he played Jago to Edmund *Kean’s
Othello (1818), subsequently pursuing his career
in America. Resembling, if not imitating, Kean,
Booth’s passionately demonic Richard 111
thrilled audiences across America, but it was as
Richmond in 1855 that his son John Wilkes
Booth (1839-65) began the career that was to
end in his assassination of President Lincoln (14
April 1865). Of Junius Brutus Booth’s ten chil-
dren by his second wife, Junius Brutus Booth,
jr. (1821-83), though he had his admirers as King
John and Cassius, enjoyed limited success as an
actor and it fell to his brother Edwin *Booth to
scale the Shakespearian heights. RF

Borachio, sponsored by Don John, schemes to
make Hero appear unfaithful to Claudio in
Much Ado About Nothing. AB

Borges, Jorge Luis (1899-1986), Argentine
novelist and critic. His wide-ranging admir-
ation for English literature includes a typically

.way as to make her feet ass’s ears.

compressed part-biographical, part-dreamlike,
part-analytical account of Shakespeare’s im-
agination ‘Everything and Nothing’ in Dream-
tigers (1964, translated from E! hacedor, 1960).
In the magical fantasy ‘Shakespeare’s Memory’
(1985) the narrator describes as his ‘destiny’ the
inheritance and obligation to pass on Shake-
™

speare’s actual memory.

Boswell, James, Jr. (1778-1822), third son of
James Boswell, Johnson’s biographer. He col-
laborated with Edmond *Malone and com-
pleted his unfinished edition of Shakespeare, the
so-called Third Variorum or ‘Boswell’s Malone’
of 1821 (21 vols.), significant for its size and its
exhaustive and systematic coverage of all current
Shakespearian facts and problems. ™

Bosworth Field in Leicestershire is the scene of
much of Act 5 of Richard mi. Richard m was
killed there and the Earl of Richmond crowned
Henry vi1 in the final battle of the Wars of the
Roses (22 August 1485). AB

Bottom, Nick, the Weaver. In A Midsummer
Night’s Dream, he takes his name from the term
for an empty reel or spool used in weaving,
though it obviously has additional comic im-
plications. He is given the part of Pyramus in
Quince’s play, though he vaingloriously longs
to play all the parts, and it is his idiocy during
their rehearsal in 3.1 that inspires *Robin
Goodfellow to give him an ‘ass-head’. Separated
from his fellow actors he encounters *Titania,
who conceives a passion for him. Having been
released from his enchantment and believing his
adventures with the fairies are a dream (4.1), he
is reunited with his companions (4.2) and in the
last act they perform their play at Theseus’
court.

Until the 19th century A Midsummer Night’s
Dream tended to appear as adaprations of the
Bottom episodes rather than full-scale produc-
tions (the earliest known example 7he Merry
Conceited Humours of Bottom the Weaver was
printed 1661). Samuel *Phelps first established
the role for a star actor-manager in 1853, and it
remained in his repertory for 20 years. Ralph
*Richardson, in 1929, was one of the first actors
to rid himself of the cumbersome fully buile-up
head of previous ass-Bottoms, leaving him free
to develop a more subtle and expressive acting
style. Perhaps one of the most unusual ‘trans-
lations’ of Bottom into an ass was that of
Timothy Spall in *Lepage’s 1992 production:
the French contortionist Angel Laurier, playing
Puck, entwined herself around him in such a
AB
Shakespeare, William, A Midsummer Night's

Dream, ed. Trevor Griffiths (1996)

Bottom the Weaver, The Merry Conceited
Humours of. Robert *Cox’s highly actable
*droll, probably prepared in the 1640s, abbre-

viates A Midsummer Night's Dream solely to the
scenes in which *Bottom appears. Its cast list
provides the earliest recommendation for the
doubling of the other artisans with Titania’s
fairies and that of Oberon with Theseus and
Titania with Hippolyta. MD

Bouchier (Bourchier), Thomas. See CArDIN-
AL.

Boult, a pander’s servant, eventually agrees to
help Marina escape prostitution, Pericles 19.

AB

Bouncing Knight, The. This short ‘Falstaff
sketch’, a compilation of the highway robbery
scenes from 1 Henry 1v, was published with
several other such *drolls’ in Francis Kirkman’s
The Wits; or, Sport upon Sport in 1672-3: it was
probably compiled by the actor Robert Cox for
clandestine performance during the Puritan
Interregnum. MD

Bourbon, Duke of. He is a bellicose French
nobleman, mentioned as having been taken
prisoner, Henry v 4.8.77. AB

Bourbon, Lord. The French High Admiral
appears in Richard Duke of York (3 Henry vr) 3.3
(mute). AB

Bowdler, Thomas and Henrietta. See FamiLy
SHAKESPEARE,

Bowers, Fredson Thayer (1905—91), American
academic bibliographer, significant for his rad-
ical theoretical and practical contributions to
the detailed study of Elizabethan printing pro-
cesses, in editions (of Dekker, Beaumont and
Fletcher) favouring the preservation of original
spellings and variants. Author of On Editing
Shakespeare and Other Elizabethan Dramatists
(1955) and Textual Study and Literary Criticism
(1959). ™

Bowman, John (?1651-1739), actor and singer,
whose long career began as a court musician
performing material written for him by Purcell.
In the public theatre he graduated via fops and
dandies to Shakespearian character parts at
Drury Lane and Queen’s. William Oldys cited
him as a source of information on Shakespeare.

CMSA

boy actors. The early acting industry had no
guild structure to regulate apprenticeship, but
nonetheless boys were taken into theatrical
companies and trained. Without guild regula-
tion the system was ad hoc and if formal ar-
rangements were made the boy was usually
officially apprenticed to his master’s secondary
trade. Prepubescent boys had the stature and
unbroken voices for female impersonation and
Samuel Pepys called Edward Kynaston ‘the
loveliest lady that ever I saw in my life—only
her voice not very good’. Where a boy actor’s
name appeats in a stage direction it is often by
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reference to the master’s name (‘Enter John:
Skanks Boy’). The relationships could be warm
on both sides: Augustine Phillips’s will left gifts
to his apprentices and the wills of Alexander
Cooke and Nicholas Tooley refer affectionately
to their masters John Heminges and Richard
Burbage respectively. Heminges left 20s. to his
former apprentice John Rice (who had since
quit the stage) and made him an overseer with
Burbage for his estate, and apprentice John Pyk
(or Pig) wrote a charmingly affectionate letter to
the wife of his master Edward Alleyn.

An average company probably contained be-
tween two and five boy actors, aged between
about 14 and 18 years. The relative scarcity of
actors capable of taking female roles is the main
reason that male roles dominate the drama.
Frequently young female characters dress as
young men in order to enter into the service of
older men and the obvious homoerotic frisson
which is generated indicates that the underlying
maleness and youth of the female impersonator
is important. Literary and historical scholarship
is beginning to make sense of this phenomenon
in relation to Elizabethan notions of sexuality

GE

Davies, W. Robertson, Shakespeare’s Boy Actors
(1939)

Orgel, Stephen, Impersonations: The Perform-
ance of Gender in Shakespeare’s England (1996)

and service.

Boyce, William (1711—79), English composer.
Active at Covent Garden and Drury Lane
theatres (often rivalling Thomas Arne), Boyce
composed dirges for Cymbeline (1746) and
Romeo and Juliet (1750), set the masque in The
Tempest (1757), wrote music for animating the
statuc and one song in The Winter’s Tale (1756),
and composed an Ode to Shakespeare (1759).
IBC

Boydell, John (1719-1804), English print-seller
and engraver. From mean beginnings as an
engraver’s apprentice, Boydell established a
profitable practice as a seller and exporter of
prints after English artists, which he commis-
sioned himself. Commercial success bestowed
public importance on Boydell, who was made
alderman of Cheapward, sheriff, and lord mayor
of London in 1782, 1785, and 1791 respectively.
In 1786, Boydell’s house and shop at Cheapside
was first employed to exhibit original paintings
and by 1789 the *Shakespeare Gallery was offi-
cially launched. While Boydell often stated his
desire to promote artistic production, the na-
ture of the alderman’s aspirations for British
painting is difficult to ascertain. The liaison
between art and commerce on which his busi-
ness rested often limited Boydell’s patronage of
promising history painters. Boydell turned
down several paintings by Joseph Wright of
Derby and George Romney, believing their
treatment of the Shakespearian themes to lack
popular appeal. During the 1790s Boydell and
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his gallery were lampooned in the popular press
and upon Boydell’s death all 22,000 lottery
tickets issued to finance the gallery were sold,

CcT

and it was auctioned the following year.

Boyet, a lord attending the Princess of France
in Love’s Labour’s Lost. AB

boys. (1) 1 Henry vi, see MasTER GUNNER OF
Oreans (2) A boy is sent on an errand by
Benedick, Much Ado About Nothing2.3. (3) In
Henry v, formerly Falstaff’s page, now working
for Bardolph, *Pistol, and Nim, he appears
briefly in Acts 2, 3, and 4. Left to guard baggage
he is slain by the French, 4.7. (4) A boy sings at
the wedding of Theseus and Hippolyta, The
Two Noble Kinsmen 1.1. See also RoBIN.  AB

Boys, Jaques de. See JaQues.

Boys from Syracuse, The, exuberant Broad-
way play (1938) and Hollywood film (1940),
adapted ‘after a play by Shakespeare’ (The
Comedy of Errors) by George Abbott, with songs
by Richard Rodgers and Lorenz Hart, the most
enduring of which have been “This can’tbe love’

™

and ‘Falling in love with love’.
Brabantio. Sce Brasanzio.

Brabanzio (Brabantio) accuses Othello of hav-
ing bewitched his daughter *Desdemona before
the Duke of Venice, Othello 1.3. AB

Bracciano, Orsini, Duke of (b. 1572), Elizabeth
s guest of honour at Twelfth Night celebra-
tions in 1601, where (as he wrote to his wife) he
enjoyed ‘a mingled comedy, with pieces of
music and dances’. Leslie Hotson conjectures
the play was Shakespeare’s Twelfih Night, al-
though the evidence remains circumstantial.

See ORsINO. CcS

Bracegirdle, Anne (c.1663-1748), actress whose
carliest roles included Desdemona and Lady
Anne. One of the highest earning and most
charismatic actresses of the age, she managed
Lincoln’s Inn Fields with Betterton and Eliza-
beth Barry from 1695 and played Cordclia in
Tate’s Lear, Ophelia, and Portia (Julius Caesar)
before her retirement in 1707. CMSA

Brackenbury, Sir Robert. Licutenant of the
Tower of London, he leaves Clarence to his
murderers, 1.4.88-94, and refuses to let Queen
Elizabeth, the Duchess of York, Lady Anne, and
their companions see the Princes in the Tower,
Richard 1 4.1. AB

Bradbrook, Muriel Clara (1909—93), English
critic, notable for wide-ranging, poetically sen-
sitive, and theatrically informed accounts of
Shakespeare and Elizabethan Poetry (1951), and
The Growth and Structure of Elizabethan Com-
edy (1955). Shakespeare the Craftsman (1969),
and Shakespeare the Poet in his World (1978)
emphasize her awareness of both history and
dramatic form. ™

BRANDES, GEORG

Bradley, A(ndrew) C(ecil) (1851-1935), English
critic, best known for Shakespearean Tragedy
(1904) and his Oxford Lectures on Poetry (1909).
The first is probably the most influential book
of Shakespeare criticism ever published, with its
detailed discussion of four plays: Hamlet,
Orhello, Lear, and Macbeth. More general, pre-
liminary lectures consider “The Substance of
Shakespearean Tragedy” and ‘Construction in
Shakespeare’s Tragedies’. The great merit of
Bradley’s work is his scrupulous attention to the
speech and action of the plays and the reflective
clarity of his commentary upon them. Bradley
has subsequently been accused of paying too
litele attention to the plays in performance, in
effect of treating them as discursive,
novelistic, works of literature. Others have felt
that he invests the characters with a life off as
well as on stage. To many modern critics, this is
a philosophical or theoretical weakness, an in-
ability to consider the plays as ultimately lin-
guistic constructs. But Bradley’s directness,
common sense, sometimes monosyllabic sim-
plicity of style, and determination to take the
plays seriously are precisely what continues to
recommend him to subsequent generations,
fully justifying his dedication of Shakespearean
Tragedy to ‘my students’. ™
Cooke, Katharine, A. C. Bradley and his Influ-
ence in Twentieth-Century Shakespeare Criti-
cism (1972)

almost

Bradock, Richard. Sce PRINTING AND PUB-
LISHING.

Branagh, Kenneth (b. 1960), British actor and
director. Born in Belfast and trained in London,
he modelled his stage and screen career on that
of Laurence *Olivier. After West End success,
he joined the Royal Shakespeare Company for
the 1984—s season; he played Laertes in Hamlet,
the King of Navarre in Love’s Labour’s Lost, and
an admired Henry v. Impatient with directorial
dominance at the RSC, he founded his own
company, Renaissance, and persuaded actors
like Judi *Dench and Derek *Jacobi to direct.
He played Hamlet, Benedick, Touchstone, and
Coriolanus as well as directing Twelfth Night
(later televised). He was happy to return to the
RSC in 1992 under Adrian Noble’s direction to
play Hamlet in a very full text.

Challenged by the Olivier legend, he in 1989
adapted, directed, and starred in his own very
different film of Henry v. His popular Much
Ado About Nothing, filmed in Tuscany, followed
in 1993. He once more challenged comparison
with Olivier in his Hamlet (1997) set in a 19th-
century court. He was lago in Oliver Parker’s
film Othello. In his own all-singing, all-dancing
Love’s Labour’s Lost (2000), conceived as a film
musical, he played Berowne. MJ

Brandes, Georg (1842-1927), Danish writer
and critic. Seen as responsible for the ‘Modern



BRANDON

Breakthrough’ in Scandinavian literature, he
also influenced contemporary perception of the
works of Shakespeare as fundamentally auto-
biographical. His massive study William Shake-
speare (1895—6; English translation 1898) was
widely read. I-SE

Schoenbaum, S., Shakespeare’s Lives (1970)

Brandon. He arrests Buckingham and
Abergavenny, All Is True (Henry viir) 1.1.  AB

Brandon, Charles. Sec SurroLk, DUKE OF.

Brandon, Sir William. One of Richmond’s
supporters (mute part, see RICHARD 11T 5.4.4).
AB

Braunschweig, Stéphane (b. 1964), French
philosopher and Germanist trained with *Vitez
and influenced by *Brecht. He challenges
traditional scenography: a slanted, white rect-
angle for The Winters Tale (1994), mobile
wooden panelling for The Merchant of Venice
(1999) (both in Déprats’s translation), a gigantic
circular wooden structure in Measure for Meas-
ure (with English actors, 1997 Edinburgh Fes-
tival and Nanterre). ISG

brawl (branle), a dance of French origin (see
Love’s LaBour’s Lost 3.1.7-8), in which sev-
eral couples hold hands in a line or circle (see
ROUNDEL) and characteristically dance a se-
quence of steps sideways to left and right, but
with more travel to the left. Thoinot Arbeau’s
Orchesography (1589) gives regional versions,
and also branles with miming and irregular

thythms. JB

Brayne, John (d. before 10 August 1586),
co-builder with his brother-in-law James Bur-
bage of the Red Lion (1567) and the Theatre
(1576). GE

Brazil. In the theatre, Shakespearian plays were
first produced in Brazil early in the 19th century
(just before independence, 1822), after King
John vr had the Sio Joao Royal Theatre built in
Rio de Janeiro in the 1810s. They were per-
formed, however, in versions derived from
French adaptations, translated by Portuguese
artists such as Ludovina Soares da Costa, who
worked with Brazilian actor Joao Caetano dos
Santos, interpreter of Macbheth (1843), Hamlet
(1843—4), and Othello (1837-60). This French
influence is unsurprising: French theatrical
aesthetics also shaped Brazilian comedy and the
vaudeville throughout the century.

Brazilian stage Shakespeare comes of age only
after the Second World War, in the work of
Pascoal Carlos Magno, who offered naturalistic
stagings of Hamlet (1948), Romeo and Juliet,
Macbeth, and A Midsummer Night’s Dream
(1949), and in the career of actor and adaptor
Sérgio Cardoso in the 1960s. Paulo Autran’s
succession of Shakespearian productions since
the 1950s, including Lear (1996), is also re-

markable. As state-sanctioned high culture,
Shakespeare even served official purposes after
the 1964 military coup, which in part displayed
its own consolidation through officially spon-
sored celebrations of Shakespeare’s 4ooth
birthday, among them several hundred events,
press publications, and stagings throughout the
country.

Augusto Boal (exiled in 1971) criticized
Shakespeare’s official welcome in Brazil as a
form of self-imposed cultural colonialism; his
parody of The Tempest (1979) mocks European
aesthetics and exposes various features and con-
tradictions of popular culture. While produc-
tions have been numerous all over the country,
directors have often adapted or updated plays,
stressing their timelessness and universality (e.g.
Amir Haddad, Caca Rosset, Gabriel Vilella,
Marcelo Marchioro). Transpositions of Romeo
and Juliet to Brazilian culture have also been
made for television (Afonso Grisolli’s mini-
series, 1980; a Globo TV soap opera, 1992).
Antunes Filho and Ulysses Cruz have directed
radical updatings, yet the counter-discursive
dramaturgy and stagings that might unsettle
easy universalizing have not been consistently
attempted. They may, nevertheless, become one
of the longer-term results of a developing
postcolonial mentality in Brazilian universities.

The translations of Shakespeare available in
Brazil throughout the 19th century were gener-
ally carried out in Portugal via French, as is the
case with Othelo (Lisbon 1882) and Hamlet by
José Antdnio de Freitas (Lisbon, 1887). Victor
Hugo’s biography William Shakespeare: Life
and Works (1864), which was translated into
Brazilian Portuguese by Alvaro Gongalves,
added to this French bias in reception. Trans-
lators in the 20th century, however, started
using modern editions in English, among them
Tristao da Cunha (Hamlet, 1933, from a Mac-
millan 1904 version ed. William Aldis Wright.)
Transmission increases in Rio de Janeiro and
Sao Paulo with the work of Berenice Xavier
(The Taming of the Shrew, 1936, and The Mer-
chant of Venice, 1937), Artur de Sales (Macbeth,
1948), and ]. Costa Neves (King Lear, 1948).
Oliveira Ribeiro Neto’s Romeo and Juliet,
Hamlet, and Macbeth (1948), in one volume,
was reprinted several times (1951; 1954; 1960).
Equally important were Onestaldo de Penna-
fort (Romeo and fuliet, 1940, and Othelo, 1956),
Péricles Eugénio da Silva Ramos (Hamlet, 1955,
and 33 Sonnets, 1953, both in bilingual editions),
Newton Belleza (The Taming of the Shrew,
1960), Carlos Lacerda (Julius Caesar, c.1966),
and Manuel Bandeira (Macbeth, 1961). As these
versions went out of print, Carlos Alberto
Nunes’s translations of the entire canon, in
print since the 1950s, became the most popular
means of reception. Embellished and/or lofty
styles are found in the majority of versions
throughout the 1960s. Sérgio Flaksman, Barbara

Heliodora, José Roberto O’Shea, Geraldo de
Carvalho Silos, and Jorge Wanderley, however,
published new versions in Brazilian Portuguese
in the 1990s. The metric, rhyme, and stress
patterns remain a challenge to those who re-
create verse translations of multiple-text plays in
print, as do the uncertainties of Shakespeare’s
text itself, though translations to date have pro-
vided no annotations regarding the variations
between *quarto and *folio texts. This import-
ant aspect of variation has been generally ig-
nored. ‘Richard 1’ Playtexts, Promptbooks and
History: 1597-1857 is the first Latin American
book about the subject of textual and theatrical
transformation (Margarida G. Rauen, 1998).
The publication of several biographies of
Shakespeare since the 1980s caters to the con-
stant interest in Shakespeare. Brazilian Shake-
speare criticism per se, though, was very scant
and limited to master’s and doctorate pro-
grammes in English and comparative literature
until the 1990s. With the founding of the Centre
of Shakespearian Studies (CESh) in 1991, Presi-
dent Aimara da Cunha Resende and his fellow
members, mostly professors of English litera-
ture and drama, have intensified research and
published articles in newspapers, journals, and
proceedings, both nationally and internation-

ally. MR

Gomes, Eugénio, Shzzkmpmre no Brasil (1945,
repr. 1961)

Brecht, Bertolt (1398-1956), German drama-
tist, poet, theorist, director, and founder of the
Berliner Ensemble. Brecht drew on Elizabethan
drama in the 1930s in creating the style he called
epic theatre, and adapted (‘appropriated’, he
said) the plays of Shakespeare and his contem-
poraries for political purpose, showing the need
for progressive social change. His version of
Coriolanus (first performed in 1964) resolves
Shakespeare’s ambiguity over the protagonist
by concluding that the world can no longer
afford heroes. The Berliner Ensemble’s per-
formances of Brecht’s plays in London in 1956
greatly affected Peter *Hall, who drew on the
company’s organization and social commit-
ment when he formed the RSC a few years later.
The non-illusionist ‘Brechtian’ style heavily
influenced Shakespeare acting and production
in the 1960s around the globe. DK

Bretchgirdle, John (d. 1565). Appointed vicar
of Stratford-upon-Avon in 1561, he probably
baptized Shakespeare. He had taken his BA at
Oxford in 1545 and was buried in Stratford
church, leaving as bequests many learned books,
Greck as well as Latin. His copy of the Latin—
English dictionary Bibliotheca Eliotae went ‘to
the common use’ of the scholars of Stratford

school. SW

Bridges-Adams, William (1889-1965), British
director. Having played Leontes and Prospero
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as an undergraduate at Oxford, he was influ-
enced by William *Poel and *Granville-Barker.
In 1919 he became director of the summer
Shakespeare festivals at Stratford. In 1926 the
old Memorial Theatre burned down so that in
addition to staging seasons at the local cinema
he was involved in planning the new theatre
which opened in 1932. He directed 29 of the 36
plays in the canon, often designing them, and in
his early days had to rehearse six plays in five
weeks. Himself self-effacing, he occasionally
invited more flamboyant people as guest dir-
ectors. His resignation in 1934 reflected his
frustration with the theatre’s governors. He
later worked for the British Council and wrote
The Irresistible Theatre (1957). Mj

British Council, inaugurated in 1935 to promote
British culture and language internationally. It
sponsored the Marlowe Society recordings of
Shakespeare plays under the direction of George
*Rylands, as well as the biennial International
Shakespeare Conference and *Shakespeare Sur-

vey from 1948. SLB

British Empire Shakespeare Society,
founded in 1901 by Greta Morritt to promote
Shakespeare’s works throughout the Empire by
co-ordinating reading circles, dramatic read-
ings, and costume recitals. The ‘Bess’ was open
to both adults and children, and awarded an-
nual prizes for elocution and essays on Shake-
speare until 1939. [t published an official gazette
1915—39. SLB

British Library, created in 1973 from the De-
partments of Manuscripts and Printed Books of
the British Museum established in 1753. In April
1998 its catalogue listed 17,099 books by or
about Shakespeare, the most important collec-
tion of Shakespeariana in the UK, including
many early editions, the manuscript of 7he Book
of Sir Thomas More, and the mortgage of the
*Blackfriars Gatehouse, one of only six docu-
ments bearing Shakespeare’s *signature.  SLB

Britten, Benjamin (1913-76), English com-
poser. Britten wrote incidental music for Timon
of Athens (Westminster Theatre, London, 1935),
while his chamber opera The Rape of Lucretia
(1946) derives partly from Shakespeare’s poem.
His best-known Shakespearian work is his mu-
sically diverse opera A Midsummer Night's
Dream (1960), for which he and Peter Pears re-

duced Shakespeare’s text by about half.  /BC

broadside ballad, a *ballad printed on a single
sheet, then sung and sold by a ballad-seller, or
pedlar (such as Autolycus in The Winter’s Tale).
Topics included murders, executions, and
strange happenings, as well as moral admonish-
ment and love stories (e.g. *'Greensleeves’);
ballads from oral tradition were also printed.
The name of the tune for each ballad is usually
included, but the music is not printed; tunes
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may sometimes be found in instrumental ar-
rangements from the 16th and 17th centuries.
For detailed information on matching tunes to
texts see Simpson (1966). JB

Simpson, Claude M., The British Broadside
Ballad and its Music (1966)

brokenbacked line, a line of iambic verse that
is missing an unstressed syllable before a mid-
line phrasal break. This formation can some-
times seem to imply a peremptory tone or a
degree of hurry from one kind of syntax to an-
other: ‘Enough to fetch him in. | See | it done
(Antony and Cleopatra 4.1.14). GTW

broken music (broken consort). Two mean-
ings were possible: disordered music, or music
with *divisions. Shakespeare plays with the ex-
pression in Henry v s.2.241 and Troilus and
Cressida 3.1.49. The later term ‘broken consort’
(not found until well after Shakespeare’s death)
indicates an ensemble of mixed instruments; a
standard mixed grouping in Shakespeare’s time,
unique to England, consisted of violin, *flute,
bass *viol, *lute, *cittern, bandora (a wire-
strung plucked instrument, larger than the cit-
tern). *Motley set his Consort Lessons (1599, 1611)
for this combination. See music. /B

Brook, Peter (b. 1925), British director and de-
signer, perhaps the most influential theatrical
interpreter of Shakespeare in the second half
of the 20th century. Barry *Jackson brought
Brook, fresh out of Oxford, to the Birmingham
Rep to stage King Johnin 1945, then took him to
Stratford the next year, where he directed a
brilliant Love’s Labour’s Lost in a wistful mood
inspired by Watteau. Romeo and Juliet followed
in 1947, a dark version of Measure for Measure
with John *Gielgud in 1950, and The Winter’s
Tale, also with Gielgud, in London in 19s51. By
the age of 25 Brook had established himself as a
major director particularly attracted to lesser-
known plays, whose approach involved ‘making
a new set of images’ to recapture the surprise
and danger of Shakespeare. Titus Andronicus at
Stratford in 1955 did this forcefully; his produc-
tion prompted a reversal of opinion about a play
frequently called too bad to be Shakespeare’s.
Brook distanced spectators from its exaggerated
violence through musique concréte and an ab-
stract design—he was responsible for both—
while Laurence *Olivier revealed an unsuspected
tragic dimension to the title character. To the
Warsaw critic Jan *Kott the performance clari-
fied notions about the innate cruelty in the plays
which, along with Polish performances, led to
Kott's Shakespeare our Contemporary. Discus-
sions between them influenced in turn one of
Brook’s greatest productions, a harsh and un-
yielding version of King Lear at the newly
formed RSC in 1962, with Paul *Scofield in the
title role, that brought the play close to the
world of Samuel Beckett. (A film version dir-

BROOKE, C. F. TUCKER

ected by Brook appeared in 1970.) Still intrigued
by Kott’s absurdist reading of Shakespeare,
Brook was back in Stratford for a remarkable
Midsummer Night's Dream in 1970, his most
widely seen and admired work, which empha-
sized the bestiality of Titania’s love for Bottom-
as-ass but was filled with athletic acting,
trapezes, citcus tricks, and a joyous celebration
of the idea of performance. Brook’s career away
from Shakespeare has been equally arresting.
His search for spiritual transcendence and the-
atrical essence led him to create the Inter-
national Centre for Theatre Research in Paris in
1970, where he gathered a troupe of actors from
around the globe to investigate the nature of
performance, work that took them to remote
villages in Africa and to paring down the means
and style of production. His nine-hour version
of The Mahabharata (1985), while criticized for
its cultural insensitivity to the Indian religious
epic, was an international triumph. For the
Centre Brook directed three Shakespeare plays
in French: Timon of Athens (1974), which drew
on the OPEC oil crisis; an austere Measure for
Measure (1978), which suggested a society in
ruins; and what he said would be his last
Shakespeare production, The Tempest (1990).
Brook had directed the play three times before
in English, but this version used a multiracial
cast and borrowed the style and methods of 7he
Mababharata. He directed Hamlet in 2000.
DK

Brook, Peter, The Empty Space (1968)

Brook, Peter, The Shifting Point (1988)

Brook, Peter, Threads of Time (1998)

Hunt, Alfred, and Reeves, Geoffrey, Peter Brook

(1995)

‘Brooke’. See FOrRD, MASTER FrANK.

Brooke, Arthur (d. 1563), English poet and
translator, drowned young while voyaging to
New Haven to serve in the army overseas. His
poem The Tragical History of Romeus and Juliet,
over 3,000 lines long, published in 1562, adapts
a French version of Bandello’s narrative.
Shakespeare derived elements of The Two
Gentlemen of Verona from it, and used it ex-
tensively for the plot, local detail, and even
imagery of Romeo and Juliet. Compressing the
narrative from nine months to four or five days,
he also freed it from Brooke’s moralizing and
expanded upon half-formed, peripheral char-
acters to create Tybalt and Paris, Mercutio and
the Nurse. JKS

Brooke, C. F. Tucker (1883-1946), American
academic and editor, author of The Tudor
Drama (1911), Shakespeare of Stratford (1926),
and Shakespeare’s Sonners (1936). His edition of
The Shakespeare Apocrypha (1908) consisted of
plays attributed to Shakespeare but not printed
in the First Folio, including seven plays added
to F3 (1664). ™



'BROOME’

Peter Brook's legendary ‘white box" production of A Midsummer Night's Dream (RSC, 1970) from their circus
trapezes Alan Howard and John Kane as Oberon and Puck watch Sara Kestelman and David Waller as Titania and

Bottom.

‘Broome’. See FORD, MASTER FRANK.

Brough brothers. Sec BURLESQUES AND TRAV-
ESTIES OF SHAKESPEARE’S PLAYS.

Brutus, Decius. See Decius Brutus.

Brutus, Junius. (1) One of the Romans who
vows to avenge Lucrece in The Rape of Lucrece.
(2) The tribunes Junius Brutus and Sicinius

Velutus goad Martius in the first three acts of

Cerrolimus but are dismayed when they hear he
fights for the Volsces, 4.6. AB

Brutus, Marcus Junius. See Jurius CAESAR.

Bryan, George (d. 1612), actor (Strange’s Men
1593, Chamberlain’s Men 1596). First men-
tioned among the players at Elsinore 1n 1586

(the others were Thomas Pope and William
Kempe), Bryan’s name occurs in the roles of
Warwick in the Induction and Damascus in
‘Envy’ in the plot of 2 Seven Deadly Sins (per-
formed before 1594, possibly by Strange’s Men).
Strange’s Men'’s licence to tour, issued on 6 May
1593, names Bryan but by 21 December 1596 he
was with the Chamberlain’s Men and received,
with John Heminges, the payment for court
performances. Although identified as an actor
in the 1623 Shakespeare Folio, his name is con-
spicuously absent from the actor lists in the
Jonson folio of 1613 for plays performed in the
late 1590s and early 1600s and from the com-
pany patent of 1603. Possibly he gave up acting:
a George Bryan was paid as Groom of the
Chamber in 1603 and in 1611-13, but the latter

date extends beyond the actor’s death, casting
doubrt on the assignment. GE

Buck (Buc), Sir George (d. 1623). He acted as
deputy to Edmund Tilney, first regular Master
of Revels, from about 1606, succeeding to
Tilney’s position in 1610. As Revels Master,
Buck licensed plays, playhouses, and companies;
censored plays; and enforced regulations against
playing during Lenc and plague periods. Buck
was discharged 1n 1622 due to mental instability.

CS

Buckingham, Duke of. (1) In The First Part of
the Contention (2 Henry vi) he helps disgrace
the Duchess of Gloucester, 1.4, and then the
Duke of Gloucester, 3.1. He persuades the fol-
lowers of Cade to disperse, 4.8 and supports
Henry v1 against York in the Wars of the Roses.
He 1s based on Humphrey Stafford (1402—60),
1st Duke of Buckingham, not to be confused
with Sir Humphrey Stafford in the same play.
(2) He abets Richard in his ambitions in Rich-
ardd 111, deserts him, 4.2, is led to executicn, 5.1,
and appears to Richard as one of the ghosts at
*Bosworth, 5.5. He 1s based on Henry Stafford
(c.1451-83), 2nd Duke of Buckingham. (3) He
is arrested for teason, All Is True (Henry viir)
L1, but proclaims his innocence on his way to
execution 2.1. He is based on Edward Stafford
(1478-1521), 3rd Duke of Buckingham. See also
BonuN, EDMUND. AB

Buckingham, George Villiers, 1st Duke of
(1592—1628), James 1’s favourite from 1614, and a
keen theatre-goer. Lois Potter suggests the role
of Theseus’ favourite Pirithous in The Two
Noble Kinsmen (which originally reterred to
James’s previous favourite Robert Carr) was cut
after 1613 because of Buckingham’s unpopular-
ity. In 1628, shortly before he was assassinated,
he saw A/l [s True (Henry vuur) twice, on each
occasion leaving after Buckingham’s final

speeches. CS

Bulgaria. Shakespearc’s appearance on the
cultural scene occurred in the middle of the 19th
century in the wake of the cultural and political
revival which preceded the country’s liberation
from Otteman domun.ton (1878). First men-
tion of his name occurs 1n 1858 in relation to
weather conditions in the British Isles. Typic-
ally, his reputation as poet and dramatist
travelled before his actual work. The first un-
documented amateur performance was Romeo
and fuliet in 1868. The earliest translations, of
Julius Caesar and Cymbeline, were published in
1881. In 1884 excerpts from Macbeth and Hamlet
were included in the Reader for the schools, thus
embedding them 1n the National Curriculum.

Performance history proper began in the
i880s with the establishment of the first pro-
fessional troupes and, in 1904, of the National
Theatre. Both the tragedies (especially Orhello
and Hamlez) and the comedies (particularly The



Merchant of Venice and The Taming of the
Shrew) were performed to great acclaim be-
tween 1900 and 1944. During the communist
period (1944-89), performance of almost all
plays reached an apogee in technique, innov-
ation, and political suggestion.

During the 1970s and 1980s the entire canon
was translated by Valery Petrov, a version cur-
rently used as the standard stage text. The post-
totalitarian 1990s have witnessed dazzling stage
experiments. BS

Shurbanov, Alexander, and Sokolova, Boika,

Painting Shakespeare Red: An East-European
Appropriation (2000)

bull-baiting. See ANiMAL sHOWS.

Bullcalf, Peter. He is recruited to fight by

Falstaff, 2 Henry 1v 3.2, but buys himself out.
AB

Bullen, Anne. See BoLEYN, ANNE.
Bull Inn. See nns.

Bullough, Geoffrey (1901-82), English aca-
demic, whose collection of the Narrative and
Dramatic Sources of Shakespeare (8 vols., 3957—
75) includes complete texts and excerpts from
sources, as well as numerous analogues—all
given in English—for every play. Bullough’s
meticulous scholarship, critical judgement, and
expressive clarity make it an indispensable

™

work.
Bum, Pompey. See PompEy.

Bunbury, Henry William (1750-1811), English
draughtsman. Blmbury executed several works
in pencil and crayon during a Grand Tour in
the late 1760s. In 1792, Bunbury was commis-
sioned by Thomas Macklin to illustrate a
Shakespeare Gallery, in competition to John
*Boydell’s. The gallery ran for four years, clos-
ing in 1796 in response to shifts in public taste.

cT

Burbage, Cuthbert (1565-1636), non-playing
company sharer and housekeeper (Theatre,
Globe, Blackfriars), son of James Burbage,
brother of Richard Burbage. As well as his fa-
milial link, Cuthbert’s theatrical connections
are shown by his being mentioned in the wills of
William Sly, Richard Cowley, Nicholas Tooley
(who died in his house), John Heminges, and
Henry Condell. GE

Burbage, James (c.1531—97), actor (Leicester’s
Men 1572-6), builder of the Theatre and the
second Blackfriars, possibly part-owner of the
Curtain, father to Richard and Cuthbert Bur-
bage. When Burbage married Ellen Brayne on
23 April 1559 he was described as a joiner, or a
worker in small wooden structures such as fur-
niture, an occupation distinct from a carpenter
who made buildings. In 1567 Ellen’s brother
John Brayne paid for construction of a make-
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shift playhouse on the Red Lion farm in Stepney
and in 1576 Burbage and Brayne embarked on
the altogether more substantial Theatre project.
A letter he wrote to the Earl of Leicester in 1572
makes it clear that Burbage was already one of
his players, and Burbage is named in the com-
pany’s patent of 1574, but from 1576 running
the Theatre occupied all his time. Relations
between Burbage and Brayne rapidly deterior-
ated, apparently because the former cheated his
partner, and the ensuing lawsuits outlived
Brayne and his widow. A deal with Henry
Lanman made the Curtain playhouse ‘an Esore’
to the Theatre, possibly a means of selling the
Curtain to Burbage and Brayne. Burbage died
shortly after the frustration of his plan to move
the Chamberlain’s Men—Tled by his son Rich-
ard—into his new Blackfriars playhouse. ~ GE
Burbage, Richard (1568-1619), the leading
actor of Shakespeare’s company, son of play-

BURBAGE, RICHARD

house builder James Burbage, and younger
brother to Cuthbert Burbage. Richard and
Cuthbert held shares in the playhouses built by
their father, but only Richard followed his father
in becoming an actor. Richard’s acting career
began in the mid-1580s but around 1590 he was
stll playing minor parts, if the entrance for
‘Burbage a messenger’ in the ‘plot’ of The Deud
Man’s Fortune refers to him. The more import-
ant roles of Gorboduc and Tereus are assigned
to Richard Burbage in the ‘plot’ of 2 Seven
Deadly Sins, but this is difficult to date. With the
settlement of the Chamberlain’s Men at the
Theatre, his father’s playhouse, in 1594 his fame
rapidly increased. On 15 March 1595 Shake-
speare, William Kempe, and Richard Burbage
were paid for Chamberlain’s Men performances
given at court the previous December. Ben
Jonson recorded Richard Burbage as an actor in
his 1616 folio texts of Every Man out of his Hu-
mour (1600) and Every Man n his Humour

Richard Burbage, Shakespeare's leading actor' this painting, now at the Dulwich Picture Gallery, 1s thought to be a
self-portrait.



BurBY, CUTHBERT

(1601) which were first performed in 1598—9.
When his fellow King’s Man Augustine Phillips
made a will on 4 May 1605, Richard Burbage
was appointed as an executor, and in Shake-
speare’s will, written on 25 March 1616, Richard
Burbage, John Heminges, and Henry Condell
were each left 26s. 84. to buy a ring.

Allusions to Richard Burbage’s acting talent
continued long after his death in 1619. A funeral
elegy exists in a number of manuscript versions
from shortly after his death, which despite some
differences generally agree upon these lines:

No more young Hamlett, ould Heironymoe.
Kind Leer, the greued Moore, and more beside.
That lived in him, haue now for ever dy’de.

Oft haue I seene him leap into the graue,

Suiting the person which he seem’d to haue

Of a sadd louer with soe true an eye,

Thar theer [ would haue sworne, he meant to dye.

The roles named here are presumably from
Shakespeare’s Hamlet, King Lear, and Othello
(‘the grieved Moor’), and Thomas Kyd’s 7he
Spanish Tragedy (c.1592), in which Hieronimo
revenges his son’s murder. The title page of the
first edition of John Webster's The Duchess of
Malfi (1623) gives Richard Burbage the part of
Ferdinand, and the third printing of John
Marston’s The Malcontent (1604) has a comic
induction during which Richard Burbage is
identified as the actor playing Malevole. These
are the only roles of which we can be certain,
but the plenitude of commendations of his tal-
ent, and his seniority within the Chamberlain-
King’s Men makes it likely that he took leading
roles in all of Shakespeare’s plays from the
opening of the Globe in 1599 until his retire-
ment in the mid-1610s.

Some time before 7 October 1601 Richard
Burbage married his wife Winifred, for on
that day she consulted the quack doctor and
astrologer Simon Forman. In his will of 3 June
1623 Nicholas Tooley referred to Richard Bur-
bage as ‘my late M[aste]r’, which indicates that
Tooley was Burbage’s apprentice. As well as
being an actor, Richard Burbage was an ac-
complished painter and for the Earl of Rut-
land’s participation in the King’s Accession Day
tilt in 1613, Burbage painted a commemorative
impresa to which Shakespeare added the motto,
and for which each of them received 445. GE

Baldwin, T. W., The Organization and Personnel
of the Shakespearean Company (1927)

Bentley, Gerald Eades, The jacobean and Caro-
line Stage, ii: Dramatic Companies and Players
(7 vols., 1941)

Edmond, Mary, ‘Yeomen, Citizens, Gentlemen
and Players: The Burbages and their
Connections’, in R. B. Parker and S. P. Zitner
(eds.), Elizabethan Theater: Essays in Honor of
S. Schoenbaum (1996)

Honigmann, E. A. J., and Brock, Susan, Play-
house Wills 1558—1642: An Edition of Wills by
Shakespeare and his Contemporaries in the
London Theatre (1992)

Ingram, William, ‘The Early Career of James
Burbage’, in C. E. McGee (ed.), The Eliza-
bethan Theatre x: Papers Given at the Tenth
International Conference on Elizabethan The-
atre Held at the University of Waterloo, Ontario,
in July 1983 (1988)

Burby, Cuthbert. See PRINTING AND PUBLISH-
ING.

Burdett-Coutts portrait, half-length,
named after its early 20th-century owner
Burdett-Coutts. Also known as the Felton por-
trait after its 19th-century owner, this repre-

oil,

sentation was discovered in 1792 and was
(dubiously) claimed to be an original for
*Droeshout’s engraving by M. H. Spielmann in
1906. cT

Burgess, Anthony (John Burgess Wilson)
(1917-93), English writer, who fancied descent
from the Jack Wilson reported as singing in
Much Ado About Nothing. Nothing Like the Sun
(1964) fictionally recreates Shakespeare’s sex
life, seeming to attribute his genius to the in-
flammatory inspiration of syphilis. His biog-
raphy of Shakespeare appeared in 1970. In
Enderby’s Dark Lady (1984), the eponymous
hero prepares a libretto for a Shakespeare mu-
sical. In a climactic scene, the *Droeshout por-

™

trait comes to life, a ‘talking woodcur’.
Burgh, Hubert de. See HuserrT.

Burgundy, Duke of. (1) He abandons his
suit to marry *Cordelia after she has lost her
dowry in the first scene of King Lear. (2) He
arranges the Treaty of Troyes in Henry vs.2. In
1 Henry vr he allies with Talbot, 2.1, but is won
round by Joan la Pucelle to the French side,
3.7. AB

burlesques and travesties of Shakespeare’s
plays. Lines from Shakespeare were parodied in
his own time, but the first full-scale travesty is
Thomas *Duffett’s The Mock-Tempest; or, The
Enchanted Castle, of 1674, in which Prospero’s
island becomes a brothel. Vigorous, amusing,
and obscene, it burlesques a current production
of Thomas Shadwell’s operatic version of the
Dryden—Davenant adaptation. Individual pas-
sages were frequently parodied during the 18th
century, as in Arthur Murphy’s Life of Hamlet
with Alterations (1772), based on the ghost
scenes, in which Shakespeare appears to com-
plain of Garrick’s alterations, but the heyday of
burlesques employing the full framework of a
play—and of theatrical burlesque in general—
came in the 19th century. Travesties of Hamlet,
Othello, and Romeo and Julier had appeared in
Vienna around the turn of the century, and in
1810 John Poole’s Hamlet Travestie, with ‘Bur-

" lesque Annotations, after the manner of Dr

Johnson and Geo. Steevens Esq., and the vari-
ous Commentators’, was published in London.
Frequently reprinted and performed, it was

used for satire of *Irving as late as 1874. Poole
parodies and paraphrases the play in rhymed
couplets, including songs set to popular airs.
Imitations include Richard Gurney’s Romeo and
Juliet Travestie (1812), the anonymous Macbeth,
printed in Accepted Addresses, and  Othello
Travestie (both 1813), and an unpublished
Richard 11 (1815), the first burlesque known to
have been written directly for the theatre, which
ends with a chorus and dance of ghosts. Other
versions of the same play followed, in 1816 and
1823.

Charles Selby’s Othello, the Moor of Fleet
Streer (1833) inaugurated a new phase of theat-
rical burlesques, many of them never published.
Maurice Dowling’s deplorable Othello Travestie
(Liverpool, 1834) was so popular when given at
the Strand in London that it helped to establish
that theatre as a home of burlesque. The merry
finale of his Romeo and [uliet (1837), based on
Garrick’s version, imitates that of Rossini’s
opera La Cenerentola. Other versions of the
tragedies followed; Edward Blanchard’s un-
published Merchant of Venice (1842) is the first
to be based on a comedy. Chatles Selby’s Kinge
Richard ye Third (184s), successful in America as
well as England, includes a ‘Gigantic Equestrian
Pageant’; at the end Richard comes to life and
begs the audience’s favour in a finale set to
‘Yankee Doodle’.

Burlesques during this period included
many theatrical and other topical allusions, and
around this time the pun, beloved of Victorian
humorists, becomes a dominant source of comic
effect. In Francis Talfourd’s undergraduate jape
Macbeth Travestie (1847) Macbeth and Banquo
enter under an umbrella to be greeted by the
witches with ‘Hail! Hail! Hail” Asking, “What
mean these salutations, noble thane?’, Macbeth
is told, ‘These showers of “Hail” anticipate
your “reign”.” In London performances Mac-
beth was played by Frederick Robson, finest of
burlesque actors, who scored his greatest success
in Talfourd’s Shylock; or, The Merchant of
Venice Preserved (1849). Queen Victoria at-
tended a performance in 1860, and the piece
succeeded in America.

The Enchanted Isle (1848), by William and
Robert Brough, treats The Tempest with new
freedom, creating an extravaganza rather than a
line-by-line travesty. William Brough’s skilful
and charming Perdita; or, The Royal Milkmaid
(1856), a direct send-up of Charles *Kean’s
production of The Winter’s Tale, includes a
‘Grand Ballet’ that achieved independent fame.
Andrew Halliday’s Romeo and Juliet Travestie;
or, The Cup of Cold Poison (1859) starred Marie
Wilton (Lady Bancroft), the most admired fe-
male burlesque performer of the century. The
Nurse is conflated with *Dickens’s Mrs Gamp,
the Apothecary has a drunk scene, and in the
balcony scene the lovers catch cold—'Swear not
by the boon—the inconstant boon.’
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The all-dancing finale to Robert and William Brough's burlesque The Enchanted Isle, or, Raising the Wind, 1848.
Visible are Ariel ('a magic page from Shakespeare's magic volume'), Alonso, Ferdinand (played by Miss Woolgar),
Miranda (‘the original Miss Robinson Crusoe’), and Prospero.
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Later burlesques slacken still further the re-
lationship with the original play, and are in-
creasingly written for amateurs, like the
anonymous Hamlet! The Ravin’ Prince of Den-
mark!! or, The Baltic Swelllll and the Diving
Belle!!!! (1866), heavily indebted to Poole, and
full of theatrical allusions, some entirely serious.
F. C. Burnand, author of Antony and Cleopatra,
or, His-tory and Her-story in a Modern Nilo-
metre (1866), edited Punch from 1880 to 1906; in
his subsequent The Rise and Fall of Richard!"); or,
A New Front to an Old Dicky (1868) the pun is
predictably rampant. The Duchess of York
travesties Macbeth with ‘Hang up my bonnet in
the outer hall’, and Catesby and Tyrrell fall
over a coal scuttle to provoke the comment ‘Oh!
they’re more shinned against than shinning.’

This is the last major burlesque of the pro-
fessional Victorian theatre. W. S. Gilbert’s
Rosencrantz and Guildenstern originally ap-
peared in the magazine Fun, stimulated by
Henry *Irving’s sensational success in the role at
the Lyceum. It contains little direct parody.
Ophelia, loved by Rosencrantz, describes
Hamlet in lines that glance at the oddities of
actors and the disagreements of scholars:

Some men hold
That he’s the sanest, far, of all sane men—
Some that he’s really sane, but shamming mad—
Some that he’s really mad, but shamming sane—
Some that he will be mad—some that he was—
Some that he couldn’t be. But on the whole,
(As far as I can make out what they mean)
The favourite theory’s somewhat like this:
Hamlet is idiotically sane
With lucid intervals of lunacy.

Hamlet is finally consigned to the Lyceum.
Gilbert’s play, reprinted in 1890, was acted in
1891 and again, in revised form, in 1892, when
Beerbohm Tree was the special object of satire.
It has been successfully revived.

Late 19th-century specimens, mostly written
for amateurs and unpublished, are of decreasing
interest. On the English professional stage,
burlesque and extravaganza yielded to musical
comedy, of which they are a forerunner. They
lasted a litde longer in America. Burlesques
written specifically for performance by ‘negro
minstrels’—usually white men in black face—
were popular in both continents during the
middle years of the century. John Brougham’s
Much Ado About a Merchant of Venice (1868)
abounds in local and topical allusions, and also
contains serious social comment. 7he New Ver-
sion of Shakespeare’s Masterpiece of ‘Hamler’
(1870) burlesqued Edwin Booth’s famous per-
formances. Later American burlesques include
Chatles Soule’s New Travesty on Romeo and
Juliet (1877), performed by the University Club
of St Louis, and his Hamlet Revamped (1879),
announced as ‘A Travesty without a Pun’. More
original is John Kendrick Bangs's Katherine
(1888), the longest of the travesties and the only
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one of The Taming of the Shrew, notable mainly
for lyrics imitative of W. S. Gilbert: ‘For he’s
going to marry the shrew, hoo-hoo’, “Two little
dudes from Pisa we’, and so on. It was given a
sumptuous charity performance at the Metro-
politan Opera, New York, when the young
soldiers for whom it was written were assisted by
a church choir of 75 voices. A critic objected
that ‘our young men are growing up in a sufhi-
ciently light-voiced and effeminate groove
without the factitious aid of corsets, crinoline

N4

Wells, S. (ed.), Nineteenth-Century Shakespeare
Burlesques (s vols., 1977)

and lingerie’.

Burton, Richard (1925-84), British actor. Born
Richard Jenkins in a Welsh mining village he
took the surname of the teacher and broadcaster
who became his surrogate father. As an under-
graduate in wartime Oxford he played Angelo
in Measure for Measure and in 1951 excited
Stratford audiences as Prince Hal and Henry v
in the Shakespearian tetralogy. Between 1953
and 1956 at the *Old Vic he was hailed as the
leading young classical actor of his generation,
playing Hamlet, the Bastard in King John, Sir
Toby Belch, Coriolanus, Caliban, and Henry v
as well as alternating with John Neville as Tago
and Othello. He subsequently became one of
the highest-paid international film stars, marry-
ing, divorcing, and remarrying Elizabeth Taylor
and gaining a reputation for drinking and
wildness. In 1964 on Broadway he played
Hamlet in a production by John *Gielgud

which is preserved on film. He made over so
movies including The Taming of the Shrew
(1967) directed by Franco *Zefhirelli and co-
starring Elizabeth Taylor. Mj

Bragg, Melvyn, Rich: The life of Richard Burton
(1988)

Busby, John. See PRINTING AND PUBLISHING.
Bushy. See GREEN.

Butcher, Dick the. He is a sceptical but blood-
thirsty follower of Cade in The First Part of the
Contention (2 Henry v1). AB

‘But shall I go mourn for that, sung by
Autolycus in The Winters Tale 4.3.15. The
earliest known setting is by J. F. Lampe, pub-
lished c.174s. /B

Butter, Nathaniel. See IMPRINT; PRINTING AND
PUBLISHING.

Butts, Dr. He draws Henry’s attention to

Cranmer who has been refused entry to the

council chamber, Al Is True (Henry viir) s.2.
AB

Byam Shaw, Glen (1904-86), British director
and administrator. A successful actor and
teacher of acting who had never much enjoyed
being on stage, he returned from war service to
work at the short-lived but influential Old Vic
Theatre School and with a company aiming at
new audiences, the Young Vic, for which he
directed his first wintry As You Like It. From

1952 he was co-director with Anthony *Quayle
of the Shakespeare Memorial Theatre at
Stratford and sole director 1956—9. He con-
tinued Quayle’s policy of engaging accom-
plished players. His own productions were
strong on narrative. They were never showy but
always centred on the actors—DPeggy *Ashcroft
as Rosalind and Cleopatra, Michael *Redgrave
as Antony. He also encouraged young directors
like Peter *Hall, his chosen successor. People
recall his old-fashioned courtesy. He made a rare
appearance as the colonel regretting the loss of
empire in the film Look Back in Anger (1959).
My
Beauman, Sally, The Royal Shakespeare Com-
pany: A History of Ten Decades (1982)

Byrd, William (1543-1623), composer. The
dominating musical figure in England during
much of Shakespeare’s life; he seems to have
composed little after his last publication in 1611.

/B

Byron, George Gordon, Lord (17838-1824),
English poet. Byron’s explicit rejection of
Shakespeare as a dramatic model (‘the worst of
models—though the most extraordinary of
writers’) belies the saturation of Shakespearian
phrasing in his dramas, and his characteristic-
ally *Romantic investment in an overreaching
Macbeth and a reflective, volatile Hamlet, most
visibly reworked in Manfred (1817) and Don
Juan (1819—24). NJW
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Cade, Jack. A rebel leader, Cade is slain by Iden
(The First Part of the Contention (2 Henry vi)
4.10). Shakespeare largely follows *Holinshed’s
account of the rebellion. AB

‘Cadwal’ is the name given to Arviragus by
Belarius in Cymbeline. AB

Caesar, Julius (102—-44 BC), dictator of Rome.
See JuLius CAESAR. AB

Caesar, Octavius (63 Bc-AD 14). In Julius
Caesar he becomes one of the triumvirs after the
murder of Caesar, and in Antony and Clegpatra
after eliminating the other triumvirs he assumes
sole leadership of the Roman Emopire. AB

caesura, a pause within a line of verse, often
coinciding with a break between clauses or sen-
tences. In English jambic pentameter (unlike
classical verse), a caesura or phrasal break may
fall after any syllable from the first to the ninth.

CB

caesura, epic (feminine). Within an iambic
pentameter line, epic caesura is a phrasal break
preceded by an extra unstressed syllable. Older
(mainly r5th-century) poets used this pattern as
a standard variation, but most 16th-century
poets avoided it. Shakespeare, too, avoids it in
his poems but uses it fairly frequently in his
middle and later plays, evidently to vary and
complicate the metrical design:
Stealing and giv | ing odour. | Enough, no more
(Twelfth Night, 1.1.7)
GTW

Cahiers élisabéthains, the chief French jour-
nal of late medieval and English Renaissance
studies, was launched in 1972. It is published by
the Centre d’Etudes et de Recherches sur la
Renaissance Anglaise (Université Paul-Valéry,
Montpellier, France) and is intended as a link
between scholars working in its field in France
and those working elsewhere in the world. An
international editorial board screens submis-
sions. Nearly all texts are written in English:
abstracts in both French and English are sys-
tematically included. Two numbers are pub-
lished each year, including articles, notes, and
reviews of relevant critical works, theatre per-

J-MM

formances, and films.

Caithness, Thane of. He marches against
Macbeth, Macbeth Act s. AB

Caius is one of Titus’ kinsmen in Titus Andro-
nicus (mute part). AB

‘Caius’. See KENnT, EARL OF.

Caius, Dr. He is a French physician in love with
Anne Page in The Merry Wives of Windsor.
AB

Caius Cassius. Sce Cassius, Carus.

Caius Ligarius. See Licarius, Carus.

Caius Lucius. See Lucius, Carus.

Caius Marius, The History and Fall of. First
petformed in 1679, Thomas Otway’s play is
heavily and explicitly indebted to Romeo and
Julset, transferring its action to the Roman civil
wars of Marius and Sylla. Shakespeare’s love
story serves as a tragic sub-plot to Otway’s de-
piction of the struggle between the patricians
Metellus and Sylla and the plebeians’ leader
Marius: Marius’ son is in love with Metellus’
daughter Lavinia, to whom he was betrothed
before Metellus defected to Sylla’s rival faction,
and they marry in secret despite their parents’
enmity. (‘O Marius, Marius, wherefore art thou
Marius?’, wonders Lavinia.) Although Young
Marius and Lavinia are more blameless than
their Shakespearian counterparts (they fall in
love in compliance with their parents’ original
wishes, and he kills no Tybalt), they finish up in
the tomb just the same, and Otway enhances
the pathos of their deaths by having Lavinia
awaken before Young Marius has finished dying
of the poison so that they can enjoy one last
brief and tormented interview. Otway’s play
was still being revived at intervals as late as the
1760s, and its final dialogue between the lovers
was imitated in acting texts of Romeo and Julier
from its return to the repertory in the 1740s
until well into the 19th century. MD
Dobson, Michael, The Making of the National
Poet (1992)
Munns, Jessica, Restoration Politics and Drama.
The Plays of Thomas Otway (1995)
Owen, Susan, Restoration Theatre and Crisis
(1996)

Calchas, father of Cressida, is a Trojan priest
who has defected to the Greeks in Troilus and
Cressida. AB

calendar, Shakespeare’s. Protestant coun-
tries, including England, still used the Julian
calendar (established by Julius Caesar) in
Shakespeare’s day, though Catholic countries
had accepted the more accurate ‘New Style’
Gregorian calendar in 1582 (named after Pope
Gregory xim). Consequently dates were the
subject of debate, particularly the date of Easter,
which was five weeks apart for Catholics and
Protestants by 1599. Britain and its colonies only
converted to the Gregorian calendar in 1752. At
the same time New Year’s Day was moved from
25 March (the feast of the Annunciation and
Lady Day) to 1 January (a date which had been
originally rejected by Christians because it was
associated with a celebration of the god Janus).
In Shakespeare’s day the date of the year
changed in March not January.

The following list gives the dates of festivals
and other significant days, many of which are
no longer celebrated, mentioned by Shake-
speare in his plays.
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Twelfth Night—6 January
The last day of the Christmas festival was an
opportunity for carnivalesque misrule: carous-
ing, practical jokes, and ribald impersonation of
authority figures (elements which appear in
Twelfth Nighs).

St Valentine's Day—14 February
Valentine’s Day was traditionally associated
with the pairing of birds, and is mentioned in
this context in A Midsummer Night’s Dream
4.1.138 (see also *Chaucer’s The Parliament of
Fowls (?1381)). In Elizabethan England it was
celebrated with games and an atmosphere of
sexual opportunity (as expressed in one of
Opbhelia’s songs, Hamlet 4.5.47). It is probably
no coincidence that the ancient Roman festival
of Lupercalia, also a celebration of fertility, was
held on the same day or thereabouts. The
Luperci would gather in a sacred cave, sacrifice
goats, and clothe themselves in the goats™ skins
from which they also made straps. They ran
down the Palatine Hill striking anyone they met
with their straps: being struck was supposed to
cure infertility in women. Julius Caesar1.2 is set
during the celebration of Lupercalia.

Ides of March
Instead of using weeks the Romans divided their
months in an irregular way originally based on
the phases of the moon. Ides, from iduare, ‘to
divide’, occurred in the middle of the month,
on the 13th or 15th day, according to the length
of the month, and originally represented the
period during the full moon. Caesar is told to
‘Beware the ides of March’, Julius Caesar1.2.20.

Dates associated with Easter
As it is today, Easter was a movable feast. In
Elizabethan times the first of the dates associ-
ated with Easter, Shrove Tuesday, could fall as
early as 3 February or as late as 9 March. The
carliest possible date for Easter itself was 25
March. Shrove Tuesday, or Pancake Day, as it is
still popularly known, is mentioned in A/l’s Well
That Ends Well 2.2.22-3. Shrovetide, men-
tioned in 2 Henry 1v5.3.36., is the period of the
few days before *Lent, when feasting and sports
were customary (including football matches
between villages, as at Easter). Ash Wednesday
is the day after Shrove Tuesday and the begin-
ning of fasting and abstinence of the 40-day
period of Lent (ending on Easter Monday). It is
mentioned in The Merchant of Venice 2.5.26.
Friday of Easter week, Good Friday, is men-
tioned as a day of fasting, King John 1.1.235, 1
Henry rvi1.2.114. Ascension Day is the 4oth day
after Easter: ‘Holy Thursday’. Peter of Pomfret
says John must give up his crown ‘ere the next
Ascension Day at noon’, King John 4.2.151. The
week succeeding the seventh Sunday after
Easter, Whitsun, was a time for sports and
games (especially morris dancing) and carous-
ing (even in the churchyard itself, hence the
term ‘church ale’). Whitsun is mentioned: 7he
Winter’s Tale 4.4.134; Henry v 2.4.25; and is

pronounced “Wheeson’ by Mistress Quickly in
2 Henry 1v2.1.91.

May Day— May
Morris dancing, decorating and dancing round
the maypole, the election of a summer King and
Queen, and general frolicking in the woods
(particularly among young people) were popu-
lar May Day activities. May Day morris dan-
cing is mentioned in All’s Well That Ends Well
2.2.23 and dramatized in The Two Noble Kins-
men 3.5; May Day morning is mentioned in A//
Is True (Henry virr) 5.3.14.

Midsummer—24 June
The 24th of June was celebrated as the summer
solstice (though it was actually 12 June then and
21 June now) and the feast of St John the Bap-
tist. Midsummer is mentioned in As You Like It
(4.1.95) and 1 Henry 1v (4.1.103), as well as in A4
Midsummer Night's Dream. Olivia says that
Malvolio suffers from ‘midsummer madness’,
Twelfth Night 3.4.54, referring to the revelry,
magic, and atmosphere of disorientation that
was associated with the moon at the summer
solstice.

Lammas—1 August
Lammas Eve, the day before Lammas, is men-
tioned as Juliet’s birthday, Romeo and Juliet
1.3.19. Lammastide, the season of Lammas, is
mentioned in Romeo and Juliet 1.3.16. Lammas
is from the Anglo-Saxon Alaf-maesse, ‘loaf mass’
—it was originally a harvest festival, but by
Elizabethan times was merely the date on which
pastures were opened for common grazing.

St Bartholomew’s Day—24 August
Bartholomew-tide is mentioned in Henry v
5.2.306 as the hottest day of summer.

Holy-rood Day—14 September
It is mentioned in 1 Henry 1v1.1.52 as the day of
the battde berween Hotspur and Douglas.
Holy-rood Day was a festival commemorarting
the exaltation of Christ’s cross after its recovery
from the Persians by Heraclius in AD 628, but by
Shakespeare’s day was principally associated
with the custom of ‘going a-nurting’—like May
Day, an opportunity for young people to meet
in the woods.

St Lambert's Day—17 September
The day is mentioned in Richard 1r1.1.199 as the
date set by Richard for Bolingbroke and
Mowbray’s combat.

Michaelmas—2g9 September
The festival of St Michael and All Angels is
mentioned in 1 Henry 1v 2.5.53 as Francis’s
birthday; and in The Merry Wives of Windsor
1.1.188 (see also Allhallowmas). It was the day on
which the universities of Oxford and Cam-
bridge and the law schools and courts of Lon-
don began their terms. As with Lammas, by the
Elizabethan period most of the customs asso-
ciated with this day had lapsed, though it re-
mained a time for hiring servants, initating
lawsuits, signing contracts, and harvesting and
selling crops.

All Hallows Eve—31 October
The eve of All Saints is mentioned in Measure
Jfor Measure 2.1.121. In Shakespeare’s day games
were organized in order to ward off the spirits of
the dead and exploit the magic associated with
this night.

Allhallowmas/Hallowmas—1 November
The feast of All Saints. Simple says All-
hallowmas falls a fortnight before Michaelmas
(29 September), either having confused it with
Holy-rood Day (14 September), or having
confused Martinmas (11 November) with
Michaelmas, The Merry Wives of Windsor
1.1.187. Prince Harry calls *Oldcasde ‘All-
hallown summer’, 1 Henry 1v 1.2.156, a term
referring to a spell of fine weather in late au-
tumn. ‘Hallowmas’ and ‘Hollowmas’ are ab-
breviated forms of ‘Allhallowmas’, mentioned
in Two Gentlemen of Verona 2.1.24; and Meas-
ure for Measure 2.1.120. Richard compares
Hallowmas to the ‘short’st of day’ Richard 1
5.1.80. Because of discrepancies in the Julian
calendar the winter solstice was ten days earlier
than it is now, consequently this made rather
more sense in Shakespeare’s day than it does in
ours.

All Souls’ Day—2 November
Catholics offer prayers for the dead on All
Souls’ Day, and it is the day of Buckingham’s
doom, Richard nirs.1.

St Martin’s Day/Martinmas—11 November
Joan la Pucelle means a spell of unseasonably
fine weather when she refers to ‘Saint Martin’s
summer’ 1 Henry vr 1.3.110. Martlemas is an-
other term for ‘Martinmas’. Poins calls Falstaff
‘Martlemas’ 2 Henry 1v2.2.95, perhaps alluding
to St Martin’s summer (compare Prince Harry’s
‘All-hallown summer’); or to Martinmas beef,
fattened for slaughter by that date. AB

Barber, C. L., Shakespeare’s Festive Comedy

(1959)

Hutton, Ronald, The Rise and Fall of Merry
England: The Ritual Year 14001700 (1994)

Laroque, Frangois, Shakespeare’s Festive World:
Elizabethan Seasonal Entertainment and the
Professional Srage (1991; 1st pub. in French
1988)

Richards, E. G., Mapping Time: The Calendar
and its History (1999; 1st edn. 1998)

Sohmer, Steve, Shakespeare’s Mystery Play: The
Opening of the Globe Theatre, 1599 (1999)

Stokes, Francis Grifin, Whos Who in Shake-
speare (1992; 1st edn. 1924)

Calhern, Louis (1895-1956), American actor-
director who progressed from undistinguished
stage work to a high-profile career in film
(playing the title role in the 1953 MGM film of
Julius Caesar), returning to the theatre occa-
sionally, including King Lear in 1950. RF

Caliban. Long before the action of The Tempest
begins, Prospero arrives on the island to find
its sole inhabitant, the son of the deceased
witch Sycorax. At first their relationship is
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harmonious: Caliban loves Prospero and shows
him ‘all rthe qualities o’th’isle’ (1.2.339); and
Prospero treats him ‘with human care’ (1.2.348)
and teaches him language. However, when
Caliban attempts to rape Miranda, Prospero
enslaves him. During the course of the play
Caliban offers his services to Trinculo and
Stefano, who he mistakenly believes will be able
to help him vanquish Prospero.

Critics, audiences, writers, and artists have
shared a long fascination with Caliban. In the
*Dryden/Davenant adaptation the low comedy
of Caliban’s situation was given extra impact by
the addition of a female version of him, a sister.
Later generations have been more interested in
the tragedy of his situation: his occasionally
beautiful language and miserable situation seem
to invite sympathy despite his ugly appearance
and violent intentions. In the last two decades
of the 20th century criticism and theatre pro-
ductions have often seen Caliban as a native
islander. To be precise, however, he is a second-
generation immigrant and the mythologies and
psychology of Europeans are just as important
as postcolonial perspectives in the debate over
his identity. AB

‘Calin o custure me’, a *ballad tune title,
probably Gaelic in origin, quoted by Pistol in
Henry v 4.4.4. JB

Calpurnia is Caesar’'s wife in Julius Caesar.
Frightened by a dream and ill portents she tries

to persuade him not to go to the Capitol, 2.2.
AB

Calvert, Charles (1828—79), actor, born in
London. His ecarly engagements included
Southampron (1853—4, Romeo and Laertes with
his future wife Adelaide Biddles as Juliet and
Ophelia) and the Surrey (18556, Hal, Othello),
but it was with Hamler (1859) at the Theatre
Royal, Manchester, that Calvert showed his
ability to co-ordinate all the arts of the theatre in
the service of the play. At the Prince’s theatre,
1864 1874, he
mounted cleven major Shakespeare revivals, of
which Richard i1 and Henry v were transferred
to New York.

A disciple of Charles *Kean, Calvert upheld
the principles of pictorial Shakespeare and
showed his intelligence and originality as an
actor in his sympathetic Shylock and thoughtful
Henry v. REF

Foulkes, Richard, The Calverts: Actors of Some
Importance (1992)

Manchester, between and

Calvert, Louis (1859-1923), English actor-
manager who upheld the Shakespearian trad-
ition of his parents Charles and Adelaide
Calvert. His career encompassed the diversity of
Shakespearian staging on both sides of the
Adantc—and beyond—for half a century.
Calvert acted with *Benson and *Tree, assisting
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Sir Herbert Beerbohm Tree as Caliban, 1904. Tree played Caliban as a sensitive, potentially noble creature, a tragic

missing link.

the latter with his ambitious revival of Julius
Caesar (1898), as he did Richard Flanagan with
his sumpruous Shakespearian productions in
Manchester where—in contrast—Calvert also
staged Richard 1 (1895) in the Elizabethan style
for the Manchester branch of the Independent
Theatre. In 1909 Calvert was recruited for the
ill-fated New Theatre, New York, where his
production of The Winter’s Tale (1910) prefig-
ured *Granville-Barker’s. Calvert remained in
Aumnerica, contributing an Elizabethan-style 7%e
Tempest to the Shakespeare tercentenary of 1916,
but devoting himself increasingly to training
actors in the traditions of Shakespearian acting,

about which he wrote in Problems of the Actor
(1918). RF

‘Cambio’. See LuceNnTIO.

Cambridge, Richard, Earl of. He is Richard
Plantagenet (d. 1415), father of the Duke of York
of the Henry vr plays. His plot with Henry le
Scrope (3rd Baron of Masham, eldest son of Sir
Stephen Scrope) and Sir Thomas Grey is dis-
covered and they are sent to execution, Henry v

2.2 AB

Cambridge Shakespeare. The Works of Wil-
ham Shakespeare (1863—6), edited by William



CAMBRIDGE SHAKESPEARE, NEW

George Clark, with at first W. Aldis Wright and
later John Glover as collaborators, was pub-
lished in nine volumes by Macmillan, but
printed at the University Press, so that it became
known as the Cambridge Shakespeare. This
important edition was based on a ‘thorough
collation of the four Folios and of all the Quarto
editions of the separate plays, and of subsequent
editions and commentaries’ (preface), so that in
textual matters it constitutes a virtual variorum.
Prefaces provide accounts of the carly textual
history of cach of the works, and the volumes
include the texts of first quartos of Hamlet and
Romeo and Julier, as well as the quartos relating
to Henry v, The First Part of the Contention (2
Henry vi), and Richard Duke of York (3 Henry
vi). Clark and Wright used the Cambridge
edition as the basis for the influential one-
volume *Globe Shakespeare. Both the Cam-
bridge and the Globe editions were revised in
1891. RAF

Cambridge Shakespeare, New (1984, in
progress). This edition is a replacement for the
*New Shakespeare, completed in 1966. Whereas
the New Shakespeare was edited by British
scholars, the New Cambridge Shakespeare has
recruited editors from other countries, especially
the United States. The series aims to reflect
‘current critical interests’ and to be attentive ‘to
the realisation of the plays on the stage, and to
their social and cultural settings’, according to
the first general editor, Philip Brockbank. The
volumes are handsomely printed, with notes
and collations on the same page as the text. The
well-illustrated critical introductions in the first
volumes added a separate stage history, but
some later introductions have sought to inte-
gratc C()mmcn[ary on S[agc and ﬁlm pcrf()rm—
ances into critical accounts of the plays. Textual
problems are treated in a “Textual Analysis’ that
follows the text, as in the New Shakespeare.
Beginning in 1994 with the first quarto of King
Lear, the series is adding critical editions of the
early quartos. It began to appear roughly at the
same time as, and in competition with, the

*Oxford Shakespeare. RAF

Cambridge University’s major resource for the
study of Shakespeare is the collection at Trinity
College presented in 1799 by Edward *Capell of
Shakespeare editions used in the preparation of
his own edition of 1768 and his Notes and
Readings (1774, 1779-83). SLB

Camden, William (1551-1623), antiquarian,
historian, in London,
Camden was a distinguished compiler of British
history and a gifted headmaster of Westminster
School who won his pupil Ben Jonson’s unre-
served praise. Having written Britannia (1586),
he drew partly on that work for Remains of a
Greater Work Concerning Brirain (1605), in
which he glances at modern poets. In a list of

and teacher. Born

nine ‘pregnant wits’, Camden merely cites
Shakespeare’s name, but on more congenial
antiquarian ground, he explores the name’s
antecedents and variants: ‘Strong-shield’ or
‘Breake-speare, Shake-Speare, Shotbols,
Wagstaffe’. PH

Camidius is given command of Antony’s land
army, Antony and Cleopatra 3.7.57-9. AB

Camillo, a lord at Leontes’ court, helps
Polixenes escape and is eventually betrothed to
Paulina, The Winter’s Tale 5.3.144—7. AB

Campeius, Cardinal. Sent by the Pope, he,
with Wolsey, considers King Henry’s proposed
divorce of Katherine, A/l Is True (Henry vir)
2.4. AB

Campion, Thomas (1567-1620). He wrote
three masques, and published four Bookes of
Ayres (1610~17). Campion’s Lord’s Masque,
commissioned by the Howards for Princess
Elizabeth’s wedding celebrations (1612-13),
contains a moment reminiscent of Shake-
speare’s Winter’s Tale, also performed at Eliza-
beth’s wedding, when a row of women-statues
step alive from their niches. CcS

Canada has most often employed Shakespeare
as a bulwark against other traditions or cultures.
In English Canada, Shakespeare served as pro-
tection against the incursions of American
commercialism; in French Canada, against im-
ported French vaudevilles.

Despite the burden of wholesomeness im-
posed both by English-Scots Puritanism and
French Roman Catholicism, there has been a
nearly unbroken tradition of playing Shake-
speare since at least the 18th century. The ge-
nealogy of Shakespeare productions may be
traced back to two significant roots: British sol-
diers and touring companies. After the Con-
quest (1763), British soldiers staged plays to
relieve the tedium of garrison life. However,
most Shakespeare in the 18th century and up to
1914 was supplied by touring companies and
such actors as Edmund *Kean, William Charles
*Macready, Ellen *Terry, Tommaso *Salvini,
Sarah *Bernhardt, and James O’Neill.

In the 1840s, Shakespeare societies sprang
up to fill a variety of cultural needs, includ-
ing self-improvement. Ladies’ clubs admired
Shakespeare for his creation of strong female
characters; gentlemen lionized Shakespeare, the
self-made man. Fuelled by British patriotism
and fear of American domination, later societies
(such as that founded in Toronto in the 20th
century), celebrated Shakespeare’s birthday,
organized reading groups and competitive re-
citations, and occasionally produced his plays.

A wider assimilation of Shakespeare came
through provincial regulation of educational
institutions, where excerpts, then plays, were
used as rhetorical training in schools. By the

1860s in Ontario, and shortly thereafter at all
other Canadian universities, Shakespeare was
firmly in place as the keystone of the honours
English undergraduate programme. Canadian
Shakespearian scholarship was launched with
Sir Daniel Wilson’s Caliban: The Missing Link
(1873), but acquired eminence only with the
extensive theoretical, interpretative, and edi-
torial work of Northrop *Frye.

The real explosion of interest in Shakespeare,
both in English and French Canada, occurred
after 1945 and coincided with the growth of
cities, the influx of many immigrant groups, the
rapid development of technology, and debates
about national identity and culture. Between
1944 and 1955, the Canadian Broadcasting Cor-
poration presented over 6o radio adaptations of
Shakespeare, including the first ever complete
and chronologically arranged performance of
Shakespeare’s English history plays (1953—4).

Undoubtedly a major event was the creation
of the Stratford Festival in Stratford, Ontario
(1953), at the initiative of businessman Tom
Patterson, who recruited British director Ty-
rone *Guthrie. Once a tent affair, the Stratford
Festival is now the largest classical theatre in
North America. Its inaugural production, Rich-
ard 11 with Alec *Guinness, was greeted with
wild enthusiasm and set high standards. Mi-
chael Langham’s Henry v (1957), in which
French-Canadians played the French, suggested
that a unique Canadian Shakespeare might be
possible. Instead, the Festival’s British roots led
to a dependency upon ‘hired hands’—British
and American directors and actors. Experimen-
tal productions gave way to an increasingly
Hollywood-like emphasis on costumes, props,
and gimmicks. On the whole, Stratford’s in-
fluence has been architectural rather than the-
atrical; its thrust stage became the model for,
among others, the Olivier auditorium at the
National Theatre in London, and the Chi-
chester Festival Theatre in Sussex.

While some scholars claim that the distinct-
iveness of Canadian Shakespeare lies in the
‘conversational vitality’ of its Shakespearian
language, said to lack the ‘operatic excesses’ of
the English and the ‘harshness’ of the American,
others find distinctiveness elsewhere: for ex-
ample, in Canadians’ preference for Shake-
speare paired with a beautiful landscape. Since
the 1980s, boisterous summer Shakespeare is
found not only 2 mare usque ad mare (Wolfville,
Halifax, St John’s, Montreal, Toronto, Saska-
toon, Victoria, Vancouver, and, briefly, Ot-
tawa), but also by the sea, in a park, or on a golf
course.

In Quebec, ‘Le grand Will" was historically
neither part of the school curriculum nor part of
the repertoire of local professional acting com-
panies. Not translated into Québécois until
1968 by Jean-Louis Roux, Shakespeare was, in
the next two decades, usually confined to being
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a vehicle, parodic or legitimizing, of cultural
nationalism. Shakespeare’s political face may be
clearly seen in Robert Gurik’s Hamlet, prince du
Québec (1968), an allegory on Quebec politics
with Hamlet as Québec, Claudius as 'Anglo-
phonije (the English economic and political
power), Gertrude as the Church in an unholy
alliance with Ottawa, and the Ghost as Charles
de Gaulle.

By the 1990s, Quebec became more com-
fortable with Shakespeare. Director/playwright
/actor Robert *Lepage turned many times to
Shakespeare in his explorations into multi-
media, sexuality, and the act of creation itself.

Alexandre Hausvater staged a cabaret-style Leur

(1990) starring a mortally ill actor, whose visible
pain and loss of physical power augmented the
pathos of the play.

Despite Canada’s diversity, multicultural and
native Shakespeare is rare. Two notable excep-
tions are the Modern Times Stage Company’s
Hamlet (1999), directed by Soheil Parsa, and
Louis Baumander’s The Tempest (1987, 1989).
The former, set in the Orient, costumed its
actors in a mixture of kimonos, business suits,
and saris, punctuated the action with gongs,
and concluded with a martial arts-like duel.
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The lacter, set on the Queen Charlotte Ts-
lands, presented Ariel as a Nanabush (native
trickster).

Shakespeare’s influence on Canadian culture,
and drama in particular, has been mixed. The
more unfortunate aspects of Shakespeare ador-
ation may be seen in such imitative works as
Charles Heavysege’s Sau/ (1857), described by
Coventry Patmore in its day but never since as
‘scarcely short of Shakespearean’. Particularly in
his status as Canada’s most popular playwright,
Shakespeare has also come under increasing at-
tack for impeding the growth of a Canadian
drama. Yet Canadians feel impelled to engage
his works. A strong, even acerbic, tradition of
rewriting Shakespeare to satirize local politucs
began in the 18th century. Twentieth-century
rewritings, of which there are nearly 100, span a
much wider spectrum of themes and issues and
range from the serious to the outrageous:
among them are John Herbert's Fortune and
Men’s Eyes (1967), a meditation on Shake-
speare’s Sonnet 29; Ann Marie MacDonald’s
Good Night, Desdemona (Good Morning, Juliet)
(1990), a comic consideration of gender and
genre; Norman Chaurette’s Les Remnes (19915
The Quecns, 1992), Richard 11 reimagined from

The influential open stage of the Stratford Festival Theatre, Ontario, opened in 1953. Robin Phillips's 1977 Richard m, with Bnan Bedford as Richard.

the point of view of the women of the play;
Cliff Jones’s Kronberg: 1582 (1974), a pop/rock
musical based on Hamler; and David Belke's
farcical mystery The Maltese Bodkin (1997).
Shakespearian adaptations, inspirations, and
revisions have found their way into fiction,
poetry, music, radio, and television. Now firmly
entrenched in schools, universities, theatres,
and the public consciousness, Shakespeare has
become a byword for literacy itself: Book Day
Canada is celebrated on his birthday, 23 April.
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canaries, dance steps including percussive use
of feet, or a lively, virtuosic couple dance in-
volving those steps (see Love’s Labour's Lost3.1.11
and All’s Well That Ends Well2.1.73); also a tune
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CANCEL

associated with the dance. The origin of the
name is unknown, despite obvious speculation

about the Canary Islands. /B

cancel. The technical term for a page that re-
places one that has been removed by the printer.
The original *title page of the 1609 *quarto of
Troilus and Cressida, for instance, which ad-
vertised the play ‘As it was acted by the Kings
Majesty’s servants at the Globe’, was cancelled
during the printing process and replaced with a
title page that makes no mention of a company

ER

or a theatre.
Canidius. See Camipius.

canon. The thirty-six plays in the First
Folio form the authoritative canon of Shake-
speare’s dramatic work. But, like the universe,
the Shakespearian canon is ever expanding.
Heminges and Condell may have deliberately
excluded collaborative plays from their collec-
tion. Pericles, for instance, although ascribed to
Shakespeare on the title page of the 1609 quarto,
was omitted from the First Folio; the play later
appeared in the Third and Fourth Folios and in
Rowe’s editions, was excluded by Pope, but has
been included in most collected editions of
Shakespeare since Malone’s Supplement (1780)
to Steevens’s edition. The Two Noble Kinsmen,
ascribed to John Fletcher and Shakespeare on
the title page of the 1634 quarto, appeared in the
Beaumont and Fletcher Second Folio (1679)
and in all subsequent editions of Beaumont and
Fletcher’s works, but it was not until the 20th
century that the play began to be included in
editions of Shakespeare.

Scholars have explored a variety of forms of
internal evidence (including tests of vocabulary,
imagery, verbal and structural parallels, metrical
evidence, stylometry, and function word tests)
in the hopes of establishing the authenticity of
other plays that are attributed to Shakespeare in
early printed texts, such as The London Prodigal,
Thomas Lord Cromuwell, Sir John Oldcastle, The
Puritan, A Yorkshire Tragedy, and Locrine. But
none of these plays in the ‘Shakespeare Apoc-
rypha’ has been admitted to the canon. The 168
lines that Shakespeare contributed to the
manuscript play Sir Thomas More, which was
discovered in the British Museum in 1844, are
widely accepted as genuine and often included
in collected editions. Compelling arguments
that Shakespeare was responsible for a few scenes
in Edward 11 (c.1592) have recently propelled
that play into some collected editions of Shake-
speare’s work, bringing the total number of
plays in the canon to 40. ER

Wells, Stanley, and Taylor, Gary, William

Shakespeare: A Textual Companion (1987)

Canterbury, Archbishop of. (1) Based on
Henry Chicheley (Chichele) (c1362-1443), his
speech ‘proving’ King Harry’s title to the

French Crown (Henry v 1.2) is taken largely
from *Holinshed. (2) See CraNMER, THOMAS.
AB

Capell, Edward (1713-81), English Shake-
spearian editor. Capell’s ten-volume edition of
Mr William Shakespeare his Comedies, Histories,
and Tragedies (1768) was the first to be prepared
according to recognizably ‘modern’ principles
of eclectic editing. By a process of thorough
collation Capell established which of the ‘old
editions” would be used as the ‘ground-work’
for the text of each play, and incorporated into
this base text readings from the other early
editions at points of variance, as his editorial
judgement dictated. The 1768 edition was a
beautifully printed ‘clean’ text, accompanied by
only the briefest textual notes. It was belatedly
followed by Capell’s remarkable explanatory
apparatus, his Notes and Various Readings (vol. i,
1774; vols. i~iii, 1779-83), which included the
School of Shakespeare, a collection of passages
from Elizabethan and Jacobean literature chosen
as illustrations of particular Shakespearian us-
ages and cruces. The depth and originality of
Capell’s textual work and contextualizing
scholarship was matched and exceeded only by
the great variorum editors *Steevens (who was
not above unacknowledged borrowing from
Capell) and *Malone. MLW

Caphis is the servant of one of Timon’s cred-
itors in Timon of Athens. AB

Capilet, Diana. See Diana.
Capilet, Widow. See wipows.

capitalization. Capitals were used in the early
modern period not only to dignify names and
proper nouns, but also to provide emphasis.
Capitalization, like spelling, was largely a mat-
ter of individual preference. Shakespeare’s three
pages in the Sir Thomas More manuscript reveal
his characreristic habit of capitalizing initial ‘C’
in mid-sentence verbal forms (‘Come’, ‘Charg’,
‘Cannot’, ‘Cry’, ‘hath Chidd’, ‘Charterd’).

ER

captains. (1) A captain of a ship condemns
Suffolk to death, The First Part of the Conrention
(2 Henry vi) 41.71-103. (2) A captain an-
nounces the arrival of Titus, Titus Andronicus
L1.64-9. (3) A captain of the Welsh army an-
nounces the dispersal of his troops, Richard u
2.4. (4) A caprain is sent by Fortinbras to
Claudius, Hamlet 4.4. He explains Fortinbras’
expedition to Hamlet in the second *quarto (see
Hamlet Additional Passages ‘T, lines 1-21). (5)
A sea captain agrees to help Viola disguise her-
self as a eunuch, Twelfih Night1.2. (6) A cap-
tain reports on the battle between Macbeth and
Macdonald, Macbeth1.2. (7) A Roman captain
gives information to Lucius, Cymbeline 4.2.
Two British caprains arrest Posthumus, Cym-
beline 5.5.92—5. AB

Capucius. See CaruTius, LORD.

Capulet, Juliet’s father in Romeo and Juliet, is
the head of the family opposed to the
Montagues. AB

Capulet, Diana. See Diana.
Capulet, Lady. Sce CaPULET’s WIEE.
Capulet, Widow. See winpows.

Capulet's Cousin converses with Capuler,
Romeo and Juliet 1.5. AB

Capulet's Wife supports her husband in the
proposed marriage of Juliet to Paris in Romeo

and Juliet. AB

Caputius, Lord. He visits the dying Katherine
and takes a letter from her to Henry, A/l Is True
(Henry vir) 4.2. He is based on the ambassador
Eustace Chapuys, mentioned in *Holinshed.
AB

Cardenio. The King's Men were paid for per-
forming a play referred to as Cardenno or
Cardenna at court on 20 May and 9 July 1613,
presumably based on the story of Cardenio told
in Cervantes’ Don Quixote, which had first ap-
peared in English translation in 1612. In Sep-
tember 1653 Humphrey *Moseley entered “The
History of Cardenio, by Mr Fletcher and
Shakespeare’ in the Stationers’ Register, but
there is no evidence that he ever published it.
While he might have known that *Fletcher had
dramatized material from Don Quixote else-
where, and that he had collaborated with
Shakespeare on 7The Two Noble Kinsmen
(though not when), Moseley is very unlikely to
have known that Shakespeare’s company had
given performances of a play called Cardennoat
court—at exactly the same time, moreover, that
Shakespeare and Fletcher were also collaborat-
ing on All Is True (Henry vur) and The Two
Noble Kinsmen. Although Heminges and
Condell, for whatever reason, omitted it from
the *Folio (just as they excluded Pericles, The
Two Noble Kinsmen, and the mysterious *Love's
Labour’s Won: see CANON), it seems almost cer-
tain that Shakespeare co-wrote Cardenio with
Fletcher in 1612-13, and that a manuscript of the
play was still extant in the 1650s.

Tantalizing glimpses of this otherwise lost
play were provided in 1728 by the publication of
Double Falsehood; or, The Distressed Lovers,
‘Written Originally by w. SHAKESPEARE; and
now Revised and Adapted to the Stage by Mr.
THEOBALD. Lewis *Theobald’s preface to this
play, which was acted with considerable sucess
at Drury Lane, states that it is an adapration of
an otherwise unknown work by Shakespeare, of
which he claims to possess three copies in
manuscript. (One of these was said to be in the
library of Covent Garden theatre as late as 1770,
but the playhouse burned down in 1808.)
Theobald’s preface, though arguing strenuously
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for the play’s authenticity, betrays no know-
ledge of either Moseley’s entry in the Stationers’
Register or the traces of Cardenno’s perform-
ances at court, so the otherwise extraordinary
coincidence that Double Falsehood is in fact a
version of the Cardenio story suggests that
whatever Theobald possessed in manuscript
must at least have derived from the missing
Fletcher—Shakespeare Cardento.

[f this is che case, however, Double Falsehood
represents Cardenzo only at one or more re-
moves, its language heavily rewritten for a post-

Restoration stage which found Fletcher’s style of the feuera“ Comedieg) HiﬁOfiCS, and Ti‘a._
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ney (whom Carew had met at Oxford).  PH

Carey, Elizabeth (d. 1635). She was the daugh-
ter of Elizabeth and Sir George Carey, and
god-daughter of Lord Hunsdon, patron of the
Chamberlain’s Men, and Elizabeth 1. Carey’s
marriage to Sir Thomas Berkeley on 19 Febru-
ary 1596 was possibly the occasion on which 4

Midsummer Night’s Dream was first performed.
&)

Caribbean. Rarely mentioned in Shakespeare’s
plays, the Caribbean has been the site of some of
the most exciting readings, adaprations, and
appropriations of The Tempest.

The connections between The Tempest and
the Caribbean have long been recognized, even

The catalogue of Shakespeare's plays from the First Folio (1623). Troilus and Cressida, only included in the volume
at the last minute, came too late to be listed; Pericles, The Two Noble Kinsmen, and the missing Love’s Labour’s
Won and Cardenio were left out entirely.
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if their significance has been disputed. One of
the play’s accepted sources is William *Stra-
chey’s account of the ‘wreck and redemption’ of
a party of English colonists heading for Virginia
who were shipwrecked on the islands of the
Bermudas in 1609. This is at least a New World
and even North Atlantic reference point, if not
quite a Caribbean one. More tellingly, Caliban
is usually regarded as an anagram of the word
‘can[n]bal’, which has its root in the same in-
digenous word that also gives the term ‘Carib-
bean’. (See TRAVEL, TRADE, AND COLONIALISM.)

When read from the Caribbean, the rela-
tionship between Prospero and Caliban has
usually been seen as that between master and
slave, the word by which Caliban is described in
the play’s ‘Names of the Actors’, and the play
therefore read as pertaining to the history of
slavery. However, the uncertainty over Caliban’s
parentage, provenance, and colour has allowed
a considerable variation in the interpretations
offered, even by those claiming to speak from
Caliban’s position.

The three landmarks of the reading and
adaptation of The Tempest from the Caribbean
come from three different language traditions,
those of Barbados, Martinique, and Cuba:
George Lamming’s essay ‘A Monster, A Child,
A Slave’, which appeared in his collection 7he
Pleasures of Exile (1960); Aimé Césaire’s play
Une tempéte (1969); and Roberto Fernindez
Retamar’s essay ‘Caliban’, first published in the
Havana journal Casa de las Américas in 1971.

Lamming refers to his own reading of The
Tempest as ‘blasphemous’, conscious as he was
both of the sacred status of Shakespeare, even in
the twilight of British imperialism, and of the
marginal status of a West Indian writer recently
arrived in London. Ignored when it was first
published, his insertion of the play into the
history of the British slave trade, his probing
questions about Prospero’s wife, and his openly
disrespectful interrogation of Prospero’s psy-
chological state subsequently became staple in-
gredients of the postcolonial approach to The
Tempest. Lamming also insisted that the tide of
colonial aftermath washes up on metropolitan
shores, as it does with particular force in his
novel Water with Berries (1971), in which a
version of the Tempest story forms a violent co-
lonial prehistory to the struggles of West Indian
immigrants to make lives for themselves in
London.

Césaire’s Une tempéte offers a serious and
complex involvement with the Shakespearian
play, an ‘adapration” which keeps close enough
to its original for the variations to be striking,
and which also responds to Ernest Renan’s
carlier continuation of the play, Caliban: Suite
de ‘La Tempéte’ (1878); although Césaire moves
‘back’ to the Caribbean (and back to Shake-
speare) and therefore away from Renan’s con-
cern with European politics. The main contexts

for Une tempéte were third-world and racial
issues in the late 1960s: the extended confron-
tation between the coloured (mixed-race) Ariel
and the black Caliban becomes as central to the
play as the relationship between Prospero and
Caliban.

The intertexts of Roberto Fernindez
Retamar’s 1970 essay ‘Caliban’ stretch back to
the Uruguayan essayist José Enrique Rodd’s
Ariel (1900), to which ‘Caliban’ is openly re-
sponding by placing the Caribbean, in the
form of Cuba, at the centre of debates about
Latin American cultural identity. Fernindez
Retamar’s defiant question was ‘what is our
history, what is our culture, if not the history
and culture of Caliban?’; a question which has
continued to form a crucial part of the cultural-
political agenda in Latin America.

Creative engagements with Shakespeare have
similarly emphasized 7he Tempest. The Barba-
dian poet Kamau Brathwaite has often re-
sponded to the play, as have the Guyanese
writers David Dabydeen and Pauline Melville.
Marina Warner’s novel /ndigo (1992) is largely
set in the Caribbean and uses elements of the
Tempest story and characters to tell a fictional
version of the early history of English settlement
in the area. In a striking variation, A Branch of
the Blue Nile (1983), by Nobel laureate Derek
Walcott, uses the Brechtian device of a group of
Trinidadian actors rehearsing Antony and Cleo-
patra.

Shakespeare has been performed in the
Caribbean at least since the later 17th century,
with plays such as Hamlet, Macbeth, and Romeo
and Juliet staged by travelling companies on the
major islands. Jamaica, for example, where the
best records survive, saw eight Shakespeare
plays performed in 1781—2. Othello was not per-
formed in the Caribbean until after Emanci-
pation in 1834.

The end of the 20th century saw two Carib-
bean productions of Shakespeare visit the
United Kingdom. In 1998 the Cuban company
Teatro Buendia staged Orra tempestad at the
reconstructed Globe (London). Otra tempestad
goes further than other adaprations of 7he
Tempest through its introduction of two new
sets of characters, several from Shakespeare’s
other plays as well as the orishas (Afro-Cuban
deities) who double the European parts. Then
Kit Hesketh-Harvey’s The Caribbean Tempest,
equipped with new Caribbean music and
spectacle but otherwise close to Shakespeare’s
original, and first performed in Barbados, was
staged in the Royal Botanic Gardens as part of
the 1999 Edinburgh Festival. PHm

Césaire, Aimé, A Tempest, trans. Philip Crispin
(2000)

Fernindez Retamar, Roberto, Caliban and
Other Essays, trans. Edward Baker et al. (1989)

Hulme, Peter, and Sherman, William H. (eds.),
The Tempest’ and 1ts Travels (2000)

Hill, Errol, The Jamaican Stage 1655—1900: Profile
of a Colonial Theatre (1992)

Lamming, George, The Pleasures of Exile (2nd
edn., 1984)

Carlisle, Bishop of. One of Richard’s loyal
supporters (Thomas Merke, d. 1409), he is
spared by King Henry, Richard i1 5.6. AB

Carlyle, Thomas (1795-1881), Scottish author
of On Heroes, Hero-Worship, and the Heroic in
History (1841). In his Hero as Poet he presents
both Dante and Shakespeare (‘the greatest of
Intellects’) struggling heroically to transcend
constricting limitations, in Shakespeare’s case
almost crushing his great soul to write for the
Globe playhouse. ™

‘Carman’s Whistle’, the title of a ribald ballad,
quoted by Falstaff in 2 Henry 1v; quarto add-
itional passage after 3.2.309; carmen or carters
had a reputation for musical and sexual prow-

ess. The ballad tune was set for *virginals by
William *Byrd. JB

Carriers, two. They converse with each other,
and briefly with Gadshill, in an inn yard, 1
Henry 1va.1. AB

cartoon Shakespeare. See sTRrIP-caRTOON
SHAKESPEARE.

Casca is the first of the conspirators to stab
Caesar (following the account in *Plutarch),
Julius Caesar 3.1.76. AB

cases, large wooden trays divided into com-
partments used for sorting and storing type.
Two cases, positioned one above the other on
the *compositor’s frames, were traditionally
employed in early English printing-houses.
Capitals were placed in the boxes of the upper
case, small letters in the boxes of the lower case.
Even in the current age of computer-generated
type fonts, capitals are still known as ‘upper
case’, small letters as ‘lower case’. ER

Cassandra is a Trojan prophetess and daughter
of Priam in Troilus and Cressida (drawn ori-
ginally from *Homer). AB

Cassio, Michael. Othello’s lieutenant, unwit-
tingly involved in *lago’s plot against Othello,
he is injured, 5.1, but given governorship of
Cyprus, 5.2.34I. AB

Cassius, Caius. Instigator of the plot against
Caesar, he commands his slave Pindarus to kill
him when faced with military defeat, Julius
Caesar 5.3.45. AB

Castelnuovo-Tedesco, Mario Sce [raLy;

OPERA.

Castiglione, Baldassare (1478-1529), Italian
diplomat and writer whose prose work 1/
libro del cortegiano (The Book of the Courtier),
published in an English translation by Sir
Thomas Hoby in 1591, was a seminal text in the
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definition of Elizabethan chivalry and courtli-
ness. Through a series of debates berween vari-
ous historical figures, Castiglione considered
questions such as the ideal qualities of the
courtier and his duty to the prince. The influ-
ence of the Courtzer upon English Renaissance
literature was one of both content and style.
Not only did it inspire succeeding courtesy
books, its witty exchanges may have influenced
the courtship of Beatrice and Benedick in Much
Ado About Nothing. JKS

cast-off copy. In order to facilitate setting by
*formes, a *compositor would attempt to cal-
culate in advance how much of his *copy would
be needed to fill each printed page (so that pages
1and 4 of a *folio, for instance, could be set and
sent to the press before pages 2 and 3). Com-
positors who made errors in their calculations
would reach the end of their stints with too little
or too much copy and be forced to fill ourt or
contract the page using such expedients as set-
ting *prose as verse or vice versa. ER

catch, a simple part-song or round, e.g. **Hold
thy peace’ in Twelfih Night 2.3.66. /B

Catch my Soul. See musicaLs.

Catesby, Sir William. Drawn largely from
*Holinshed, Catesby (d. 1485) is Richard’s ally
throughout Richard . AB

Catharine and Petruchio. David *Garrick’s
three-act abbreviation of The Taming of the
Shrew, first performed in 1754 and still in use in
the 1880s, softens the play by insisting that
Petruchio’s mistreatment of Kate and his ser-
vants is only a temporary pretence, but none-
theless reallocates most of her speech of wifely
submission to him as a concluding sermon.

MD

Catherine. (1) A lady attending the Princess of
France, she is wooed by Dumain in Love’s
Labour’s Lost. (2) She is wooed by King Harry,
Henry v 5.2, and claimed as his bride as part of
the peace treaty with France. She is based on
Catherine of Valois, 140137, daughter of
Chatles vi of France, mother of Henry v1, and
grandmother of Henry viL. AB

Catherine the Great (1729-96), Empress of all
the Russias from 1762. A fluent and avid reader
of Shakespeare, albeic in French translations,
Catherine corresponded extensively on Shake-
speare with *Voltaire, among others: in 1786 she
wanslated The Merry Wives of Windsor into
Russian, and wrote a play of her own, The
Spendthrifi, based on Timon of Athens. Another
of her own plays, The Intial Instruction of Oleg
(1791), is a professed imitation of Shakespeare’s
style. MD

Stitbrny, Zdenék, Shakespewre and Fastern Eur-

ope (2000)

Catholicism. See rRELIGION.
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CAT0, YOUNG

Cato, Young. Son of Marcus Porcius Cato

(95-46 BC), the younger Cato becomes Brutus’

ally and dies at Philippi, fulius Caesar 5.4.8.
AB

Cattermole, Charles (1832-1900), English
painter and illustrator. Amongst numerous
17th-century figure subjects, Cattermole, like his
uncle George Cattermole, produced small-scale
watercolours of Shakespearian scenes, with
Macbeth a favoured theme of his stage-inspired
compositions. He also executed a series of thir-
teen anecdotal watercolours illustrating Shake-
speare’s life from Christening to Last Hours.

KN

Cawdor, Thane of. This title is given to Mac-
beth, Macbeth 1.2.63—s. AB

Caxton, William (1421-91), translator and the
first English printer. Caxton worked in the Low
Countries as an agent for silk merchants and
came upon printing during a business trip to
Cologne. On his return to England, he set up
his own press and printed the first book in
English, The Recuyell of the Histories of Troy, in
1475. He went on to print over 70 books in-
cluding Chaucer’s Canterbury Talesand Troilus
and Criseyde, Gower’s Confessio amantis, and
Malory’s Morte d’Arthur. Shakespeare referred
to The Recuyell, Caxton’s own translation of a
French history by Le Fevre, in the writing of
Troilus and Cressida. JKS

Cayatte, André (1909-89). He produced the
colour film Les Amants de Vérone based on
Romeo and Julier in 1949 (script by the poet
Jacques Prévert, music by Joseph Kosma). The
highly talented cast plays the beautiful love
story as a timeless adventure. The carefully
chosen settings of Verona create an atmosphere
of mystical painting. ISG

Cecil, Robert (1563-1612), and his father
William (1520-98), the most powerful ministers
of their age. Comparisons between the Cecils
and politic counsellors Nestor and Ulysses, who
appear in Troilus and Cressida, were familiar
from 1594. Secretary of State 1506-1608, Robert
was one target of *Essex’s 1601 rebellion, to
which Richard 11 is linked. Robert’s position as
Sir William Brooke’s son-in-law may have in-
duced William Cecil (Baron Burghley from
1571) to oblige Shakespeare to change Oldcastle’s
name to Falstaff in 1 Henry rv. William B. Long
suggests Burghley commissioned Sir Thomas
More to tackle anti-alien sentiment. CcS

Celia, daughter of Duke Frederick and cousin
of Rosalind in As You Like I1, disguises herself as
‘Aliena’ (like Alinda in *Lodge’s Rosalynde) and

marries Oliver. AB

censorship. The official government censor of
drama in Shakespeare’s time was the Master of
the Revels, to whom a playing company had to

submit each playbook together with a fee. The
censor’s remit was never precisely defined, but
successive postholders took their responsibility
to be the excision of material offensive to the
Church and state, broadly interpreted to include
not only sedition and personal satire but also
foul language and excessive sexuality. If the
Master of the Revels allowed the play, he would
attach his licence (a signed statement of his
approval) at the end of the manuscript. Often
the licence would state conditions such as ‘may
with the reformations [i.e. changes] be acted’ or
‘{with)] all the oaths left out’. The office of the
Master of the Revels was originally established
to select plays for the entertainment of Queen
Elizabeth, but in 1581 Edmund Tilney was given
anew patent which required ‘all and every player
or players . ..
said servant’ any new work. The volume of new
plays made recitation by the actors impractical
and Tilney was content to read the drama by
himself. Tilney was succeeded by George *Buc
(who was not, as formerly thought, his nephew)
in 1610, and Buc was succeeded by John Astley
in 1622, who was himself succeeded by Henry
Herbert in 1623. Herbert kept the job until the
closure of 1642 and managed to resume some of
the same functions when the playhouses opened
again in the Restoration. Herbert’s office book
was extant until the 19th century and it provides
most of what we know about the detailed op-
eration of the censor, although it is rather later
than Shakespeare’s working life. If the Master of
the Revels was sufficiently unhappy about a play
he might refuse even a conditional licence, but
we have only one record of Herbert exacting the

to present and recite before our

extreme penalty: ‘Received of Mr Kirke for a
new play which I burnt for the ribaldry that was
inic...£2.”

Not infrequently a play in performance at
one of the London playhouses caused offence to
an important person and the players were held
to account. Thomas *Nashe and Ben *Jonson’s
The Isle of Dogs (now lost) was highly critical of
the government and its performance at the
Swan resulted in a temporary closure of all the
London playhouses. Presumably the Master of
the Revels could have been held responsible if
such a play had been licensed, and in 1633 the
players tried to blame Herbert’s negligence for
the offence caused by Jonson’s The Magnetic
Lady, although the Court of Commission ex-
onerated him. An entirely separate system of
censorship governed the publication of plays.
Getting ‘authority’ or ‘allowance’ was a pre-
requisite demanded of a stationer by a Star
Chamber decree of 1586, and until 1606 the
authority for playbook publication was in the
hands of the Bishop of London and the
Archbishop of Canterbury, who governed pub-
lication generally. Unlike the performance li-
cence which was a strict necessity, failure to
secure authority for printing seems to have been

casually ignored unless someone was actually
offended by the work. From 1606 George Buc,
later to become Master of the Revels, took over
the licensing of play publication. The ‘author-
ity’ needed for publication should not be con-
fused with licence for printing given by the
*Stationers’ Company, the guild association for
the printing trade. The Stationers’ Company
regulations were designed to protect the indi-
vidual interests of stationers, and in particular to
prevent conflicts where more than one stationer
wanted to print a given text, but in deciding
whether or not to give the licence the company
officers would also take into consideration
whether the book had authority and whether it
was likely to give offence. If they were unhappy,
they might license the book on condition that it
not be printed until ‘further’, ‘better’, or ‘lawful’
authority had been obtained.

On 27 May 1606 an *‘Act to Restrain Abuses
of Players’ was passed which made it an offence
to ‘jestingly or profanely speak or use the holy
Name of God or of Christ Jesus, or of the Holy
Ghost or of the Trinity’ in a stage play, on
penalty of a £10 fine. As well as effectively cen-
soring new works, this Act also required old
plays to be expurgated if they were to be revived
for the stage. The Act did not cover printing,
however, and the 1623 Folio of Shakespeare
contains a mixture of expurgated and unexpur-
gated plays according to the provenance of the
manuscript underlying each of them. In many
cases what looks like censorship of printed plays
might be something else. The first, second, and
third quartos of Shakespeare’s Richard 11 do not
have the deposition scene which is present in the
fourth and fifth quartos, and it is often assumed
that the first three editions represent censorship
of the potentially offensive scene. Much clearer
evidence of censorship is the response of the
lords *Cobham to what they perceived as satire
of their ancestor Sir John *Oldcastle in Shake-
speare’s 1 Henry 1v. Shakespeare was forced to
give Sir John a new surname, and he chose
Falstaff for 2 Henry 1v.

Scholars are not in agreement about how, or
indeed whether, to undo changes apparently
forced onto unwilling dramatists, and modern
socio-cultural studies of the entire system of re-
lations between the theatre industry, the mon-
archy, and the Parliament (such as Richard
Dutton’s) find the Master of the Revels ‘as much
a friend of the actors as their overlord’. For the
opposite interpretation, summarized in her

book’s title, see Janet Clare. GE

Bawcurtt, N. W. (ed.), The Control and Censor-
ship of Caroline Drama: The Records of Sir
Henry Herbert, Master of the Revels 1623-73
(1996)

Blayney, Peter W. M., ‘The Publication of
Playbooks’, in John D. Cox and David Scott
Kastan (eds.), A New History of Early English
Drama (1997)
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Clare, Janet, ‘Art Made Tongue-tied by Author-
ity Elizabethan and Jacobean Dramatic Cen-
sorship (1990)

Dutton, Richard, Mastering the Revels: The
Regulation and Censorship of English Renais-
sance Drama (1991)

Taylor, Gary, and Jowett, John, Shakespeare
Reshaped: 1606-1623 (1993)

Central Park. See UNITED STATES OF AMERICA.

ceramics. Amongst the spate of Shakespeare
representations produced around the Shake-
speare *jubilee of 1769 were fanciful figurines of
the dramatist and John *Milton made by the
Derby factory c¢.1765—70. Similar groups in-
cluding Milton and Shakespeare were later
produced in Chelsea and Bow porcelain. The
production of Shakespeare ceramics increased
in quantity, although not necessarily in quality,
throughout the nineteenth century, when like-
nesses of the poet based on the two principal
*portrait types appeared on items such as me-
morial plates, toby jugs, and the tops of walk-
ing sticks. The 19th century also gave rise o
the growth of curious compounds involving
Shakespeare portraits, such as Staffordshire
figurines of 1850, founded on *Scheemakers’s
celebrated statue, but bearing the facial features
and ermine cloak of Albert, Prince Consort.
The production of Shakespeare-inspired ce-
ramics declined during the 20th century. (See
SHAKESPEARIANA.) CcT

‘Ceres), the goddess of agriculture, is a part
played by a spirit in The Tempest's *masque of
4.1. AB

Cerimon, a physician of Ephesus, restores the
apparently dead Thaisa, Pericles 12. AB

Cervantes Saavedra, Miguel de (1547-1616),
Spanish novelist, dramatist, and poet. His pat-
riotic career included fighting at the battle of
Lepanto (1571), and service as a government
agent, before he turned to writing plays and
romances. The first part of Don Quixote was
published to immediate Spanish acclaim in
1605, though Cervantes also made many
powerful enemies among those who feared
Quixote was a lampoon of themselves. Part 2
was published in 1615. In the following year
Cervantes died, within days of Shakespeare.
Available in Thomas Shelton’s translation of
1612, Don Quixote also proved popular in Eng-
land particularly with the dramartist John
Fletcher. In 1625 Fletcher adapted Cervantes’
story La Serora Cornelia into the comedy The
Chances. His reading of Don Quixote, particu-
larly the inset story of Cardenio and Lucinda,
may have inspired Cardenio, alost play, thought
to have been a collaboration between Fletcher
and Shakespeare. JKS

Cesaire, Aimé (b.1913), Martinican poet,
playwright, and political leader; founder of the

71

black French-language négritude movement.
Une tempéte (1969; A Tempest, 1986) is a post-
colonial critique of Prospero’s brave new world
as a sinister dictatorship, with Caliban as a black
™

slave stirring revolt.

‘Cesario’ is the name used by Viola when dis-
guised as a eunuch in Twelfih Night. MD

Challis Shakespeare. This paperback edition
of individual plays began to appear in 1980 as
the first designed specifically for the ‘student or
non-specialist reader in Australia’. It offers a
modernized text with brief notes and introduc-
tions. It was named after John Henry Challis,
who died in 1880, and whose bequest made
possible the foundation of a number of profes-
sorships at Sydney University. RAF

Chalmers, Alexander (1759-1834), a prolific
editor and biographer, who produced a glossary
to Shakespeare in 1797 and an attractive nine-
volume edition of Shakespeare in 1805, illus-
trated by *Fuseli. Based on Steevens’s text it
reprinted prefatory material by Pope, Johnson,
and Malone, and included Chalmers’s own
biography of Shakespeare. CMSA

Chalmers, George (1742-1825), a Scottish his-
torian and antiquarian who believed in the au-
thenticity of William Henry Ireland’s forged
Shakespeare-Papers (1795). On Ireland’s confes-
sion Chalmers first wrote an Apology for the
Believers in the Shakespeare-Papers and subse-
quently justified his initial belief in the Supple-
mentary Apology (1799). (See FORGERY.)

CMSA

Chamber Accounts. The accounting records
of the Treasurer of the Chamber who paid out
for court entertainments. This is a major source
of our knowledge concerning the professional
players’ court performances. GE
Cook, David, and Wilson, F. P. (eds.), Dramatic
Records in the Declared Accounts of the Treas-

urer of the Chamber 1558-1642 (1961)

Chamberlain. He tells Gadshill that some
wealthy travellers are about to set out, 1 Henry 1v
2.1 AB

Chamberlain, John (1553-1627), scholar and
letter-writer. After fire destroyed Shakespeare’s
Globe in June 1613, the theatre was rebuilt. A
letter which Chamberlain, a Londoner, sent to
Alice Carleton establishes that the ‘new’ Globe,
the ‘fairest’ playhouse ‘that ever was in England’,
had opened its doors by 30 June 1614. PH

Chamberlain, Lord. See Lorp CHAMBERLAIN.

Chamberlain's Men/King’s Men. In May
1594 two privy counsellors, Henry Carey (the
Lord Chamberlain) and Charles Howard (the
Lord Admiral), established two acting com-
panies, the Chamberlain’s Men and the Ad-

miral’s Men, and gave them exclusive rights to

CHAMBERLAIN'S MEN/KING'S MEN

petform in London at the Theatre and the Rose
respectively. Shakespeare appears to have been
one of the new Chamberlain’s Men from the
company’s inception and his plays came with
him, whether in his own possession or in the
hands of fellow actors who performed in them
for other companies we do not know.

The difficulty of distinguishing different
plays on the same theme (there appears to have
been more than one ‘Hamlet’ play in the 1590s)
and of identifying single plays which might be
known by more than one name (as might be the
case with “The Taming of a/the Shrew’) makes
the precise limits of the early Shakespeare canon
uncertain. The nudcleus of the company was
composed of the actor-sharers George *Bryan,
Richard *Burbage, John *Heminges, Will
*Kemp, Augustine *Phillips, Thomas *Pope,
William Shakespeare, and William *Sly. The
distinctive John Sincler was not a sharer but
his career can be traced through a number of
Shakespeare’s ‘thin man’ roles including Nym
and Slender in 2 Henry 1v, Henry v, and The
Merry Wives of Windsor, and Sir Andrew Ague-
cheek in Twelfth Night. In 1598 Francis *Meres
praised Shakespeare’s The Two Gentlemen of
Verona, The Comedy of Errors, Love’s Labour’s
Lost, A Midsummer Night’s Dream, The Mer-
chant of Venice, Richard 11, Richard 111, Henry 1v,
King John, Titus Andronicus, and Romeo and
Juliet. Together with Shakespeare’s Henry vi
plays and The Taming of the Shrew this makes
an impressive body of work and it is hardly
surprising that the Chamberlain’s Men, with
such a repertory and with a state-enforced
monopoly on playing on the north side of the
Thames, were hugely successful. On 22 July
1596 the company’s patron, Henry Carey the
Lord Chamberlain, died and Lord Cobham was
made Lord Chamberlain in his place. The pat-
ronage of the company passed to Henry Carey’s
son George, so for a while the company was
officially Lord Hunsdon’s Men, but in early
1597 Lord Cobham also died and George Carey
received the chamberlainship, thus restoring the
more impressive name to his players. Also early
in 1597 died James Burbage, owner of the
Theatre and the Blackfriars and father to the
Chamberlain’s Men’s leading actor Richard
Burbage. The lease on the land underneath the
Theatre expired on 13 April 1597 and sometime
before September 1598 the company must have
started using another venue, presumably the
nearby Curtain whose owner, Henry Lanham,
made a profit-sharing deal with James Burbage
in 1585. Unable to settle the dispute over the site
of the Theatre and unable to move into the
Blackfriars playhouse built by James Burbage in
1596, the Chamberlain’s Men dismantled the
timbers of the Theatre and reassembled them
on a new site on Bankside to form the Globe,
which opened some time between June and
September 1599. James Burbage’s sons Richard



CHAMBERS, SIR EDMUND KERCHEVER

and Cuthbert inherited his Theatre and Black-
friars venues but had insufficient cash to finance
the Globe project alone and so they formed a
syndicate to bring in John Heminges, William
Kemp, Augustine Phillips, Thomas Pope, and
William Shakespeare. These actors became not
only sharers in the playing company but also
‘housekeepers” owning their own venue and this
alignment of interests proved to be a powerful
stabilizing force in the company’s fortunes.
William Sly stayed out of the deal initially but
took up Pope’s share after the latter’s death in
1603. Some time after 1596 one of the original
Chamberlain’s Men sharers, George Bryan,
dropped out and was probably replaced by
Henry Condell, who became a ‘housekeeper’
too after Phillips died in 1605.

While the Globe was being erected in 1599
the clown William Kemp left the company and
was replaced by Robert Armin, whose subtler
style of humour seems to be reflected in Shake-
speare’s subsequent creation of reflective intel-
lectual ‘fools’. On 25 March 1603 Queen
Elizabeth died and was succeeded by the King
of Scotland, James vi, who became James I of
England. The new monarch showed greater
interest in drama than his predecessor and on 19
May 1603 he became the company’s patron,
changing their name to the King’s Men. The
following winter James demanded eight per-
formances at court from his players, more than
they had ever been asked for by Elizabeth. The
company also began to tour more frequenty
and more widely under James’s patronage,
which might indicate that the new King saw his
playing company as a travelling advertisement
for the new reign.

In 1608 the children’s company at Blackfriars
disbanded temporarily after performing a play
which offended James, and their manager
Henry Evans surrendered his lease on the
Blackfriars back to Richard Burbage. Now with
royal patronage, the King’s Men were able to
occupy the playhouse James Burbage had built
just before his death. The sharcholding ar-
rangement at the Globe had apparently proved
successful for the players because they now made
the same arrangement to run the Blackfriars.
The new syndicate formed on 9 August 1608
was comprised of Richard and Cuthbert Bur-
bage, John Heminges, William Shakespeare,
William Sly, Henry Condell, and an outsider
named Thomas Evans. Plague closure probably
prevented the company using the Blackfriars
until late in 1609 and, assuming that they
opened it with a new play by their resident
dramatist, the first performance in their new
home was either Shakespeare’s The Winter's
Tale or his Cymbeline. With two playhouses at
their disposal, the King’s Men were able to use
the Globe from May to September and, when
the weather began to make outdoor perform-
ances uncomfortable, to move to the indoor

Blackfriars for the winter. Outdoor perform-
ances had traditionally used no intervals but the
tradition at the Blackfriars was to have a short
break, a musical interlude, after each act. The
King’s Men normalized their practices by
introducing act-intervals at the Globe and by
moving its music room from an unseen position
inside the tiring house to the balcony in the back
wall of the stage. The practicalities of staging
differed in the company’s indoor and outdoor
venues. Woodwind instruments are suitable in-
doors, brass outdoors, but more pressingly the
small stage of the Blackfriars made sword-
fighting difficule. Despite this, and presumably
because they had the ingrained touring habit of
accommodating to whatever space is available,
the company did not immediately develop
different repertories for each playhouse.
Although the Blackfriars attracted an elite
audience paying high prices, the Globe’s im-
portance to the company is attested by their
decision to rebuild it ‘in far fairer manner than
before’, as Edmond Howes put it, after it burned
down in 1613. Shakespeare retired around this
time and was replaced by the partnership of
Francis Beaumont and John Fletcher. Richard
Burbage died in 1619 and was replaced by Jo-
seph Taylor. A new patent was issued to the
company on 27 March 1619, but only Heminges
and Condell remained from the first patent of
1603. Heminges was by this time primarily an
administrator for the company, and Condell
seems to have stopped acting by the end of the
1610s. It was these two men who organized the
publication of the first collected works of
Shakespeare, the Folio of 1623. Playing the es-
tablished masterpieces of Shakespeare and the
new works of Beaumont and Fletcher, the
King’s Men survived intact until the general

theatrical closure of 1642. GE
Gurr, Andrew, The Shakespearian Playing Com-
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Knutson, Roslyn Lander, The Repertory of
Shakespeare’s Company 1594—1613 (1991)

Somerset, Alan, ‘ “How Chances it They
Travel?” Provincial Touring, Playing Places,
and the King’s Men’, Shakespeare Survey, 47
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Taylor, Gary, and Jowett, John, Shakespeare
Reshaped: 16061623 (1993)

Wiles, David, Shakespeare’s Clown: Actor and
Text in the Elizabethan Playhouse (1987)

Chambers, Sir Edmund Kerchever (1866—
1953), English civil servant and scholar. His
thoroughly researched and documented Med:-
eval Stage (2 vols., 1903), Elizabethan Stage (4
vols., 1923), and William Shakespeare: A Study
of Facts and Problems (2 vols., 1930) are still
unsurpassed as reference works, although ne-
cessarily supplemented by later investigations,
including G. E. Bentley’s continuation and
development of The Elizabethan Stage into
the Jacobean and Caroline era, and Samuel

*Schoenbaum’s documentary life of Shake-
speare. After *Malone, in the 18th century,
Chambers is the greatest modern researcher
into original, official documents relating to
dramatic history and biography, such as the
records in the Patent Rolls, the Privy Council
Register, the Lansdowne Manuscripts, and
the Remembrancia of the City of London.
Schoenbaum, his chief successor in biographical
study, regarded Chambers’s article on Shake-
speare for the 1911 edition of the Encyclopaedia
Britannica as the most authoritative distillation
of information about Shakespeare for the next
5o years, and claimed that his British Academy
lecture on The Disintegration of Shakespeare
(1924) effectively disposed for a generation of
attempts to reassign passages and sometimes
whole works by Shakespeare. The fact that
Chambers’s logical precision and clarity of
mind probably exceeded his critical sensibility
cannot be regarded as a serious limitation.

™
Chancellor, Lord. See Lorp CHANCELLOR.

Chandos portrait, oil on canvas, 552x438 mm,
National Portrait Gallery. This celebrated por-
trait, dated c.1610, is the only likeness of Shake-
speare thought to have been executed before his
death. Traditionally attributed to John Taylor,
the complex attribution history of this portrait
includes George Vertue’s claim that the work
was painted by Richard Burbage, a celebrated
actor and friend of the poet and dramatist.
Vertue later made a modified notebook entry
(see British Library Add. MSS, 21, 111) in which
he names John Taylor as the producer of the
work, information its owner (then Mr Robert
Keck of the Temple, London) had gleaned from
the actor Thomas Betterton, who had sold him
the portrait. John Taylor (first recorded 1623, d.
1651) was identified by Mary Edmond as a
Renter Warden of the Painter-Stainers’ Com-
pany. Taylor is recorded in the Court Minute
Books of the company several times. The
Chandos portrait was bequeathed to the col-
lection which later became the National Por-
trait Gallery in 1856. CcT

Edmond, M., ‘The Chandos Portrait: A Sug-

gested Painter’, Burlington Magazine, 124
(Mar. 1982)

Changeling Boy. He is the cause of the quarrel
between *Oberon and *Titania, described in A
Midsummer Night's Dream 2.1.18—31. AB

The Chandos portrait (formerly a possession of the
Dukes of Chandos), the most convincing of all the
paintings which have been identified as contemporary
likenesses of Shakespeare. It was given to the National
Portrait Gallery 1n 1856, where it is still catalogued as
itemn number 1.
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CHAPEL LANE COTTAGE

Chapel Lane Cottage. In 1602 Shakespeare
acquired a copyhold from Walter Getley in a
cottage with a garden of about a quarter of an
acre (o.1 ha) in Chapel Lane, Stratford, across
the road from New Place garden. On his death
it passed to his daughter Susanna. SW

Chapel Royal, a part of the London royal
household which existed to provide a children’s
choir, and later an acting troupe, for court en-
tertainments. There was also a Windsor Chapel
with which the Chapel Royal appears to have
merged in 1576 when Richard Farrant, in asso-
ciation with the Chapel Royal Master William
Hunnis, installed the Chapel Children in the
first Blackfriars playhouse. GE

Chaplain. See RUTLAND’S TUTOR.

Chapman, George (c1559-1634), poet and
dramatist, now famous as the first translator of
Homer into English, but in his time a highly
successful playwright and a passionate advocate
in verse of the dignity of the poet’s profession.
His first poems, published as The Shadow of
Night (1594), recommend the cultivation of
obscurity in poetry (making it comprehensible
only to select readers), and the establishment of
an intellectual meritocracy capable of compet-
ing with the Elizabethan social order. For some
scholars, this book identifies him as a member
of an exclusive group of intellectuals who sur-
rounded Sir Walter *Ralegh. In 1592 the group
was dubbed the ‘school of atheism’ by a queru-
lous pamphleteer. One theory, now discredited,
holds that Love’s Labour’s Lost {c.1594) is an at-
tack on the Ralegh circle, and that Shakespeare
alludes to this ‘school of atheism’ as the ‘school
of night’ (4.3.251), with The Shadow of Night as
its poetic manifesto. This theory also proposes
that Chapman was the rival poet referred to in
Shakespeare’s Sonnets. Chapman’s second
book, Ovid’s Banguet of Senses (1595), burlesques
the genre of the erotic narrative poem popu-
larized by Shakespeare’s Venus and Adonis
(1593). Its obscurity makes it less approachable
than his second contribution to the genre, a
pensive continuation of *Marlowe’s unfinished
Hero and Leander (1598). Chapman’s transla-
tion of Seven Books of Homer’s Iliad (1598)
transformed Homer’s heroes into Elizabethan
soldiers and politicians, and helped Shakespeare
do the same in Troilus and Cressida (1601-2).
His best-known comedy is A/l Fools (1599), his
most celebrated tragedy the extravagant Bussy
D’Ambois (1604). Shakespeare may have mod-
elled his late tragic heroes on the heroes of
Chapman’s tragedies. RM
Ide, Richard S., Possessed with Greatness: The
Heroic Tragedies of Chapman and Shakespeare
(1980)
Snare, Gerald, The Mystification of George
Chapman (1989)

Chapuys, Eustace. See Carurius, LORD.

Charlecote. See Lucy, Sir THOMAS.

Charles, Duke Frederick’s servant, is defeated
in a wrestling match by Otlando, As You Like It
1.2.204. AB

Charles, Dauphin of France. He agrees to be
viceroy of his dominions subject to King Henry
v1 after having been captured by the English, 1
Henry vis.7. AB

Charles 1 (1600—49), King of England (reigned
1625—49). In his youth he was in the shadow of
his outgoing and charismatic elder brother
*Henry, whose unexpected death in 1612 placed
him in a position he was poorly equipped by
either nature or training to fill. His father made
no secret of his disappointment in his second
son, and publicly declared his preference for the
favourite Buckingham. Nevertheless, and des-
pite numerous quarrels, Buckingham became
Charles’s closest adviser. Together they travelled
to Spain in 1623 to negotiate—unsuccessfully—
a Spanish match, and his subsequent marriage
in 1625, shortly after his father’s death, to the
French Catholic princess *Henrietta Maria,
fulfilled James’s great hope of an ecumenical
alliance.

Charles was a quiet and intellectual man, shy
to the point of prudishness, and instituted
radical reforms in the court, the most visible
having to do with decorum and his own priv-
acy. He was a passionate connoisseur of all the
arts, and amassed one of the greatest collections
of paintings in Europe. Both he and his wife
loved theatre, and Charles took an active interest
in the management of the public stage, in 1634
even overruling Sir Henry Herbert on a ques-
tion of censoring oaths in *Davenant’s The Wits.
During the 1630s, the decade of prerogative rule
when Charles undertook to reinvent both the
nation and the monarchy, the masque and
drama too underwent significant developments
through royal patronage. Inigo Jones’s stage
machinery was greatly refined and elaborated
for productions at Whitehall, and perspective
settings were for the first time regularly em-
ployed for drama. Few of the plays at the
Caroline court were by Shakespeare; butamong
all the Shirley, *Beaumont and *Fletcher, *Mas-
singer, Brome, Strode, Davenant, Townshend,
and Suckling the King and Queen saw Richard
1, The Taming of the Shrew, The Winters Tale,
Cymbeline, Hamlet, and Julius Caesar. Charles’s
copy of the Second Folio, now at Windsor
Castle, includes annotations in his own hand-
wtiting, one of them retitling Much Ado Abour
Nothing as ‘Beatrice and Benedict’.

With the closing of the theatres in 1642, court
theatre also ended, and the subsequent defeat of
the Royalist cause found Charles reading
Shakespeare in prison rather than watching it
performed at his palace, a practice duly noted
by contemporaries. One defence of his death

sentence remarked that it would never have been
necessary had the King ‘but studied Scripture
half so much as Ben Jonson or Shakespeare’,
while Andrew Marvell construed Charles at his
execution, on a stage erected outside Inigo
Jones’s Whitehall Banqueting House, as a ‘royal
actor’ on a ‘tragic scaffold’ (Horatian Ode, |l.
53~4). *Milton, in Eikonoklastes, deliberately
used one of Charles’s favourite authors against
him when he likened his alleged tyranny and
feigned piety to those of Shakespeare’s Richard
II. SO

Sharpe, Kevin, The Personal Rule of Charles 1
(1992)

Charles vi, King of France, accedes to the
treaty in which his daughter Catherine marries
King Harry (the Treaty of Troyes described by
“Holinshed), Henry v 5.2. Historically, Charles
vi (1368-1422) was insane, a state of affairs
which destabilized the French governing elite
and made Henry Vs conquest much easier,
though Shakespere suppresses this fact. ~ AB

Charmian is Cleopatra’s attendant, dying with
her, Antony and Cleopatra s.2. AB

Chatham, Clerk of. See CLErRk oF CHATHAM.

Chatillon is the ambassador from France in
King Jobn. AB

Chaucer, Geoffrey (c.1340-1400), poet who
played a seminal role in the development of
English vernacular poetry. Chaucer’s reputation
in the Elizabethan age was considerable: he was
heralded as the father of English poetry and as
‘our English Homer’ though he was also in-
creasingly criticized for bawdiness, for the
roughness of his verse, and for the obscurity of
his language, with some critics confessing that
they could not always understand him. The ex-
tent of Chaucer’s direct influence upon Eliza-
bethan and Jacobean literature is often difficult
to gauge for he was rarely quoted and maxims
that we might recognize from Chaucer were
often conventional. Similarly, his plots were
often available from another source.

Troilus and Criseyde was the most popular of
Chaucer’s works in the 16th century. Shake-
speare’s play follows exactly the order of events
of Chaucer’s poem (though in a considerably
shorter time frame) from which it derives all its
main characters. Perhaps the major difference is
in tone. Where Chaucer felt obvious sympathy
for Criseyde, Shakespeare’s heroine is far more
ambiguous, perhaps reflecting her degraded
status in contemporary versions such as Henry-
son’s Testament of Cresseid. Moreover, Shake-
speare places the love story within a cynical
account of the Trojan War, so that it becomes
contaminated by its context and the two plots
run increasingly parallel to one another.
Shakespeare’s earlier use of the poem in Romeo
and Juliet was perhaps more in sympathy with
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Chaucer’s conception of love tragedy. Not only
verbal parallels, but the emphasis upon a malign
Fortune working against the comparatively in-
nocent lovers, suggest Romeo and Juliet’s
indebtness to Chaucer’s poem.

Perhaps Chaucer’s second most popular
work at this time was the Knight's Tale. Again,
its popularity was signalled by a number of
poetic and dramatic adaptations, including two
plays now lost called Palamon and Arcite that
were apparently performed in 1566 and 1594. In
A Mudssmmer Night's Dream, Shakespeare used
the Knight's Tale for some details of the court-
ship of Theseus and Hippolyta. But at the end
of his career, Shakespeare returned to Chaucer’s
tale and made it the foundation of The Two
Noble Kinsmen, written in collaboration with
Fletcher. The dramatists openly acknowledged
their debt in the prologue which cites ‘Chaucer,
of all admired’ as the one who has immortalized
the story that is to be performed. Again the tone
of Shakespeare’s writing in this play differs from
that of Chaucer. Here, by contrast, Shakespeare
takes the story more seriously than Chaucer,
leaving Fletcher to add touches of levity.

Shakiepeare’s reading of Chaucer was clearly
wide-ranging. The Legend of Good Women, The
Book of the Duchess, The Parliament of Fowls, the
Man of Law’s Tale, and the Wife of Bath’s Tale
are other works to which an influence can be
traced. That the poet’s work made a lasting
impression on Shakespeare is suggested by the
fact that he returned to some of these poems
again and again. JKS

Thompson, Ann, Shakespeare’s Chaucer- A Study
wn Literary Origins (1978)

Cheek by Jowl. Founded in 1981 by the director
Declan Donnellan and the designer Nick
Ormerod, this radical, innovative group pre-
sented classical texts in luaid productions which
could readily be adapted to different playing
spaces. Half their output was Shakespearian.
Their celebrated all-male As You Like It in
19912 and 1994—5 went on British and world-
wide tours to international acclaim. The part-
ners have staged plays at the National and Royal
Shakespeare Theatres as well as The Winter’s
Tale in Russian at the Maly theatre, St Peters-
burg (1997). M

Reade, Simon, Cheek by Jowl: Ten Years of

Celebration (1991)

Chekhov, Anton (1860-1904), Russian play-
wright and short-story writer. Chekhov re-
peatedly draws on the play and character of
Hamlet: for the hero of fvanov (1887); for
the failed intellectual of ‘In Moscow’ (1891)
declaring ‘T am a Moscow Hamlet’; and for
The Seagull (1895), with its crucial relation-
ships between a powerful mother, her lover,
and a victimized

a sensitive, artistic son,
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CHESTER, ROBERT

Rosalind (Adrian Lester, with headscarf) dances with Celia (Simon Coates) in Cheek by Jowl's internationally

acclaimed touring production of As You Like It (1991-5)

heroine—explicitly using Hamlet as a form of
reference. ™
Chéreau, Patrice (b.1944), French
director. Chéreau’s career has pursued a re-
markably wide-ranging trajectory, beginning
with his own student theatre company in the
1960s, and subsequently extending to radical
perspectives on French classical drama, notable
collaborations with living artists (the scenog-
rapher Peduzzi, the playwright Koltes, the
composer Boulez, the actor Desarthes), and the
production of films. He played the title role of
Richard 11 (1970, Marseille, then *Odéon) as a
carefree clown and pleasure-seeker in an elab-

actor-

orate setting dominated by complex machin-
ery. In his Hamler (1988, Avignon Festival,
then Nanterre), the hooves of the *Ghost’s
black horse resounded over an uneven wooden
floor which represented an inverted fortress.
ISG

Chester, Robert (fl. 1601). He wrote the poem
Love’s Martyr (1601), to which Shakespeare ap-
pended his most cryptic verses, ‘The Phoenix
and Turde’. Chester was a long-term employee
of Sir John Salusbury of Denbighshire, Wales.
He contributed verses to a manuscript belong-
ing to Salusbury, in which he shows an intimate

knowledge of Sir John’s affairs: they are full of



CHETTLE, HENRY

obscure allusions to the women Sir John
admired, and seem to mimic his master’s
poems, which are also full of obscure private
allusions. It is thought that most of Love’s
Martyr was written to celebrate the marriage of
Sir John Salusbury and Ursula Stanley in 1586.
Shakespeare’s “The Phoenix and Turtle’ derives
its subject matter and cryptic tone from an al-
legory developed in Chester’s poem. E. A. J.
Honigmann argues—not altogether convin-
cingly—that it, too, was written at the time of
the marriage, and that this furnishes support for
his theory that Shakespeare was already a
member of Lord Strange’s company of players
by the mid-1580s. Lord Strange was Ursula
Stanley’s brother, and he and his company
could have visited the Salusburys to take partin
the wedding celebrations. But if Chester’s and
Shakespeare’s allegories were written in 1586,
why were they published in 1601? The answer
may be—and here Honigmann’s argument is
persuasive—that the volume was issued in re-
sponse to a period of crisis in Salusbury’s career.
In 1601 he was in financial difficulties, involved
in an expensive lawsuit, and standing for elec-
tion to Parliament against a powerful local rival.
Love’s Martyr may have been published in a bid
to drum up support for him in London.
Chester’s allegory contains what seems to be a
flattering character-sketch of Sir John, and a set
of patriotic verses on King Arthur, doubtless
intended to link Salusbury, as a Welshman,
with the dominant Tudor myth. A number of
prominent poets were invited to add poetic
postscripts to Chester’s text: they included
Ben *Jonson, George *Chapman, and John
*Marston, as well as Shakespeare. If it was in-
tended to help improve Sir John’s fortunes, it
failed. He died in debt. RM

Brown, Carleton (ed.), Poems by Sir John Salus-
bury and Robert Chester (1914)

Honigmann, E. A. J., Shakespeare: The ‘Lost
Years’ (1985)

Chettle, Henry (c1s60-c1607), printer,
pamphleteer, and playwright. He started life as
a stationer’s apprentice, then went into part-
nership with the printer John Danter in the
1590s. In 1592 he transcribed, from a manuscript
written by the dying Robert *Greene, the last of

Greene'’s prose works, Greene’s Groatsworth of

Wiz, which Danter published. The pamphlet
attacked Christopher *Marlowe as a devious
atheist and Shakespeare as a plagiarist and hack.
It would seem from the preface to Chettle’s
prose satire Kindheart’s Dream (1592) that Mar-
lowe and Shakespeare thought he had written
Greene'’s Groatsworth of Wit himself, though he
denied it vigorously. Modern critical opinion
tends to share their suspicions. Chettle may also
have rewritten sections of Shakespeare’s Romeo
and Juliet for the pirated edition printed by
Danter in 1597. He went into more legitimate

partnership with  Shakespeare when they
worked together, perhaps in the mid-1590s, on
revisions to the play Sir Thomas More, which
Chettle originally co-wrote (it is thought) with
Anthony *Munday. He wrote a huge number of
other plays—mostly in collaboration—Dbut very
few survive. RM
Jowett, John, ‘Henry Chettle’, in David A.
Richardson (ed.), Dictionary of Literary Biog-
raphy, vol. cxxxvi: Sixteenth-Century British
Nondramatic Writers (1994)

Chetwood, William Rufus (d. 1766), book-
seller, dramatist, and long-serving prompter at
Drury Lane and Smock Alley, Dublin (where
his pupils included Barry and Macklin), whose
General History of the Stage (1749) is a source for
the story that Davenant was Shakespeare’s son.
His British Theatre (1750), written during a
period of imprisonment for debt and viewed
with contempt, includes a list of Shakespeare

CMSA

quartos of which many are spurious.

chiasmus, a figure of speech in which two
terms are repeated in reverse order:

| wasted time, and now doth time waste me
(Richard 11, 5.5.49)

Chichele (Chicheley), Henry. See CaNTER-
BURY, ARCHBISHOP OF.

Chichester Festival Theatre. [t opened in 1962
as a summer enterprise in emulation of Tyrone
*Guthrie’s theatre at Stratford, Ontario. Its
hexagonal auditorium and thrust stage make it
ideal for Elizabethan plays, but although there
have been occasional productions of Shake-
speare, its middle-class audiences seem happy
with starry revivals of Wilde and Coward.  MJ

Child, Blackamoor. See BLackamoor CHILD.

childbirth and child-rearing. Shakespeare’s
plays repeatedly testify to early modern society’s
enormous material and psychic investments in
the bearing and raising of children. Ellen *Terry
lamented Shakespeare’s tendency to depict
parent—child relationships only as father—
daughter and mother~son dyads: small children
are nearly always boys (Arthur in King John,
Young Martius in Coriolanus); daughters more
often figure as young adults, testing the limits of
paternal authority or simultaneously liberated
and imperilled by a father’s death (Desdemona
in Othello, Helen in All’s Well That Ends Well).
The plays explore maternity and paternity pri-
marily from the point of view of anxious par-
ents. They are as interested in testing the fiction
of paternity (and exploring the tensions that
arise from its ultimate unknowability, in an age
before genetic testing) as in representing
motherhood.

In Shakespeare’s time childbirth and child-
rearing constituted a realm shared by adult
women and small children, whose gender was

not fully differentiated until the age of about 7.
Yet, with a few exceptions (Titania and the In-
dian boy in A Midsummer Night's Dream, Her-
mione and Mamillius in The Winter’s Tale),
Shakespeare is less concerned to depict this
realm than to explore the dramatic resonance of
anxious male fantasies about it, and to use the
danger and risk that childbirth entailed for both
mother and infant as tropes that convey the
male experience of vulnerability (King Lear,
Pericles, The Tempest). KC
Boose, Lynda E., and Flowers, Betty S. (eds.),
Daughters and Fathers (1989)
Pollock, Linda, Forgotten Children: Parent—
Child Relations from 1500 to 1900 (1983)
Rose, Mary Beth, “Where are the Mothers in
Shakespeare? Options for Gender Represen-
tation in the English Renaissance’, Shakespeare

Quarterly, 42 (1991)

Children of Paul's. See cHILDREN'S com-
PANIES.

Children of the Chapel. See cHILDREN’S
COMPANIES.

Children of the King's Revels. See chiL-
DREN’S COMPANIES.

Children of Windsor. See CHILDREN’S COM-
PANIES.

children’s companies. Rosencrantz’s speech
about ‘an eyrie of children, little eyases’ (Hamlet
2.2.340) was probably written in 1606-8 and
refers to the Blackfriars Boys company whose
success—and the politically dangerous drama
it was based upon—threatened the King’s Men.
Venues for performances by all-boy playing
companies were built in St Paul’s cathedral in
1575 (used by Paul’s Boys) and in the Old But-
tery of the Blackfriars building in 1576 (used by
the Chapel Children). The boys who performed
in these companies were drawn from the choirs
of St Paul’s and the Chapel Royal in Windsor
and their managers maintained the legal fiction
that they were merely continuing their educa-
tion by acting. Songs and dances were a major
part of the performance in the plays performed
by these early companies, and the subject matter
seems to have been largely classical. When John
*Lyly began writing for an amalgamation of
Paul’s Boys and the Chapel Children the drama
became more sophisticated and introduced a
number of innovations (especially themes of
cross-dressing and mistaken identity) which in-
fluenced Shakespeare. In 1584 the first Black-
friars playhouse was closed by its landlord, but
the Paul’s continued until 1590 when, in cir-
cumstances still mysterious (probably related to
Lyly’s involvement in the Martin Marprelate
controversy), it too closed.

In 1599 the Paul’s playhouse reopened in
another part of the same building and in 1600
Richard Burbage leased the second Blackfriars
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c1.560-c.1607

playhouse to the same Henry Evans who had
managed the first Blackfriars, and all-boy per-
formances resumed. The drama of this revival
was markedly different from the earlier phase:
strong sexual innuendo predominated in plays
such as Jonson, Marston, and Chapman’s Easr-
ward Ho and Marston’s The Dutch Courtesan
for the Blackfriars Boys and surprising violence
in Marston’s Antonio and Mellida and Antonio’s
Revenge for the Paul’s Boys. The Paul’s and
Blackfriars playhouses ceased in 1608, the for-
mer apparently after being denounced by pur-
itan William Crashawe and the latter because a
production of Chapman’s Conspiracy of Byron
enraged the French ambassador. The Black-
friars Boys continued at the Whitefriars play-
house. Another company of children, Beeston’s
Boys, flourished at the Cockpit, Drury Lane,
from 1637 to 1642. GE
Gair, Reavley, The Children of Paul’s: The Story
of a Theatre Company, 1553—1608 (1982)
Shapiro, Michael, Children of the Revels: The Boy
Companies of Shakespeare’s Time and their
Plays (1977)

‘Child Rowland to the dark tower came]
fragment of an old Scottish ballad quoted by
Edgar in The Tragedy of King Lear3.4.170. Child
Rowland was a son of King Arthur. JB

Chimes at Midnight. Sce WeLLEs, ORSON.

China is a relatively new member in the world
Shakespeare community. Being one of a small
select number of Western literary figures whose
work was introduced into China at the begin-
ning of the 20th century, Shakespeare has won
unusual popularity with over a billion Chinese
people and has been regarded as one of the few
wortld-famous literary giants who have given
people insights into themselves and enriched
their barren lives, and in whose work people
have found wisdom, happiness, and entertain-
ment. In the first issue of Shakespeare Studies
published by the *Shakespeare Society of China
in 1983, Shakespeare is said to have attained the
same prestige as Karl *Marx, the great teacher of
ideology to the Chinese in the 20th century, and
this is the most enthusiastic praise the Chinese
have ever given to a man of letters outside
China.

It was not until 1903 that the works of
Shakespeare became known for the first time in
China through the *translation of ten stories
from Charles and Mary *Lamb’s Tales from
Shakespeare by an unknown translator into
classical Chinese. In 1922, Tian Han, the late
chairman of the Chinese Dramatists’ Associ-
ation in the 1950s and a noted playwright him-
self, tried his hand at rendering Hamlez, the first
attempt to translate a Shakespeare play into
Chinese. Since then, all of Shakespeare’s plays
have been rendered into Chinese and some have
appeared in over a dozen different versions by
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various hands, among whom two deserve spe-
cial credit: *Zhu Shenghao and *Liang Shiqui.
From the very beginning, translation has been
the chief means of introducing Shakespeare to
Chinese readers and also the basis of staging of
Shakespeare’s plays and Shakespeare criticism
in China.

The first serious theatrical performance of a
Shakespeare play was that of The Merchant of
Venice in Shanghai in 1930. In the last two
decades, stage performances of Shakespeare’s
plays have reached a wide audience in China.
The performance of The Merchant of Venice by
Beijing Youth Art Theatre, which held about
200 shows between 1980 and 1982, offers an
impressive, but not isolated, example of the
reception of his plays on the Chinese stage. Two
Shakespeare festivals, organized by the Shake-
speare Society of China, were held in Beijing
and Shanghai in 1986 and 1994. In addition to
huaju, which bears a close resemblance to a
Western drama and is the normal means of sta-
ging Shakespeare’s plays, there have been some
experiments to adapt Shakespeare’s plays to
Peking opera and other Chinese local dramatic
forms.

Shakespeare’s plays began to be taught in
China in the 1930s. Now seminars on Shake-
spearian drama are usually offered to English
majors at the graduate level in Chinese univer-
sities and colleges while the translated version of
Shakespeare’s plays is often included in the
reading list for students majoring in Chinese
literature or foreign literature.

Serious Shakespearian criticism in China did
not commence until after 1949, although the
first Chinese critical essay on Shakespeare ap-
peared in 1918. Since mainland China remained,
from 1949 to the late 1970s, rather isolated, the
glorious cultural heritage of the Chinese people
and traditional Chinese thinking surprisingly
did not seem to bear a significant influence on
the interpretation of Shakespeare by early Chi-
nese scholars and critics. On the contrary, a
political and ideological approach was the
dominant mode in Shakespeare criticism in
mainland China up to the early 1980s. The basic
principles followed in the criticism of modern
Chinese literature—chiefly “socialist realism’—
were adopted by the majority of early Chinese
critics of Shakespeare. For those critics, the
‘purpose’ of writing was profoundly important
for their discussion of Shakespeare. They be-
lieved that Shakespeare was moulding and
guiding public opinion for the rising bourgeois
class, a conclusion drawn chiefly from their
analyses of the age the dramatist lived in, of his
life, and of the tone in his plays. In most of the
critical essays published before the late 19805,
discussion of Shakespearian ‘themes’ usually
took up the most space and, according to those
critics, there was always a fundamental thesis in
every one of Shakespeare’s plays, often a polit-

CHOLMELEY, RICHARD

ical and ideological one, which reflects the
playwright’s bourgeois standpoint and his belief
in humanism. The rigid limitations of this
political and ideological approach to Shake-
speare had hindered greatly Chinese critics and
had often resulted in rather biased and unsat-
isfactory interpretations of Shakespeare’s plays.
A change began to be observed in criticism
published in mainland China in the late 1980s
and especially in the 1990s, when China opened
its door more and more to Western technology
and economic structures and Chinese writers
and critics obtained easier access to world
Shakespeare scholarship. The founding of the
Shakespeare Society of China in 1984 and the
1986 and the 1994 Shakespeare festivals further
stimulated Shakespeare studies both in literary
and dramatic circles in China. Chinese critics
have now increased their interest in some much
discussed subjects in Shakespeare’s plays, such
as Hamlet’s indecision, the theme of forgive-
ness, and Shakespeare’s emphasis on human
interests and values. It is encouraging to see that
there is now among Chinese critics more tol-
erance for the aesthetic concepts of the West
and fewer scornful attacks on Western Shake-
spearian scholarship than was the case in the
1950s and early 1960s. A group of younger
scholars and critics, obviously aware of the pol-
itical and ideological approach to Shakespeare,
has proposed to re-evaluate the early criticism
published in China, to treat Shakespeare’s plays
as dramatic art, to absorb the essence of world
Shakespearian scholarship in the last several
hundred years, and to develop a Chinese in-
terpretation of the plays on the basis of a Chi-
nese sensibility. HQX
Butterfield, Fox, “T'he Old Vic Takes “Hamlet”
to China’, New York Times, 25 Nov. 1979
He, Qixin, ‘China’s Shakespeare’, Shakespeare
Quarterly, 37 (1986)
Zhang, Xiaoyang, Shakespeare in China: A
Comparative Study of Two Traditions and
Culrures (1996)

Chiron is the younger of Tamora’s two surviv-
ing villainous sons in T7rus Andronicus. ~ AB

Cholmeley, Richard, company patron, dates of
birth and death unknown. A group of recusant
players under Cholmeley’s patronage toured in
Yorkshire from 1606 to at least 1616 using only
printed play-texts for their repertory. When
tried for sedition these players insisted (falsely,
it turned out) that they had not strayed from the
printed texts, apparently thinking that this gave
them a kind of surrogate licence from the
Master of the Revels who had licensed the ori-
ginal manuscripts underlying the printing. One
of the actors reported that at Candlemas 1609—
10 they performed ‘Perocles prince of Tire’,
which was undoubtedly the work of Shake-
speare and Wilkins, and ‘Kinge Lere’, which
might have been Shakespeare’s (his quarto was



CHORUS

the most recent) but equally might have been
the old chronicle history of King Leir printed in
1605. GE
Sisson, C. J., ‘Shakespeare Quartos as Prompt-
Copies’, Review of English Studies, 18 (1942)

chorus, the speaker and the part spoken by an
extra-dramatic character who supplies back-
ground information and commentary in the
drama. In Shakespearc’s Henry v and Pericles a
chorus provides a series of links within the
drama, but usually the role is more limited: in
Romeo and Juliet the chorus precedes Acts 1 and
2 only, and in The Winters Tale ‘“Time, the
Chorus’ bridges the sixteen-year gap between
Acts 3 and 4. Inductions (such as Rumour’s at
the start of 2 Henry 1v) and prologues (as before
Troilus and Cressida) fulfil the choric scene-
setting function, but those which exhort the
audience to attend carefully (such as before A//
Is True (Henry virr) and The Two Noble Kins-
men) may have been used only on the first per-
formance. GE
Christian criticism has several aspects. First, in
identifying specifically Christian references,
applications, and meanings in Shakespeare’s
works. Living within an official though turbu-
lent Christian culture, Shakespeare was certainly
thoroughly familiar with the Bible, probably in
its Bishops™ Bible translation (1568). One play
title (Measure for Measure) is directly adapted
from the Gospel of St Matthew (see Richmond
Noble, Shakespeare’s Biblical Knowledge, 1935).
Second, in exploring the highly charged theo-
logical questions of good and evil, salvation and
damnation, sin and expiation which are central
to the tragedies, while the so-called Romances
resonate with the words ‘grace’ and ‘faith’ (see
R. Mushat Frye, Shakespeare and Christian
Doctrine, 1963). Third,
Shakespeare’s personal sectarian allegiance,
supposedly Catholic, established during a pu-
tative stay in Lancashire in the 1580s. Many
critics respond to Shakespeare’s sceptical hu-

in  demonstrating

manism, but Peter Milward’s various books,
including Shakespeare’s Religious Background
(1973), plead the alternative case. ™

Christopher, Sir. He is a priest who takes a
message from Lord Stranley to Richmond,
Richard 111 4.5 (based on Christopher Urswick
(d. 1521)). AB

chronology. The chronological ordering of the
plays in the Shakespeare canon is based on
various strands of interconnecting evidence:
references in datable sources such as Francis
Meres’s list of twelve of Shakespeare’s plays in
Palladis Tamia (1598), records of court per-
f()rmanCCS, HCnSl()WC,S rCCOrdS OFpCrformanCCS
at the Rose playhouse, entries in the Stationers’
Register, dates on the title pages, and topical
allusions in the plays themselves (such as the

double eclipse of sun and moon in 1605 alluded
to in King Lear). Since Shakespeare’s habits of
writing appear to have changed over time,
scholars have brought different types of internal
evidence—changes in verse, metrics, imagery,
vocabulary—to bear on chronological problems
with varying degrees of success. Edmond
*Malone, for instance, was the first to observe
that Shakespeare used more rhymed verse in his
early plays than in his later works, but subse-
quent scholars have pointed out that while
Malone’s dictum is generally true, Shake-
speare’s earliest plays actually contain very little
thymed verse.

Although there is general scholarly consensus
about which plays fall into Shakespeare’s early,
middle, and late periods, there is substantial
disagreement about the precise dates for indi-
vidual plays. In a classic study of “The Problem
of Chronology’ (1930), E. K. Chambers argued
that Shakespeare’s first two plays, dating from
15901, were The First Part of the Contention (2
Henry vr) and Richard Duke of York (3 Henry
v1), and that The Two Gentlemen of Verona and
The Taming of the Shrew were written several
years later, in 1593—5. The editors of the New
Oxford Shakespeare (1986), having undertaken
a major reassessment of the evidence for
chronological placement, agree with Chambers
that Shakespeare’s earliest plays were indeed
written in 1590—1 but conclude that his first two
efforts were The Two Gentlemen of Verona and
The Taming of the Shrew.

The list below gives the plays and poems in
the order of composition proposed by the
Oxford Shakespeare (with the proviso that most
of the dates are necessarily provisional rather
than definitive):

The Two Gentlemen of Verona

The Taming of the Shrew

The First Part of the Contention (2
Henry vr)

Richard Duke of York (3 Henry vr)

1 Henry vi

1590—1
15901
1591

1591
1592
15923
15923
15923
1593—4
1594
15945
1595
1595
1595
1596
1596~7
15967
15978
15978
1598
1598-9
1599
1599—1600
1600-1
1601
1602

Titus Andronicus

Richard 11

Venus and Adonis

The Rape of Lucrece

The Comedy of Errors

Love’s Labour’s Lost

Richard 11

Romeo and Juliet

A Midsummer Night’s Dream
King Jobn

The Merchant of Venice

I Henry 1v

The Merry Wives of Windsor
2 Henry rv

Much Ado Abour Nothing
Henry v

Julius Caesar

As You Like It

Hamlet

Twelfth Night

Troilus and Cressida

Sir Thomas More
Measure for Measure
Othello

All’s Well That Ends Well
Timon of Athens

The History of King Lear
Macbeth

Antony and Cleopatra
Pericles

1603—4
1603
1603—4
1604—5
1605
1605—6
1606
1606
1607
1608
1609
1610

Coriolanus
The Winter’s Tale
Cymbeline
1611 The Tempest
1613 All Is True (Henry viir) ER
Chambers, E. K., William Shakespeare: A Study
of Facts and Problems (1930)
Wells, Stanley, and Taylor, Gary, William
Shakespeare: A Textual Companion (1987)

Church. See rELIGION.

Cibber, Colley (1671-1757), a successful actor,
manager, and dramatist who began his theatri-
cal career playing small parts for the United
Company at Drury Lane. He achieved prom-
inence in the lead role of his own *adaptation of
Richard 11 (1699), and was appointed Poet
Laureate in 1730. Endlessly involved in feuds
and theatre politics, his Apology for the Life of
Myr. Colley Cibber (1740) is a valuable source of
stage history. He played Gloucester, lago, Ed-
mund, and Wolsey but, best suited to comedy,
Shallow was considered his finest role. His final
appearance was as Pandulph in his adaptation
of King John, Papal Tyranny. CMSA

Cibber, Susannah Maria (1714—s5), an actress,
who was the sister of Thomas Arne and briefly,
scandalously, the second wife of Theophilus
Cibber. She began her stage career as a singer
and became a fine dramatic actress, famed for
conveying tenderness, whose roles included
Desdemona, Isabella, Lady Anne, and a par-
ticularly affecting Constance. Her perform-
ances for *Garrick at Drury Lane, including
playing opposite him as Ophelia, Cordelia, and
Perdita, were considered her best Shakespearian
work, although her Juliet to Spranger *Barry’s
Romeo at Covent Garden was well received.

CMSA

Cibber, Theophilus (1703—58), actor, manager,
and writer whose career, which began in 1720
when he joined the Drury Lane company
co-managed by his father, was often driven by
expediency and overshadowed by an outrageous
private life and theatre politics. An early role
was Prince Edward in his own adaptation of
Henry vi (1723), and a style best suited to comic
playing (Lucio, Slender, Pistol) did not pre-
clude him attempting Romeo to his 14-year-old
daughter Jenny’s Juliet (in his version published
in 1748) or Othello to her Desdemona. He
drowned in a shipwreck travelling to perform in
Dublin. CMSA
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Cicero is a senator in Julius Caesar (not included
in the conspiracy). Marcus Tullius Cicero (106—

43 BC) was a philosopher, orator, and statesman.
AB

Cimber, Metellus. See MeTELLUS CIMBER.

cinema. See SHAKESPEARE ON SOUND FILM;
SILENT FILMS.

Cinna is one of the conspirators in Julius Caesar
(L. Cornelius Cinna the younger). AB

Cinna the poet, a friend of Caesar’s, is mis-
taken for Cinna the conspirator and killed by
the plebeians, Julius Caesar 3.3. AB

cinquepace (sinkapace), one of a family of
couple dances imported from France and Iraly,
including the *galliard, tourdion, and la *volta;
also an alternative name for the galliard. The
unit of five steps implied by the name fits to a
six-beat bar: four springing kicks on the first
four beats, with a jump through the fifth beat,
timed so as to land on the sixth beat. /B

Cinthio (Giovanni Battista Giraldi) (1504—73),
ltalian dramatist and professor of rhetoric.
Cinthio wrote a number of Senecan-style tra-
gedies and some dramatic criticism but was best
known in England as the author of the
Hecatommithi (1565?), a collection of prose tales
narrated by travellers on board a ship. Cinthio’s
work may have inspired Shakespeare to write
two plays back to back using tales from the
Hecatommithi. The tragi-comic ‘Disdemona
and the Moor’ served as the main source for
Othello. The story of Epitia provided the
framework for Measure for Measure. Verbal
similarities between the Italian ‘Disdemona’
and Shakespeare’s tragedy, and the fact that no
English translation seems to have existed, sug-
gest that Shakespeare read the Hecatommithi in
Italian. Measure for Measure is more obviously
indebted to an English adaptation of Cinthio’s
tale, George Whetstone’s play Promos and
Cassandra, published in 1578. JKS

Citizen of Angers. He refuses the feuding kings
in King John entrance to the town, but suggests
the marriage of Louis the Dauphin to Blanche
AB

as a basis for peace, 2.1.

Citizen of Antium. He directs the disguised
Coriolanus to Aufidius’ house, Coriolanus
4.4.6—11. MD

citizens of the watch appear in Romeo and
Julier 3.1 at the murders of *Mercutio and
Tybalt. AB

cittern, a wire-strung instrument played with a
plectrum, associated with popular music. It
might have a grotesque carved head, hence the
reference in Love’s Labour’s Lost 5.2.604. JB

city comedy, a kind of satirical drama prom-
inent in the early 17th century, of which Ben
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*Jonson was the chief exponent. It exposes the
follies and vices of London life, as in Jonson’s
Bartholomew Fair and The Devil is an Ass (1614,
1616), or Marston’s The Dutch Courtesan (160s).

CB

Ciulei, Liviu (b. 1923), Romanian director-
designer who has staged Shakespeare inter-
nationally. In English his Hamlet (Washington,
1978) was notable, as were The Tempest, As You
Like It, and A Midsummer Night's Dream during
his tenure as artistic director at the Guthrie
Theatre in Minneapolis in the 1980s. DK

City. The historic core of London, the City is the
administrative and financial centre of the cap-
ital, also known as the Square Mile. The mod-
ern boundaries of the City reflect those imposed
by the Roman and medieval walls which pro-
tected early London. In Shakespeare’s day the
City’s opposition to theatrical performances
within its jurisdiction, from the 1570s onwards,
led to the exile of the playhouses to outlying
districts such as Shoreditch and *Bankside.
RSB

Inwood, S., A History of London (1998)

Clarence, Duke of. (1) George, Duke of
Clarence (1449—78), deserts his elder brother
Edward (who later becomes King Edward 1v) in
Richard Duke of York (3 Henry vr) 2.6 but they
are reunited, 5.1. In Richard 11 Edward has him
imprisoned, and he is stabbed by two murderers
employed by his younger brother Richard (who
becomes Richard 1), 1.4.263. (2) Thomas
Duke of Clarence (c.1388-1421), younger brother
of Henry v, appears briefly in 2 Henry 1v and
Henry v. AB

Clarence’s Daughter. See CLARENCE’S SON.

Clarence’s Son (Edward, Earl of Warwick,
1475~99), with his sister (Margaret Plantagenet,
1473-1541), laments his father’s death, Richard
AB

I 2.2,

Claribel, Alonso’s daughter, is married to the
King of Tunis in the elaborate pre-history of
The Tempest. She is absent from the play itself.

AB

Clark, Jaime (1844—75), translator of Shake-
speare into Spanish, of British origin. He and
Guillermo *Macpherson were the first to render
Shakespeare’s blank verse systematically into
Spanish verse (normally hendecasyllabic lines,
as well as the rhymed lines as such). By his un-
timely death at the age of 31, Clark’s unfinished
Obras de Shakespeare in five volumes (1872~76?)
contained three tragedies and seven comedies.

ALP

Clark, William George (1821-78), English
academic, one of three editors (with W. Aldis
Wright and John Glover) of the first *Cam-
bridge edition of Shakespeare (9 vols., 1863-6),

CLEON

including variant readings from all early and
some later editions. Its one-volume version, the
Globe (1864), created a reference standard for
almost a century. ™

Clarke, Charles Cowden (1787-1877), English
writer, friend of John Keats and partner with
wife Mary in a series of enthusiastic studies of
Shakespeare, including his own lectures on
Shakespeare’s Characters, Chiefly those Subor-
dinate (1863); their joint edition of Shakespeare
(1868); and their Shakespeare Key, Unlocking the
Treasures of his Style (1879). ™

Clarke, Mary Cowden (1809-1908), partner of
husband Charles in several Shakespeare studies,
including her long superseded Complete Con-
cordance (1845), and Girlhood of Shakespeare’s
Heroines (3 vols., 1850—2), often mocked for its
attempt to recreate a prehistory for Shake-
speare’s female characters, but nevertheless an
early manifestation of feminine if not feminist
concerns. ™

Claudio. (1) He jilts Hero at the altar (Much
Ado About Nothing 4.1) but marries her in the
end. (2) See Varrus. (3) Isabella’s brother is
sentenced to death for impregnating Juliet in
Measure for Measure. AB

Claudius in Julius Caesar. See VARRUS.

Claudius, King, the King of Denmark who has
murdered his brother and married his brother’s
wife Gertrude (Hamlet's parents). He is called
Fengo in the Historiae Danicae of *Saxo
Grammaticus. AB

Clayton, John. In March 1600 a William
Shakespeare successfully sued John Clayton, a
‘yeoman’ of Wellington, Bedfordshire, for a
debt of £7 apparently incurred in 1592
*Chambers, like Sidney *Lee, sees no reason for
identifying this Shakespeare with the dramatist,
but gives no cogent reasons for not doing so.

SwW

Clemen, Wolfgang (1909—90), German aca-
demic, influential as founder of the Shakespeare
library in Munich, and through works on im-
agery and soliloquy translated into English: 7he
Development of Shakespeare’s Imagery (1951, ex-
panded from Shakespeares Bilder, 1936), English
Tragedy before Shakespeare (1961), A Commen-
tary on Shakespeares Richard 11 (1968),
Shakespeare’s Dramatic Art (1974), and Shake-
speare’s Soliloquies (1987). ™

Cleomenes is a Sicilian lord who with another
lord, Dion, is sent by Leontes to seek the oracle
to ascertain the truth about Hermione in The
Winter’s Tale. AB

Cleon is the husband of Dioniza and Governor
of Tarsus, where Pericles relieves a famine,

Pericles 4. AB



CLEOPATRA

Cleopatra. See ANTONY AND CLEOPATRA.
AB

Clerk of Chatham. He is executed by Cade,
The First Part of the Contention (2 Henry vi)
4.2.109. He says his name is Emmanuel, 4.2.98.

AB

Clifford, John. See CLirrorD, YOUNG.

Clifford, Old Lord. One of King Henry’s sup-
porters, he successfully appeals to Cade’s rebels
in The First Part of the Contention (2 Henry vr)
4.7, but dies in combat with York, 5.3. Thomas
Clifford (1414—55) was the 12th Baron. AB

Clifford, Thomas. See CLirrorD, OLD LoORD.

Clifford, Young (Lord). Young Clifford vows
vengeance on the House of York for the death of
his father, The First Part of the Contention (2
Henry vr) 5.3. Now called Lord Clifford he stabs
the Earl of Rutland in Richard Duke of York (3
Henry vr) 1.3; with Queen Margaret kills the
captured York, 1.4; but dies taunted by his en-
emies, 2.6. John Clifford (c.1435-61) was the
13th Baron. AB

Clifford Chambers, a village about a mile and a
half (2.5 km) south of Stratford, home of Lord
and Lady Henry Rainsford, close friends of the
poet Michael *Drayton (1563-1631), who was
probably a friend of Shakespeare. SwW

Clink. The Liberty of the Clink, within which
Shakespeare lived from ar least 1596—9, was the
name given to the manor of the Bishop of
Winchester on *Bankside, with its first usage
being recorded in 1473. The name is thought to
emanate from the prison in the manor, al-
though the earliest use of Clink for the bishops’
prison is in 1486. By Shakespeare’s day the name
usually referred to the prison—the nearest to
the Bankside theatres—which was particularly
associated with debtors. RSB

Carlin, M., Medieval Southwark (1996)
Clitus. See StraTO.

Clive, Catherine (1711-85), an actress univer-
sally known as Kitty, who was most admired for
her work in comedy. She played Catherine
(1755—6) in *Garrick’s adaptation Catherine and
Petruchio. Earlier roles included Bianca, Ariel,
and an ill-received Portia to *Macklin’s Shylock
in his restoration of the unadapted 7The Mer-
chant of Venice. CMSA

Clopton family, a prominent Stratford family.
Hugh (d. c1496), lord mayor of London in 1491
(but not known to have been knighted), built
*New Place, which Shakespeare bought in 1597;
Sir William (1538—92) owned property in
Hampton Lucy where John Shakespeare was a
tenant. Clopton Manor, just outside Stratford,
became the family home early in the 15th
century; it was used by the conspirators in the

*Gunpowder Plot (1605). In the later part of the
17th century New Place came back into the
family’s possession. In 1702 Sir John Clopton
replaced it with a new house. SwW

Cloten, the son of Cymbeline’s Queen, is be-
headed by Guiderius, Cymbeline 4.2. AB

clowns. (1) The Two Gentlemen of Verona. See
Lanceand Speep. (2) A clown takes a message
from Titus to Saturninus, 77tus Andronicus 4.3;
Saturninus orders his execution, 4.4. (3) Love’s
Labour’s Lost. See Costarp. (4) The Grave-
digger and his companion are described as ‘two
clowns’, Hamlet 5.1. One of them quibbles with
Hamlet. (5) The Merchant of Venice. See
Lancerot. (6) Twelfth Night. See Feste. (7)
Measure for Measure. See Pompey. (8) Othello’s
clown dismisses Cassio’s musicians Othello 3.1
and quibbles with Desdemona 3.4. (9) Al
Well That Ends Well. See Lavatcu. (10) The
‘Rural fellow’ (Antony and Cleopatra 5.2.229)
who brings the asp to Cleopatra, 5.2, is a clown.
(1) The Old Shepherd’s son who witnesses
Antigonus’ demise, The Winters Tale 3.3, and
becomes Autolycus’s dupe, 4.3, 4.4, and 5.2, is a
clown. See also rooLs; TriNcuLo (The Tem-
pest); YORICK (Hamlet). AB

Clytus. See StraTo.

Cobbler of Preston, The. The playwright
Charles Johnson began work on a short, anti-
Jacobite satire derived from the Induction to
The Taming of the Shrew early in 1716: before it
had even opened at Drury Lane, however, an-
other such play with the same title and source
had already been written by Christopher Bul-
lock, rehearsed and premicred at Lincoln’s Inn

Fields. MD

Cobham, Dame Eleanor. See GLOUCESTER,
DuUCHESS OF.

Cobham, Lord. See OLDcasTLE, Sir JoHN.

Cobham, William Brooke, 7th Lord (d. 1597),
Lord Chamberlain (August 1596-March 1597),
a descendant of Sir John Oldcastle, Lollard
martyr, and model for Shakespeare’s Falstaff.
The Brooke family’s Puritanical leanings lent
added gall to this defamarory use of Oldcastle’s
name, which was changed to Falstaff after their
objections. cS

Cobweb is one of *Titania’s fairies in A Mid-
summer Night’s Dream. AB

Cockpit-at-Court. See COURT PERFORMANCES;
(GLOBE RECONSTRUCTIONS; PALLADIO, ANDREA.

Cockpit theatre. Sec AUDIENCES; BEESTON,
CHRISTOPHER; CHILDREN'S COMPANIES; COM-
PANIES, PLAYING; DAVENANT, SIR WILLIAM;
THEATRES, ELIZABETHAN AND JACOBEAN.

Coleridge, Samuel Taylor (1772-1834), Eng-
lish poet and critic. Coleridge’s thoughts and

writings on Shakespeare were never collected or
collated in any systematic manner, being scat-
tered over several notebooks, mentioned in
letters, written in the margin of play-texts, or
reported at second hand from conversations
and lectures. Editors, including H. N. Cole-
ridge (in Literary Remains, 1836-9), T. M.
Raysor (Coleridge’s Shakespearean Criticism, 2
vols., 1930), and Terence Hawkes (Coleridge’s
Writings on Shakespeare, 1959; repr. as Coleridge
on Shakespeare, 1969), have variously attempted
to achieve textual accuracy, the imposition of
order, selection and emphasis, and accessibility.
It is likely that Coleridge had composed nearly
all of his own poetry before expressing the full
range of his admiration for Shakespeare. A letter
of 6 December 1800 refers to the ‘divinity of
Shakespeare’, and thereafter his tone is almost
uniformly ardentand celebratory, matching and
possibly emulating the enthusiasm of his Ger-
man contemporary August Wilhelm von
*Schlegel, who had begun his classic translation
of Shakespeare into German in 1796 (Coleridge
himself visited Germany from September 1798
to July 1799). The original plan of his first
course of lectures was to devote five to ‘the ge-
nius and writings of Shakespeare’, in compari-
son with his contemporaries. In practice, the
aesthetic and ethical elements (taste, imagin-
ation, fancy, passion) predominated over the
historical and comparative, Coleridge arguing
that Shakespeare was not only a natural drama-
tist and creator of character (as the 18th century
was fully aware), but also a great poet, his works
growing organically from the power of language
itself. ™

Coleville, Sir John, ‘a famous rebel’ (4.2.61)
arrested by Falstaff, 2 Henry 1v 4.2. AB

Colicos, John (b. 1928), Canadian actor. Hav-
ing understudied at the *Old Vic in London
and acted in the States he joined the Stratford
Shakespeare Festival Theatre in his native
*Canada, where from 1961 his roles included
Aufidius to the Coriolanus of Paul *Scofield,
Caliban, and an admired King Lear. He was
Biron in Loves Labour’s Lost and Timon of
Athens when the Canadian company visited
*Chichester. M]

collaboration. Nearly half of the plays written
for the public theatres during the early modern
period were products of joint authorship. Ex-
ternal evidence indicates that Shakespeare col-
laborated with John *Fletcher on at least two
plays: both the Stationers’ Register and the title
page of the first *quarto (1634) of The Two

Two noble kinsmen dramatized by two memorable
worthies: the first quarto of Shakespeare and Fletcher's
The Two Noble Kinsmen, 1634.
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THE
TWO
NOBLE
KINSMEN:

Prefented atthe Blackfriers
by the Kings Maiefties fervants,
with great applaufe:

Written by the memorable Worthies
: of their time;
M. Jobn Fletcher and2 Gene.
M, William Shak[peare.d

Printed at Londonby Tho.Cotes,for Tohn Waterfon:
andare to be fold at the figne of the Crewne
in Panls Church-yard. 16 3 4e



COLLATINE

Noble Kinsmen attribute the play to “William
Shakespeare and John Fletcher’, and the entry
for the lost play Cardeniolists the authors as ‘Mr
Fletcher & Shakespeare’. Stylistic evidence
strongly suggests that Fletcher may also have
had a hand in Shakespeare’s All Is True (Henry
var). Similar internal evidence derived from
vocabulary tests, image clusters, verbal and
structural parallels, metrical tests, stylometry,
and function word analysis reveals that Shake-
speare may have collaborated with a number of
other dramatists throughout his career: with
Thomas *Middleton on Timon of Athens, Mac-
beth, and Measure for Measure; with Henry
*Chettle, Thomas *Dekker, and Thomas
“Heywood on Sir Thomas More, possibly with
George *Wilkins on Pericles; possibly with an
unknown playwright or playwrights on 1 Henry
vi and Richard Duke of York (3 Henry vr). He
also probably contributed at least a scene to the
anonymous play *Edward 1. The absence of
Pericles, Cardenio, and The Two Noble Kinsmen
from the First *Folio has suggested to some that
*Heminges and *Condell intentionally excluded
these late collaborative romances.
Renaissance playwrights who worked to-
gether on a play generally worked apart. Instead
of a line-by-line collaboration, they often chose
a strict division of labour, with each author
assuming responsibility for particular acts or
scenes. There is general scholarly agreement
that Fletcher wrote the prologue, 2.2-2.6,
3.3-5.1, and s.4 of The Two Noble Kinsmen,
while Shakespeare was responsible for r.1—2.1,
3.1-3.2, 5.2-5.3, and 5.5—5.6. Writing in relative
isolation, one collaborator would often not
know exactly what the other was doing. Shake-
speare, for instance, was using a different source
for his share of The Two Noble Kinsmen from
the one Fletcher was using for his: the two
dramatists apparently derived the name of the
character *Pirithous from different sources. In
Shakespeare’s share of the play, the name is
trisyllabic and spelled ‘Pirithous’ (the spelling in
North’s *Plutarch); in Fletcher’s share, it has
four syllables and is spelled ‘Perithous’ (the
spelling in *Chaucer’s Knight's Tale). In
Shakespeare’s additional scene for Sir Thomas
More, he seems unaware of the details of the
original version and of the revisions made by his
collaborators. Similarly, in the text of Timon of
Athens, the interview arranged between *Flavius
and *Ventidius in a passage written by Middle-
ton never materializes in Shakespeare’s share of
the play. ER
Bendey, Gerald Eades, The Profession of
Dramatist in Shakespeare’s Time, I1590—1642
(1971)

Taylor, Gary, and Jowett, John, Shakespeare
Reshaped: 1606-1623 (1993)

Wells, Stanley, and Taylor, Gary, William
Shakespeare: A Textual Companion (1987)

Collatine. Sce RAaPE OF LUCRECE, THE.

Collier, Jeremy (1650-1726), clergyman muost
famous for his diatribe against the theatre, A4
Short View of the Immorality, and Profaneness of
the English Stage (1698). While Collier vents
most of his wrath on his contemporaries, he
attacks Shakespeare’s representation of Ophelia
while praising the rejection and subsequent
death of Falstaff, which he sees as a just pun-
ishment. M

Collier, John Payne. See FORGERY.

Collins, Francis (d. 1617), a lawyer who worked
in Stratford from at least 1600 and seems to
have moved to Warwick around 1612. He drew
up the indentures for Shakespeare’s purchase of
tithes in 1605, and in 1616 acted as overseer,
witness, and possibly scribe of Shakespeare’s
*will, by which he received a legacy of £13 6. 84.

Sw

Colman, George, the elder (1732—94), a suc-
cessful manager of Covent Garden who pro-
moted the career of William Powell as a
Shakespearian performer (Richard 11, Othello,
Romeo, Macbeth) and reworked Tate’s King
Lear for him, removing the Edgar and Cordelia
love plot but retaining the happy ending. He
rivalled Garrick’s Jubilee by presenting his own
Covent Garden entertainment, Man and Wife;
or, The Shakespeare Jubilee, which included an
impressive procession, and was responsible for
barring the ageing *Macklin from the stage after
his tartan-clad Macbeth was hissed in 1773.
CMSA

colonialism. See TRAVEL, TRADE, AND COLO-
NIALISM.

colophon. In early printing, the *imprint pro-
viding the name of the printer or publisher
along with the date and place of publication did
not appear on the *title page but in a colophon
at the end of the book. With the adoption of
title pages in the 16th century colophons be-
came less common, but they can still be found
in some 17th-century books. The First *Folio
concludes with the colophon: ‘Printed at the
Charges of W. Jaggard, Ed. Blount, I. Smith-
weeke, and W. Aspley, 1623 ER

Combe family, a wealthy Protestant family in
Stratford with whom Shakespeare had many
links. John (b. before 1561, d. 1614) was a land-
owner and moneylender, frequently mentioned
in Stratford lawsuits instituted to recover debts.
On 1 May 1602 he and his uncle William sold
Shakespeare 107 acres (44 ha) of open land in
the area known as *Old Stratford to the north
and east of the town for £320. The two halves of
the indenture, preserved in the Records Office
of the Shakespeare Birthplace Trust, show that
Shakespeare was represented by his brother
Gilbert. The Combe family had bought the
land in 1593. According to a detailed survey
made around 1625, first published in 1994,

Shakespeare gave it to Susanna as a marriage
settlement in 1607; in fact he bequeathed it to
her in 1616, but may have retained a life interest.

John, who was unmarried, made many char-
itable, family, and other bequests, including £5
to Shakespeare and £60 for a tomb which may
be seen in Holy Trinity church. According to
Dugdale the sculpture was by Geerhart *Janssen,
who also carved Shakespeare’s monument.
Around 1618 Richard Brathwaite, in an add-
ition to a book called Remains afier Death,
printed ‘An Epitaph upon one John Combe of
Stratford-upon-Avon, a notable usurer, fastened
upon a tomb that he had caused to be built in
his life time.” It reads:

Ten in the hundred here lies engraved;

A hundred to ten his soul is not saved.

If anyone asks who lies in this tomb,

‘O ho!” quoth the devil, “tis my John-a-Combe.’
In 1634, a Lieutenant Hammond, after visiting
Stratford, said that Shakespeare had written
‘some witty and facetious verses’ on ‘Mr
Combe’; this story is repeated in association
with the epitaph in various forms by *Aubrey,
*Rowe, and other writers, one of whom states
that Shakespeare wrote the epitaph at Combe’s
request during his lifetime. Robert Dobyns,
visiting Stratford in 1673, transcribed both this
and Shakespeare’s epitaph, later stating that
since his visit Combe’s had been erased by his
heirs.

Epitaphs on an unnamed usurer resembling
the first couplet appeared in print in 1608 and
1614. Possibly Shakespeare elaborated a trad-
itional quip, with a characteristic pun in ‘en-
graved’. A 17th-century Bodleian manuscript
records more charitable lines, headed ‘Another
Epitaph on John Combe: He being dead, and
making the poor his heirs, William Shakespeare
after writes this for his epitaph.” They read:

Howe’er he lived judge not,

John Combe shall never be forgot

While poor hath memory, for he did gather

To make the poor his issue; he, their father,

As record of his tilth and seed

Did crown him in his latter deed.
John’s brother Thomas lived in a property
known as the College, near the church, prob-
ably the largest house in the town. He held a
share in the Stratford tithes equal to Shake-
spearc’s. His son William (1586-1667), educated
at Oxford and the Middle Temple, was partly
responsible for the attempted enclosure of
common land at Welcombe in 1614. Shake-
speare left his sword to Thomas’s other son, also
Thomas (1589-1657), a lawyer and a Protestant
who died a bachelor. SW

‘Come away, come away, death’ sung by
Feste in Twelfth Night 2.4.50. The earliest
known setting is one of two versions by Thomas
Arne; the first was published in 1741 and the
second in 1786. More recent composers include
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Brahms, Chausson, Cornelius (four versions),
Stanford in the 19th century, and Dankworth,
Finzi, Holst, Korngold, Moeran, Quilter, Si-
belius, Vaughan Williams from the 20th cen-
tury. /B

Comédie-Frangaise, founded in 1680 in
Moliere’s theatre three years after his death by
Louis x1v to unite the two rival companies
(Guénégaud and Bourgogne), granting royal
patronage and the exclusivity of the French
repertoire, Once the monopoly was abolished
(1791), some actors followed Talma to the newly
built Salle Richelieu (the present-day theatre);
the other actors joined them when Napoleon
signed a unification agreement (1802-12).
Unique in the world, it is still operating as a
shareholding company of actors participating in
its artistic policy. The first Shakespeare play
staged was Ducis’s verse *adaptation of King
Lear (1783) with Talma, who later played
Hamlet, Macbeth, Othello, all in Ducis’s adap-
tations, as individualistic romantic heroes. Sarah
*Bernhardt as Hamlet created a legendary stir,
Piachaud’s biased version of Coriolanus degen-
erated into fascist riots (1933), Vincent's Mac-
beth (198s) faithfully followed the original, and
Mesguish’s flamboyant and controversial Tem-
pest (1998) incorporated Richard 1r’s seduction
of Lady *Anne. ISG

comedy. Both classical and Renaissance apolo-
gists of the theatre regarded comedy as an in-
ferior dramatic form, its pedagogical function
being its only redeeming feature. Sir Philip
*Sidney, for example, praised comedy because
‘nothing’, he explained, ‘can more open [our]
eyes than to find [our] own actions contempt-
ibly set forth’ (Apology for Poetry, pub. 1595). A
few years later, Ben Jonson rephrased a famous
Horatian maxim by declaring that his ‘true
scope’ in writing Volpone (1607) was to ‘mix
profit with ... pleasure’. It is therefore all the
more remarkable that Shakespeare’s comedies
are never overtly didactic. On the contrary, in
them intellectual and psychological curiosity
prevails over prescriptive norms as often as
wonder outweighs the local and the familiar.
Shakespeare drew extensively from earlier
models. From Greek Old Comedy he borrowed
the saturnalian pattern of release from restraint
through recognition and clarification. From
Greek New Comedy he derived a variety of
dramatic elements, ranging from the Tranio—
Lucentio-Bianca sub-plot in The Taming of the
Shrew to the stock character of the senex iratus,
which he used as a model for Leonato in Much
Ado Abour Nothing. *Lyly’s courtship romance
inspired Shakespeare’s earliest comedy The Two
Gentlemen of Verona, whereas folklore and the
native popular tradition provided the raw ma-
terial for the *fairy world in A Midsummer
Night'’s Dream. The Italian novelistic tradition
was another popular source of plot devices and
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story-lines: the story of Bertram and Helen in
All's Well That Ends Well and the main plot of
The Merchant of Venice come from two collec-
tions of Italian tales, *Boccaccio’s Decameron
and 1/ pecorone, attributed to Ser Giovanni of
Florence.

Despite the undeniable influence of earlier
models, Shakespearian comedy represents a
distinctive dramatic category. Its main conven-
tions include: exotic locations (with the obvious
exception of The Merry Wives of Windsor); cases
of mistaken identity in connection with bed-
tricks, identical sets of twins, disguise, and
cross-dressing; the Clown, an anticipation of
the Fool in King Lear, similarly associated with
caustic wit, ironic detachment, and a subversive
penchant for puns and wordplay; a sustained
attempt to test the limits of representation and
theatrical illusion; and the ‘green-world’, a
partly pastoral, partly utopian dimension, such
as the wood outside Athens in A Midsummer
Night’s Dream or the forest of Arden/Ardenne
in As You Like It, where the law, parental con-
trol, and social conventions are temporarily
suspended.

Romantic and festive elements in Shake-
speare’s comedies, along with the conventional
comic resolution, which is in itself suggestive of
a ritual parttern of death and rebirth leading to
self-discovery, harmony, and reconciliation, are
often undermined by disruptive forces, ethical
blind spots, and unresolved conflicts of class and
gender, which are more pronounced in the late
comedies, such as Measure for Measure or All’s
Well That Ends Well. SM

Barber, C. L., Shakespeare’s Festive Comedy(1959)
Freedman, B., Staging the Gaze: Postmodernism,
Psychoanalysis  and ~ Shakespearean  Comedy

(1991)

Frye, N., A Natural Perspective (1965)

Levin, R. A., Love and Society in Shakespearean
Comedy (1985)

Comedy of Errors, The (see page 84)

‘Come o’er the bourn, Bessy, to me’, snatch
of song, sung by Edgar in The History of King
Lear 13.21. The complete text and two original
tunes are given by Sternfeld (1964). JB

‘Come, thou monarch of the vine’, drinking
song, sung by a Boy in Antony and Cleopatra
2.7.110; the earliest surviving setting is by
Thomas Chilcot, published c.1750. Nineteenth-
century composers include Bishop and Schu-

bert. JB

‘Come unto these yellow sands) sung by
Ariel in The Tempest1.2.377. The eatliest setting
to survive is by John Banister (published 1675)
for the *Dryden and *Davenant adaptation of
the play; a setting published in the early 18th
century has been attributed to Purcell, and it
was also set by Arne c1740. Twentieth-century

COMPANIES, PLAYING

composers include Arnold, Honneger, Martin,

uilter, Tippett. B
pp

Comical Gallant, The; or, The Amours of Sir
John Falstaff. John Dennis’s tidily neoclassical
adaptation of The Merry Wives of Windsor
flopped at Drury Lane in 1702: its printed text is
vengefully prefaced by his essay ‘A Large Ac-
count of the Taste in Poetry, and the Causes of
the Degeneracy of it’. MD
Wheeler, David, ‘Eighteenth Century Adapta-
tions of Shakespeare and the Example of John
Dennis’, Shakespeare Quarterly, 36 (198s)

Cominius is a Roman general and Coriolanus’
ally. His pleas for Coriolanus to spare *Rome
from attack are disregarded (described Corio-
lanus 5.1). AB

commedia dell‘arte, a type of improvisational
comedy originating in Italy in the Middle Ages.
Each performance was based upon the same
stock characters, for example the lovers, the
comic servant, the braggart, and the pedant,
within some preconceived plot which yet al-
lowed for improvisation. This form of comedy
reached the height of its popularity and influ-
ence in 16th-century Europe. It may have be-
come known in England through the presence
of Italian players in London or the travels of
Englishmen in Italy. Although there is no evi-
dence that Shakespeare saw it, a number of his
plays reflect the traditions of the commedia, in
particular Loves Labour’s Lostand The Tempest.
JKS
Lea, K. M., ftalian Popular Comedy: A Study in
the Commedia dell’Arte 1560—1620 (2 vols.,
1934)

companies, playing. Before the emergence of
the professional theatre industry in the second
half of the 16th century, companies of travelling
players made their livings from performances
throughout the kingdom. The forces that
shaped these troupes into the enormously suc-
cessful companies of Shakespeare’s time were
political and economic. The provincial town
authorities began to demand that players have
some kind of certification (in practice, a patron)
and in 1550 the London aldermen issued a de-
cree banning ‘common’ players (those without
a patron) from performing in the city without
licence. The informal collections of players were
squeezed out. In a proclamation of 16 May 1559
Elizabeth restated the responsibility of lords
lieutenant and sheriffs to ensure that players
were licensed and did not perform anything
‘wherein either matters of religion or of the
governance of the estate of the common weal
shall be handled or treated’. Licensing the bur-
geoning theatre industry was a means of cen-
soring it. That Robert Dudley, Earl of Leicester,
ook trouble to write to the Earl of Shrewsbury
in June 1559 requesting that his players be al-
lowed to perform in Yorkshire indicates that

(cont. on page 87)



The Comedy of Errors
w®

ccording to an eyewitness account, ‘a comedy of errors (like to Plautus his Menaechmus) was

played by the players’ during the Christmas revels at Gray’s Inn on 28 December 1594: this can

only have been Shakespeare’s play, which is indeed based on *Plautus’ comedy Menaechmi,

and it is unlikely that the lawyers and students would have hired actors to appear at a grand festive oc-

casion with anything but a new, or at least current, play. Although this debt to classical farce has inclined

some scholars to see the play as apprentice work from the very start of Shakespeare’s career, stylistic

tests confirm a dating around 1594, with rare vocabulary placing it between The Taming of the Shrew and

Romeo and Juliet and its heavy use of rhyme placing it early in the lyrical period initiated by Venus and

Adonis.

Sources: The play’s chief plot, in which a man searching for
his long-lost twin brother is repeatedly mistaken for him
(with discomfiting consequences for the sought-for twin),
derives, as recognized above, from Plautus’ Menaechmi. (This
play was published in an English translation by William
Warner in 1595, entered in the Stationers’ Register in summer
1594, but the hypothesis that Shakespeare may have had access
to this version in manuscript is hardly necessary, since Plau-
tus’ plays were already familiar to most Elizabethan grammar-
school boys). Shakespeare complicates this plot by adding
long-separated twin servants (the Dromios) for the twin
masters (the Antipholi), drawing on another Plautus play,
Amphitruo, which also provided the scene in which a wife
shuts out her husband while unwittingly entertaining another
in his place. Shakespeare, however, adds the un-Plautine
frame narrative of Egeon and Emilia, derived from the Greek
romance of Apollonius of Tyre (which also lies behind
Shakespeare’s other play about *twins, Twelfth Night, and
Pericles). He also changes the setting from Plautus’
Epidamnus to Ephesus, and the play abounds with allusions
to St Paul’s Epistle to the Ephesians, especially its strictures
on marriage.

TexT: The play was first printed in the Folio in 1623: in-
consistencies in speech prefixes and theatrically superfluous
information in some stage directions suggest that it was set
from Shakespeare’s *foul papers. Certain stage directions,
which state which of three ‘houses’ (the Phoenix, the Porcu-

pine, or the Priory) characters are to enter from, indicate that
the play may have been written with indoor performance
(such as at Gray’s Inn) in mind: academic and court per-
formances sometimes employed a conventional ‘arcade’ set-
ting with three doors at the rear of the stage, labelled by signs.
The play’s careful and logical division into five acts (which
would have been marked by *intervals in indoor perform-
ance) would support this view.

Synopsis: 1.1 Egeon, an old merchant, is under sentence
of death for entering Ephesus, currently at war with his native
Syracuse, unless he can raise a 1,000-mark ransom. Ques-
tioned by the Duke of Ephesus as to why he has entered this
hostile territory, he recounts how years earlier his wife bore
him identical twin sons, for whom they bought identical twin
slaves born at the same time, but that in a shipwreck he and
the younger son and servant were separated from his wife and
the other two twins. At 18 his younger son, given the same
name as his missing twin, set off with his servant in quest of
their brothers: Egeon subsequently set off after them, and has
arrived in Ephesus on his way home after five years’ fruitless
search. Moved, the Duke allows Egeon the remainder of the
day to raise the ransom. 1.2 Antipholus of Syracuse and his
servant Dromio of Syracuse have arrived in Ephesus:
Antipholus sends his servant to their lodging to lock up his
money. Shortly afterwards Dromio of Ephesus arrives and,
mistaking this Antipholus for his own master, calls him home
to dinner. Antipholus of Syracuse, thinking this is his own
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Dromio having a joke, grows angry, asking anxiously after his
money, and drives Dromio away with blows before setting off
to check on his belongings.

2.1 Adriana laments the continuing absence of her husband
Antipholus of Ephesus to her unmarried sister Luciana, and
after Dromio of Ephesus brings the story of his beating and
dismissal (and is sent back to make another attempt to bring
Antipholus home) she says she would be willing to forgo the
gold chain her husband has promised if only he would be
faithful. 2.2 Antipholus of Syracuse, having found his money
safe, meets his own Dromio and berates him for the incom-
prehensible invitation to dinner he in fact received from
Dromio of Ephesus: after a squabble their comic banter is
interrupted by the arrival of Adriana and Luciana. Adriana
preaches Antipholus a sermon on marital fidelity, and she and
Luciana take his and Dromio’s denials of their acquaintance
as mere jests. Softening, she invites him home to dinner, in-
structing Dromio to deny all visitors: Antipholus, though he
and Dromio begin to suspect that their names are known to
these strangers by magic, accepts.

3.1 Antipholus of Ephesus, together with Dromio of
Ephesus and his guests Balthasar the merchant and Angelo,
the goldsmith who has just completed the chain for Adriana,
are locked out of his house. The enraged Antipholus decides
they will all dine instead with the Courtesan, and he sends
Angelo to fetch the chain so that he can give it in spite to the
Courtesan. 3.2 Luciana urges Antipholus of Syracuse to
maintain at least a show of marital concord with Adriana:
when he responds by wooing her instead she leaves to find her
sister. A horrified Dromio of Syracuse reports to his master
that a fat kitchen-wench claims she is engaged to him, and
after a spate of comic puns likening the wench’s body to the
globe the two Syracusans resolve to flee from Ephesus. While
Dromio seeks a ship, Antipholus is met by Angelo, who to his
amazement gives him the chain.

4.1 Angelo has met another merchant, just arrested for
debt, to whom he owes exactly the sum of money now owed
to him by Antipholus for the chain. Antipholus of Ephesus
now arrives, sending Dromio of Ephesus to buy a rope with
which to chastise his household for locking them out, and
berates Angelo for failing to deliver the chain. Convinced that
he has already delivered it, Angelo has Antipholus arrested for
debt. Dromio of Syracuse now arrives and tells Antipholus of
Ephesus he has found a ship for their escape: infuriated,
Antipholus sends Dromio back to Adriana to fetch money to
redeem him from imprisonment. 4.2 Adriana is enraged to
hear that her husband has apparently been wooing her sister:
Dromio of Syracuse reports Antipholus’ arrest, and they give
him the purse of money he requests. 4.3 Antipholus of Syra-
cuse is musing on how many people he meets treat him with
kindness and respect when Dromio of Syracuse, amazed to
find him at liberty, gives him the money. About to leave for
the harbour, they are accosted by the Courtesan, who, seeing
the promised chain around Antipholus’ neck, asks for it, or,
failing that, for the return of the diamond ring she gave him
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during dinner. Convinced she is a witch, Antipholus and
Dromio flee: the Courtesan, convinced they are mad, decides
that the only way to secure the return of her diamond is to tell
Adriana her husband has lost his wits. 4.4 Antipholus of
Ephesus, still under arrest, is beside himself with violent rage
when Dromio of Ephesus brings not the money to redeem
him but only a rope: this behaviour helps convince Adriana,
arriving with the Courtesan, Luciana, and a schoolmaster-
cum-exorcist called Dr Pinch, that Antipholus is insane.
Pinch tries to exorcize him and is beaten for his pains:
Antipholus asserts his sanity and rebukes Adriana for locking
him out, to which she insists that he dined with her: as the
dispute grows louder Antipholus attacks Adriana, and both
he and Dromio have to be restrained with ropes. The two are
carried off homewards, bound, with Pinch, while Adriana
attemnpts to ascertain what has been happening from the ar-
resting officer and the Courtesan: just then Antipholus of
Syracuse and Dromio of Syracuse arrive, with swords, and the
others flee, convinced that the two lunatics have escaped their
captors.

5.1 Angelo and his creditor the merchant are just discussing
Antipholus’ apparent treachery when Antipholus of Syracuse,
still wearing the chain, arrives with Dromio of Syracuse: in-
sisting that he has never denied having received the chain,
Antipholus is about to duel with the vexed merchant when
Adriana, Luciana, the Courtesan, and their party arrive to
attempt to capture him. Antipholus and Dromio flee into a
nearby priory for sanctuary, from which the Abbess appears,
and asks Adriana about her husband’s apparent madness. The
Abbess diagnoses that he has been driven mad by Adriana’s
continual reproaches about his infidelity, and insists that she
will nurse him back to health in the abbey: a furious Adriana
demands the return of her husband to her own custody and,
refused, threatens to appeal to the Duke. The Duke now ar-
rives, bringing Egeon to the nearby place of execution.
Adriana kneels before him, recounting her husband’s mad-
ness and escape to the Abbey, and implores the Duke to exert
his authority over the Abbess so that her husband may be
returned to her. When a messenger interrupts, reporting in
horror that Antipholus and Dromio have got loose and are
avenging themselves on Dr Pinch, he is disbelieved until
Antipholus of Ephesus and Dromio of Ephesus arrive in
person. Antipholus appeals to the Duke for justice against his
wife, who he claims has locked him out of his house and
conspired to have him falsely imprisoned as a madman, and
against Angelo, who he claims has falsely demanded payment
from him for an undelivered chain. The Duke, Angelo, the
merchant, the Courtesan, Antipholus, and Dromio are trying
in vain to make sense of all this contradictory testimony, and
the Duke has just sent for the Abbess, when Egeon steps
forward, saying he has seen someone he thinks will ransom
him. When he speaks to Antipholus and Dromio of Ephesus,
however, both deny him, Antipholus assuring him, as the
Duke confirms, that he has never seen either his father or
Syracuse in his life. At this point, though, the Abbess arrives,
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bringing with her Antipholus of Syracuse and Dromio of
Syracuse, to the astonishment of all beholders. Adriana and
the Duke are trying to ascertain which is the real Antipholus,
and the Syracusan Antipholus and Dromio are wondering
why Egeon is here and in bonds, when the Abbess recognizes
Egeon and declares that she is his long-lost wife Emilia. As the
Duke at last understands that the two Antipholi and Dromios
are the long-separated twins Egeon had spoken of, Emilia
explains that soon after the shipwreck she was separated from
the baby Antipholus of Ephesus and Dromio of Ephesus by
Corinthian fishermen, who tock them away from her, and
subsequently became a nun in Ephesus: Antipholus of Eph-
esus confirms the Duke’s recollection that he only came to
Ephesus from Corinth later on, in military service with the
Duke’s uncle. The Antipholi and their various debtors and
creditors untangle the events of the day, Antipholus of
Syracuse assuring Luciana that he will resume his suit, now
she knows he is not her brother-in-law. Antipholus of Eph-
esus, finally obtaining the ransom money he sent for, offers to
pay it to redeem Egeon, but the Duke reprieves the old man
without payment. The Courtesan gets her ring back from
Antipholus of Ephesus, before the Abbess invites the entire
cast to what she describes as a long-delayed christening party
for her twin sons. The Dromios are the last to leave the stage:
not knowing which is the elder, they go hand in hand rather
than in order of precedence.

Artristic FEATURES: The play’s opening scene centres on
the longest passage of sheer exposition in the canon, the
hundred lines of narrative spoken by Egeon before he dis-
appears from the play until the final reunions. Despite the
tight, fast-moving structure of the intervening scenes, the play
is notable for other solo performances too, which similarly go
beyond the normal emotional range of farce: these include
Adriana’s complaint, in couplets, of her husband’s neglect
(2.1.86-114), Antipholus of Syracuse’s wooing speech, in
quatrains, to Luciana (3.2.29—52), and Dromio of Ephesus’
lament, in prose, about the lifetime of beatings he has suffered
from his master (4.4.30—40).

CrrticAL HISTORY: The play has often been dismissed as
a formulaic exercise in Plautine farce (even by *Hazlitt), al-
though later writers, from Charles *Knight onwards, have
been more willing to be moved by the romance materials with
which Shakespeare frames his borrowings from Menaechmi,
and by the extra depth they confer on the plot of mistaken
identity. Harold Brooks drew attention to the play’s interest
in authority, relating its discussion of marriage to The Taming
of the Shrew, while his successors have pursued the play’s al-
lusions to St Paul on the same topic, often reflecting at the
same time on the play’s canny thematic juxtaposition of
three phenomena which confound the notion of the single,
self-determining individual, namely birth, marriage, and
twinship.

STAGE HISTORY: Apart from the 1594 performance at
Gray’s Inn, only one other performance of The Comedy of
Errors is recorded during Shakespeare’s lifetime, albeit a
prestigious one, when the play was revived before James I's
court during the Christmas season of 1604. Since then a high
proportion of the play’s stage history has been one of adap-
tation: it first reappeared, in 1723, in an unpublished version
called Every Body Mistaken, succeeded in 1734 by a two-act
abbreviation, similarly unpublished, called See If You Like It.
During the 1741—2 season the original enjoyed five perform-
ances at Drury Lane, with Charles *Macklin as Dromio of
Syracuse, and it was in this unlikely role that J. P. *Kemble
chose to appear from 1808 onwards in his own elaboration of
the cut version by Thomas *Hull, The Twins; or, Which is
Which?, which had been in the repertory since 1762. Frederick
*Reynolds produced a characteristic musical version in 1819,
adorned with songs from other plays, and since then the play
has continued to be shortened to a farce or extended to a
musical at regular intervals. In the United States, where their
style perfectly suited the emergence of vaudeville, the
Dromios served as vehicles for the Placide (until 1877) and
then the Robson brothers, and the play later became the basis
for a long-running Broadway hit by Richard Rodgers and
Lorenz Hart, The Boys from Syracuse (1938). In Britain not-
able productions featuring added music have included
*Komisarjevsky’s eclectic romp of the same year, Julian
Slade’s opera (televised in 1954, staged in 1956), and Trevor
*Nunn’s café-cum-circus version for the RSC (1974), al-
though others have found the play’s dramatization of a
broken and uneasily restored family sufficiently compelling
(and sufficiently funny) without such assistance, notably Tim
Supple’s small-scale, modern-dress production for the RSC
(1996). MD

ON THE SCREEN: Apart from a ten-minute silent film
(1908) and the heavily transposed The Boys from Syracuse
(1940), adaptations for television include a British film (1954)
with Joan Plowright as Adriana, a West German production
(1964), two British TV films of RSC stage productions (1964
and 1974) and the BBC TV production (1983). The 1974
musical version directed by Trevor Nunn, and with Dame
Judi Dench as Adriana, has achieved wide circulation on
video. AD

RECENT MAJOR EDITIONS
R. A. Foakes (Arden, 1962); Stanley Wells (New Penguin, 1972)
SOME REPRESENTATIVE CRITICISM
Bishop, T. G., Shakespeare and the Theatre of Wonder (1996), ch. 3
Brooks, Harold, “Themes and Structure in 7he Comedy of Errors,
in Early Shakespeare, Stratford-upon-Avon Studies 3 (1961)
Frye, Northrop, ‘The Argument of Comedy’, English Institute
FEssays 1948 (1949), repr. in Leonard F. Dean (ed.), Shakespeare:
Modern Essays in Criticism (1957)
Parker, Patricia, in Shakespeare from the Margins (1996).
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Elizabeth’s demand for licensing was being
heeded, and that Dudley felt the free travel of
his players was important. The licensed players
had such an advantage over the remaining
unlicensed players that we may rely on the
principle of natural selection to explain the dis-
appearance of the latter; aggressive entrepre-
neurial instincts were needed to survive in the
new, harsher, climate.

The first nationally prominent company
emerged directly from Dudley’s players when
the government again moved to curtail, and so
control, the acting industry. In 1583 privy
counsellors Walsingham and Leicester put to-
gether an all-star troupe of players picked mostly
from Leicester’s Men to tour the country under
the patronage of Elizabeth herself in the inter-
ests of national unity. The Queen’s Men spe-
cialized in a new dramatic genre, the English
history play, which was particularly suited to
the Puritan sensibilities of the counsellors. The
leading players of this new company were John
Adams and Richard Tarlton, and throughout
the 1580s the Queen’s Men toured extensively
and enjoyed an effective monopoly of playing in
London. But the settlement of 1594 gave two
new companies, the Admiral’s Men at the Rose
and the Chamberlain’s Men at the Theatre, an
effective London duopoly and the Queen’s Men
were forced to concentrate on touring. Staying
put in particular London playhouses gave the
Admiral’s and Chamberlain’s Men advantages
which outweighed the burden of having to
maintain a high turnover of new material.
(Touring players can of course repeat the same
play in each new town.) Because audiences
knew where to see the new Admiral’s or
Chamberlain’s play—where to see Alleyn’s or
Burbage’s newest role—a loyal base of sup-
porters could develop amongst the London
theatre-going public. Companies with a per-
manent base could also benefit from their
accumulated capital by investing in lavish cos-
tume collections which would have been im-
possibly cumbersome for travelling players,
even if they could afford them. The extreme
effect of these two principles—expensive cos-
tuming and high turnover of new plays—can
be discerned from two facts derived from
Henslowe’s account book: the costume collec-
tion of a company might easily be worth more
than the playhouse, and a dozen different plays
might be performed in one month.

The next important development to promote
the theatrical company stability upon which
Shakespeare’s greatest work was predicated
happened by chance. Denied use of the Black-
friars playhouse, Richard and Cuthbert Bur-
bage brought their fellow playing company
sharers into a syndicate to finance the Globe
playhouse, and the commonality of interest
within this nucleus of sharer/housckeepers
made the Chamberlain-King’s Men consider-
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ably more economically stable than their
competitors. At the Blackfriars a succession of
companies of child actors performed outra-
geous satires with strong, and to modern
sensibilities quite disturbing, sexual content.
Although these ceased after 1608, the incorp-
oration of two of the Blackfriars conventions,
act intervals and sophisticated music, into
amphitheatre playing indicates the leading
companies’ ability to adapt themselves to chan-
ging tastes. The new King, James, took a much
greater interest in the drama than his prede-
cessor and the leading players could expect to be
summoned to play at court more often.

The history of playing from 1610 to the
closure of 1642 is one of gradual bifurcation into
two traditions centred on two types of venue:
the open-air amphitheatres and the indoor hall
playhouses. The latter were more profitable but
did not see off the former, perhaps because
nostalgia for the populist and robust mode of
outdoor entertainment persisted amongst the
players. More pragmatically, the apprentices’
riot which followed the transference of Queen
Anne’s men from the Red Bull to the Cockpitin
Drury Lane signalled the tension between the
two traditions which made persistence of both a
practical necessity. Specialization by social class
began to emerge in the drama with the indoor
plays increasingly distancing themselves from
the noisy spectacle available at the amphi-
theatres. By the end of the period the status of
the playing profession was immeasurably
higher—at least for the rich sharers in the most
successful companies—than it had been at the
beginning. Edward Alleyn’s founding of the
College of God’s Gift at Dulwich and Shake-
speare’s retirement in affluent middle age were
possible only because a highly successful urban
theatre industry emerged in London with
extraordinary rapidity; less than half a century
separates the construction of the Theatre from
the publication of the Shakespeare First Folio.
See also PROVINCIAL COMPANIES, TOURS. GE

Gurr, Andrew, The Shakespearian P[aymg Com-
panies (1996)

Ingram, William, The Business of Playing: The
Beginnings of the Adult Proféssional Theater in
Elizabethan England (1992)

McMillin, Scott, and MacLean, Sally-Beth, The
Queen’s Men and their Plays (1998)

compositors. The typesetters in the printing
shop were the agents directly responsible for
setting Shakespeare’s manuscripts into type;
they were also among the earliest interpreters
and editors of these texts. Compositors often
introduced changes in *spelling and punctu-
ation, and sometimes made substantive emend-
ations as well. According to Joseph Moxon’s
17th-century treatise on the art of printing, the
compositor could be expected to ‘read his copy
with consideration; so that he may get himself
into the meaning of the author’. Thus enlight-

COMPUTERS

ened, the compositor would be able to ‘discern

. where the author has been deficient’ and
‘amend’ his copy accordingly.

Charlton Hinman’s monumental analysis of
The Printing and Proof-Reading of the First Folio
of Shakespeare (1963) identified five compositors
at work on that text (Compositors A, B, C, D,
and E) by their individual spelling preferences;
subsequent investigators have refined Hinman’s
findings and detected the presence of at least
four more workmen (Compositors F, H, [, and
J). Once particular compositors have been
identified and their individual stints have been
established, textual scholars are able to charac-
terize each compositor’s working habits. Com-
positor E, for instance, appears to have been an
inexperienced workman prone to errors such
as ‘terrible woer’ for ‘treble woe’ in * Hamlet
5.1.243. Compositor B, on the other hand,
seems to have made intentional changes when
his copy did not make sense to him, such as the
alteration of the life-rendering ‘Pelican’ to
‘Politician’ in Hamlet 4.5.146. ER

Hinman, Charlton, The Printing and Proof-
Reading of the First Folio of Shakespeare
(1963)

Moxon, Joseph, Mechanick Exercises on the
Whole Art of Printing (1683—4), ed. Herbert
Davis and Harry Carter (2nd edn., 1962)

computers. Electronic editions of Shakespeare
first began to appear at the end of the 20th
century. In the 1970s, old-spelling quarto and
First Folio editions were made available
through the Oxford Text Archive created by
Oxford University Press and T. H. Howard-
Hill, editor of the single-text concordances; the
WordCruncher Bookshelf Shakespeare (1988) de-
rived from the text of the Riverside Shakespeare
edited by G. B. Evans; William Shakespeare: The
Complete Works, Electronic Edition (1988) re-
produced the modern-spelling Oxford edition
edited by Stanley Wells and Gary Taylor.

The Arden Shakespeare CD-ROM, intro-
duced in 1997, was the first electronic edition to
employ a hypertextual interface. It combined
the full text of the plays and poems included in
The Arden Shakespeare print editions with their
introductions, commentary, and textual notes
along with facsimile reproductions of each page
of early folio and quarto texts and electronic
versions of standard reference works, including
source studies, glossaries, and bibliographies.

With the advent of the Internet and the
World Wide Web, an unprecedented set of
electronic resources have been made available to
students and scholars, including several critical
editions and facsimiles of Shakespeare’s works
and those of his contemporaries; the best of
these are provided by the Internet Shakespeare
Editions (under the general editorship of Mi-
chael Best), the Renaissance Electronic Text
series, the archives of the SHAKSPER Elec-
tronic Conference, the University of Virginia



CONCEIT

Electronic Text Center, the Versions of King
Lear and First Folio Project undertaken at the
University of Pennsylvania’s Furness Shake-
speare Library. Further resources include
Donald Foster's SHAXICON database, the
Perseus database’s ‘Renaissance Sources Project’,
and MIT’s  Shakespeare Electronic Archive,
which employs early editions (transcribed and
in facsimile), interactive films, and digitized
versions of relevant artwork and other materials
from the Folger Shakespeare Library. ER
Best, Michael, ‘From Book to Screen: A Win-
dow on Renaissance Electronic Texts’, Early
Modern Literary Studies, 1/2 (1995)

conceit, an unusually elaborate metaphor or
simile that is developed ingeniously, often as the
basis of a sonnet or other lyric; but also found in
dramatic speeches. CB

concordances and dictionaries. Editions of
Shakespeare from the 18th century to the pre-
sent have attempted to elucidate Shakespeare by
incorporating commentary and glosses, but as
the need became greater, separately printed and
specialized works have appeared. The syn-
chronic aim of semantic glossaries is exempli-
fied in the title of Robert Nares’s popular
Glossary; or, Collection of Words, Phrases, Names,
and Allusions to Customs, Proverbs, etc. Which
Have Been Thought to Require [llustration, in the
Works of English Authors, Particularly Shake-
speare, and his Contemporaries (1822); their dia-
chronic orientation is stressed in the selection
by C. T. Onions’s Shakespeare Glossary (1911;
rev. Robert Eagleson, 1986): ‘words or sense of
words now obsolete or surviving only in pro-
vincial or archaic use.” Specialized glossaries,
employing a variety of names, could be en-
cyclopedic, dealing with such topics as topog-
raphy and history, customs and characters; or
linguistic, dealing with pronunciation and
wordplay, grammar and slang; or stylistic, deal-
ing with imagery and structure, rhetoric and
allusion. The one authoritative dictionary re-
mains Alexander Schmidt’s Shakespeare-Lexicon
(1874—5), which is comprehensive in presenting
the entire vocabulary and attempting semantic
description and detailed grammatical descrip-
tion.

Concordances were a paralle] development.
Their principal function was to alphabetize
Shakespeare’s text, laying bare otherwise in-
accessible qualities and quantities. Andrew
Becket, compiler in 1787 of the first Shakespeare
concordance, followed Dr Johnson’s sugges-
tions in selecting ‘practical axioms and domestic
wisdom’. Francis Twiss’s Complete Verbal Index
of 1805 was the first attempt at listing all the
main word-classes and proper nouns. Samuel
Ayscough’s Index (1821) was ‘calculated to point
out the different meanings to which the words
are applied’.

Nineteenth-century concordances, such as
those by Mary Cowden *Clarke, Mrs H. H.
*Furness, and J. O. *Halliwell-Phillipps, often
appeared in conjunction with editions. John
*Bartlett, best known for his Familiar Quota-
tions (1855), expanded his Shakespeare Phrase
Book of 1882 to form his 1894 concordance (still
in print), based on the *Globe edition. In the
20th century Oxford produced computer-
generated concordances to the early texts of
individual plays under the supervision of T.
Howard-Hill. Marvin Spevack’s nine-volume
Complete and Systematic Concordance to the
Works of Shakespeare (1968-80), keyed to the
*Riverside edition, was the first to present truly
complete access to the vocabulary of the plays
and poems individually and collectively (the
latter as well in his one-volume Harvard Con-
cordance, 1973), and to the vocabulary of each
character, as well as to stage directions and
speech-prefixes, the ‘bad’ quartos, and substan-
tive variants, each entry accompanied by stat-
MS

istical information.

Condell, Henry (1576-1627), actor (Cham-
berlain-King’s Men 1598—1627) and originator
with John Heminges of the 1623 Folio of
Shakespeare’s works. Shakespeare’s friend and
fellow actor, Henry Condell married Elizabeth
Smart on 24 October 1596 and, according to the
1616 Folio cast list, he performed in Jonson’s
Every Man in his Humour in 1598. Condell re-
mained in the Chamberlain-King’s Men his
entire career and is named in their royal patent
of 1603. He appears as himself, an actor, in the
metadramatic Induction to Marston’s 7The
Malcontent (performed at the Globe in 1604)
and acted Mosca to Richard Burbage’s Volpone
in Jonson’s Volpone and Surly to Burbage’s
Subtle in Jonson’s The Alchemist. In 1613
Condell’s name appeared in verses on the
burning of the Globe and in 1616 Shakespeare
left money in his will for Condell to buy a
commemorative ring. Condell appears to have
stopped acting in 1619 but maintained his
business connection with the King’s Men.
Condell was not an original housekeeper of the
Globe but acquired a joint interest with John
Heminges by 1612; in 1608 Condell was one of
the syndicate formed to run the Blackfriars.
Although not a star actor, Condell’s high status
within his profession is attested by the respon-
sibilities laid on him in fellow actors’ wills:
trustee in Alexander Cooke’s (1614), executor in
Nicholas Tooley’s (1623), and executor in John
Underwood’s (1625). GE

Conejero, Manuel Angel (b. 1943), Spanish
professor of English, founder of the Valencia
Instituto Shakespeare, and supervisor of their
translations. He has published on Shakespeare
(e.g. Eros adolescente, 1980) and the theatrical
translation of his plays, organized diverse
Shakespearian activities, taught drama and act-

ing, and written various plays, in which he has
acted himself. ALP

Conrad encourages Don John and Borachio to
perpetrate their crimes in Much Ado About
Nothing. AB

consort. See MUSIC.

Conspiracy Discovered, The. This short, an-
onymous playlet based on the Scroop—Masham
~Grey scene from Henry v was performed in
1746. Its staging was designed to coincide with
the execution of those found guilty of trea-
son during the Jacobite rebellion of 1745-6.
MD

conspirators with Aufidius. They take part in
Coriolanus’ murder, Coriolanus s.6. AB

Constable of France. Unwisely confident of
victory at Agincourt (Henry v 4.2.15-37), he lies
among the slain, 4.8.92. He is based on Charles
Delabreth, or Charles d’Albret (d. 1415), the il-
legitimate son of Charles le Mauvais, King of
Navarre. AB

Constance, Lady. She claims the throne for her
son Arthur, and dies after his capture, King John
4.2.122. AB

Cooke, Alexander (d. 1614), actor (King’s Men
1603-14). Sometimes assumed to be the man
named Sander who appears in the plot of 2
Seven Deadly Sins (which was performed before
1594, possibly by Strange’s Men), Cooke enters
the theatrical record with certainty in the actor
lists for Jonson’s Sejanus, Volpone, The Al-
chemist, and Catiline, as reproduced in the 1616
Folio, and for Beaumont and Fletcher's 7he
Captain. For Sejanus, Volpone, and The Captain
his name appears last in the list of actors, which
might mean that he played women’s roles in
these plays. His will indicates that he was a
company sharer and that he had been appren-
ticed to John Heminges. GE

Cooke, George Frederick (1756-1812), British
actor, who, after 20 undistinguished years in the
provinces, made an electrifying London debut
in 1800 as Richard 111, which he followed with
portrayals of various gradations of villainy—
lago, Shylock, Macbeth, Falstaff—whilst sink-
ing deeper into personal dissipation. In 1810 he
left for America where in his largely Shake-
spearian repertoire he was the prototype visiting
star. RF
Hare, Arnold, George Frederick Cooke the Actor
and the Man (1980)
Wilmeth, Dan B., George Frederick Cooke:
Machiavel of the Stage (1984)

Cope, Sir Walter (d. 1614), politician. Cope,
then MP for Westminster, wrote to Lord
Cranbrooke in 1604 of the difficulty of finding a
play which the Queen Consort had not seen.
However, the actors ‘have revived an old one
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called Love’s Labour’s Lost, which for wit and
mirth’, as Cope has heard, ‘will please her
exceedingly’. PH

Copeau, Jacques (1879-1949), actor, director,
playwright, fine translator of Shakespeare’s
Tragédies (with Suzanne Bing, 1939) and pro-
moter of a serious but popular theatre. He
deeply influenced the modern stage. Favouring
text above all, he advocated stages devoid of
cumbersome sets and machinery, the ‘tréteau
nu’, referring to the bare, movable stage of
travelling companies: few props, well-chosen
sets of curtains, sober costumes, and a focus on
the actors. He stressed the physical and mental
training of his closely knit community of actors,
the ‘Copiaus’ (1924—9) who, in turn, like *Vilar,
promoted the open-to-all theatre after the Sec-
ond World War. An admirer of *Granville-
Barker’s Twelfth Night, he staged his own
version in 1914 with Jouvet as Aguecheek in his
Théitre du Vieux-Colombier founded the year
before, and again in 1920. As You Like It (1924)
was a shortened version and Much Ado Abour
Nothing (1936) an adaptation by Sarment.

ISG

copy, the manuscript or printed text that the
compositor followed as he set type. Title pages
often advertised the authenticity of their copy:
the Shakespeare First Folio asserts that the text
within was ‘Published according to the True
Originall Copies’ and Q2 Hamletr (1604/5)
claims to have been printed ‘according to the
true and perfect Coppie’. The term ‘original’
apparently meant the authoritative copy used in
the theatre, the ‘book’ of the play. The term
‘perfect’ referred to copy that had been per-
fected, or made whole, by reference to the
playwright’s original foul paper manuscript.
Early English printers had a marked preference
for printed over manuscript copy, even when
the printed copy was heavily annotated and
corrected. Of the 36 plays in the Shakespeare
First Folio, a third were set up from printed
quartos that had been annotated by reference to
a manuscript; another third were set up from
manuscript playbooks and Shakespeare’s ori-
ginal foul papers; and a final third were set up
from transcripts made by Ralph Crane and
other unidentified scribes. ER

copyright. By entering the title of a text into the
*Stationers’ Register, early modern publishers
or printers could establish their ownership of
the *‘copy’ (both the physical manuscript and
the text more generally) and their exclusive right
to reproduce it. When Jaggard and Blount
published the First *Folio, they apparenty
purchased sixteen of the previously unprinted
plays from the King’s Men and negotiated with
the owners of the remaining 20 who had regis-
tered titles. John Smethwick and William
Aspley, who between them held the rights to
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Much Ado About Nothing, Love’s Labour’s Lost,
The Taming of the Shrew, 2 Henry 1v, Romeo and
Julier, and Hamler, appear to have joined the
Folio syndicate. It has been suggested that the
difficulties in obtaining the rights to 7roilus and
Cressida from Henry Walley almost resulted in
the play being left out of the collection al-
together.

Following the publication of the First Folio,
the rights were assigned to subsequent syndi-
cates with each of the three folio reprintings. By
1709, Jacob Tonson had purchased the rights to
25 of the plays. Tonson and his successors
maintained a nearly perpetual copyright in
Shakespeare until 1767. (In fact, the earliest re-
corded use of the term ‘copyright’ is Tonson’s
reference to ‘the Proprietors of the Copy-Right’
in an advertisement in his 1734 edition of The
Merry Wives of Windsor.) ER

de Grazia, Margreta, Shakespeare Verbatim: The
Reproduction of Authenticity and the 1790 Ap-
paratus (1991)

Schoenbaum, Samuel, William Shakespeare: Re-
cords and Images (1981)

Sisson, C. J., “The Laws of Elizabethan Copy-
right: The Stationers’ View’, Library, sth ser.
15 (1960)

Corambis. See PoLoNIUS.

coranto, a lively and newly fashionable dance
in the early part of Shakespeare’s career; see Sir
Toby Belch’s comparison between the coranto
and *galliard in Twelfth Night 1.3.123. JB

Corbet, Richard (1582-1635), bishop and poet.
Written around 1619, Corbet’s holiday poem
‘Tter Boreale’ mentions a performance of Rich-
ard 1. Corbet’s words, ‘A horse! a horsel—he,
Burbidge, cried’, confirm other evidence that
King Richard’s part had been acted by Shake-
speare’s prime tragedian, Richard Burbage.

PH

Cordelia. In the first scene of King Lear Lear
disinherits his youngest daughter because she is
unwilling to compete with her sisters’ protest-
ations of unbounded love for him. The King of
France agrees to marry her despite Lear’s dis-
pleasure. In Act 4, she appears with a French
army at *Dover and is reunited with Lear. Her
forces defeated by the English in Act s, she is
imprisoned and hanged, a reprieve arriving too
late. At the close of the play Lear carries her
dead body on stage and begs her to speak to him
again before dying himself.

Many 17th- and 18th-century readers of the
play shared Samuel *Johnson’s view that her
death ran ‘contrary to the natural ideas of
justice’ (1765). Audiences were spared the tra-
gedy altogether by Nahum *Tate’s 1681 version,
which has her survive to marry Edgar, and
which held the stage until the 19th century. The
critic Lily B. Campbell saw Cordelia as a Christ
figure (1952) and indeed Lear’s suffering has

COSTUME

often been seen in terms of Christian redemp-
tion. In the last half of the 20th century, how-
ever, more secular and tormented stage and film
versions of the play have tended to depict
Cordelia’s death without sentiment. AB

Corin is an old shepherd in As You Like It.  AB

Coriolanus (see page 9o0)
Coriolanus, Caius. See CorRIOLANUS.

Cornelius. (1) See VarLtemanp. (2) The
Queen’s doctor in Cymbeline, he is rightly sus-
picious of her request for poison, L.s. AB

cornet(t), 2 wind instrument fingered similarly
to the *recorder, but blown like a *trumpert,
with a considerable expressive and dynamic
range. Used by Shakespeare and other drama-
tists for processional entrances and exits, or to
indicate rank lower than royalty. It also became
a substitute for the trumpet in the indoor the-
atre, and was often played in ensemble with

*sackbuts. /B

Cornwall, Barry (Bryan Waller Procter) (1787—
1874), English poet and biographer, said to have
introduced Hazlitt to Elizabethan drama. His
works include Dramatic Scenes (1819), praised
by Charles Lamb as ‘Elizabethan’; a biography
of the actor Edmund Kean (1835); and a
woodcut-illustrated edition of Shakespeare (3
vols., 1839—43), with Memoir and Essay. ™

Cornwall, Duke of. Regan’s husband, he is
stabbed by his servant as he blinds Gloucester,
The Tragedy of King Lear 3.7 and The History of
King Lear 15. AB

Coryat, Thomas (c1s77-1617), travel-writer.
His idiosyncratic accounts of his journeys
through Europe and Asia (such as Coryat’s Cru-
dities, 1611) were addressed to a group of intel-
lectuals, among them Ben Jonson and John
Donne, who met regularly at the Mermaid
Tavern in London. The group is traditionally
thought to have included Shakespeare. RM

Costard, a clown who muddles Armado’s letter
for Jaquenetta with Biron’s for Rosaline in
Love’s Labour’s Lost. AB

costume. Actors’ costumes were their most
expensive possessions, a company’s wardrobe
often being more valuable than its theatre.
*Henslowe’s accounts show that a doublet
might cost £3 and a gown between £2 and £7,
amounts which can be scaled by comparison
with the £20 annual income of the master of the
Stratford grammar school. Expensive costumes
were a vital part of the visual appeal of theatre,
and characters of high social rank were repre-
sented by appropriately luxurious clothing.
Outside the playhouse, the wearing of such
costumes by commoners was criminalized by
the Sumptuary Laws, not repealed until 1604.
Thomas Platter, a Swiss visitor to London,

(cont. on page 93)
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Coriolanus

L

he last and most uniformly political tragedy in the canon can be dated by a number of topical

allusions. Shakespeare’s interest in the story of the legendary Caius Martius and his antipathy

towards the hungry mob may have been stimulated by the food riots which took place in the
Midlands during 1607 and 1608, while two minor details point to other recent events: the great frost of
December 1607—January 1608 (alluded to at 1.1.171), and Hugh Middleton’s project to bring water to the
City of London via the artificial ‘New River’, only completed in early 1609, though under preparation

some time beforehand (alluded to at 3.1.99-100). The play cannot have been written before 1605, since its

first scene draws on William Camden’s Remains of a Greater Work Concerning Britain, published in that

year, nor after 1609, when it was itself echoed in two separate works by authors associated with
Shakespeare’s company, Robert *Armin’s The ltalian Tailor and his Boy (entered in the Stationers’
Register that February), and Ben *Jonson’s Epicoene (completed later in the year). All stylistic tests place
the play later than The History of King Lear, Macbeth, and Antony and Cleopatra, and it probably appeared

shortly after Pericles, in spring or summer 1608.

Text: The dating of the play in 1608 is further confirmed by
two details of its sole authoritative text, published in the Folio
in 1623, namely the specification of cornets in some of the
musical stage directions and the division of the play into acts.
Both of these features are associated with indoor theatres
(which could use smaller brass instruments than the public
ampbhitheatres, and needed pauses in the action for the chan-
ging of footlights), and suggest that Coriolanus may have been
the first of Shakespeare’s plays to have been written with the
*Blackfriars theatre, acquired by the King’s Men in 1608, in
mind. The text printed in the Folio preserves a few idiosyn-
crasies of Shakespeare’s *foul papers (such as the occasional
spelling of ‘Scicinius’ for ‘Sicinius’, which matches other ex-
amples of Shakespeare’s preference for ‘s’ spellings else-
where), although other accidentals appear to be scribal. It also
gives unusually full stage directions, some of them apparently
the result of authorial directions being clarified and dupli-
cated for theatrical use. It probably derives either from a
promptbook transcribed from foul papers, or from a tran-
script of such a promptbook.

Sources: The play’s depiction of the semi-legendary
Caius Martius (banished from the early Roman republic in
491 BC, not so long after the events Shakespeare had narrated

in The Rape of Lucrece) closely follows *Plutarch’s ‘Life of
Caius Martius Coriolanus’ in his Lives of the Noble Greeks and
Romans. several major passages, notably Volumnia's appeal in
5.1 (95—-183), are taken almost verbatim from Sir Thomas
North’s translation. Shakespeare, however, greatly expands
Volumnia’s role (inventing all the other episodes in which she
appears), as he does that of Menenius, while Menenius’ fable
of the belly (1.1.85—152) shows a familiarity with other versions
of this parable than Plutarch’s: from Camden’s Remains, from
*Livy’s version of the story in his Annales, and from William
Averell’s Meruailous Combat of Contrarieties (1584).
Synopsis: 1.1 Mutinous Roman citizens have banded to-
gether to avenge their hunger on the aristocrat Caius Martius,
but are intercepted by Menenius, a more sympathetic patri-
cian, who attempts to dissuade them from rebellion by telling
a fable of how the parts of the body once mistakenly rose
against the belly, accusing it unjustly of selfish greed. Martius
himself arrives and harangues the citizens, wishing the Senate
would let him kill them, and regretting that they have instead
conceded the people two tribunes as representatives, Sicinius
and Brutus. News arrives that a Volscian army is approaching
Rome, and the senators, arriving with the tribunes, appoint
an eager Martius as second-in-command under Cominius to
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lead a Roman force against the Volsces and their leader,
Martius’ arch-enemy Tullus Aufidius. Left alone, Sicinius
and Brutus resolve to watch Martius, sworn enemy of their
political interests, carefully. 1.2 The senators of the Volscian
city Corioles, aware that the Romans have sent an army to
meet their attack, send Aufidius and his troops to meet it. 1.3
Volumnia, Martius’ mother, is sewing with his wife Virgilia.
Delighting in Martius’ military record, Volumnia has no
sympathy with Virgilia’s anxieties about his safety, nor, when
her friend Valeria arrives to invite them out, with her refusal
to leave the house while her husband is away. Valeria con-
gratulates Virgilia on the resemblance between Martius and
his young son (whom she has recently watched chasing and
dismembering a butterfly), and has heard that Martius, along
with his fellow commander Titus Lartius, is now besieging
Corioles while Cominius leads the other half of the Roman
army against the Volscian expeditionary force. 1.4-8 At the
battlefront Martius reverses a Roman retreat, haranguing his
soldiers and leading them into the Volscian city: the gates
close behind him alone, but he survives to lead the successful
taking of Corioles. Though wounded, he then joins
Cominius’ temporarily withdrawing force, leading a fresh
and decisive assault on Aufidius’ army. 1.9 Martius duels with
Aufidius, driving back both him and the unwelcome fellow
Volscians who take his part. 1.10 Before the victorious Roman
army Cominius, despite Martius’ complaints that he hates to
be praised, gives Martius the title of Coriolanus for his deeds.
1.1 Aufidius, disgusted by the peace terms the Volscians have
had to accept, determines to destroy his vanquisher Martius
by any means, honourable or not.

2.1 Menenius is bickering with the tribunes about Martius’
vices when Volumnia brings the news of his victory: to
Virgilia’s horror they gleefully count up how many scars he
now bears. Martius, garlanded with oak and ceremonially
renamed Coriolanus, is triumphantly welcomed into the city
with Cominius, Lartius, and the army, and they set off for the
Capitol: the tribunes, anxious that their enemy will be made
consul, resolve to prevent this by provoking Coriolanus into
alienating the people. 2.2 In the Capitol, Cominius gives an
oration about Coriolanus’ heroic deeds, which Coriolanus
himself refuses to hear: the Senate name him as a consul, but
this, to Coriolanus’ distaste, will oblige him to appeal to
the people for their acceptance by showing them the
wounds he has received in their defence. 2.3 Wearing the
gown of humility, Coriolanus is brought to the market
place by Menenius, where he unwillingly and disdainfully
requests the people’s voices, which they give. After his de-
parture, however, the tribunes persuade them to change their
minds.

3.1 On their way to his investiture, Coriolanus and the
senators are stopped by the tribunes, who tell him the people
have withdrawn their consent: infuriated, Coriolanus rages
at them, asserting that the people do not deserve political
representation, and the tribunes, supported by a crowd of
citizens, attempt to arrest him for treason. After a scuffle
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Coriolanus is persuaded to withdraw, while Menenius
promises the tribunes that Coriolanus will soon answer the
people’s accusations in the market place. 3.2 At a patrician’s
house Volumnia rebukes her son for prematurely exposing his
political objectives: she and the senators persuade him to
speak mildly to the assembled people in order to regain the
consulship he has nearly lost. 3.3 In the market place, how-
ever, the tribunes’ accusations of treason goad Coriolanus
into ranting against the people once more, and he is sentenced
to banishment.

4.1 Astoical Coriolanus bids farewell to Volumnia, Virgilia,
Menenius, Cominius, and the patricians. 4.2 Volumnia rails
against the gloating tribunes. 4.3 A Roman informer tells a
Volscian of Coriolanus’ banishment, certain the news will
encourage the regrouping Volscian army to launch a fresh
attack on Rome. 4.4 Disguised, Coriolanus arrives in the
Volscian city of Antium, and seeks out Tullus Aufidius. 4.5
Refusing to be denied entry by servants, Coriolanus reveals
himself to Aufidius and announces that he wishes to defect to
the Volscians and avenge himself on Rome. Aufidius wel-
comes him eagerly, to the amazement of the servants, who
fear that Coriolanus will displace their master. 4.6 The mu-
tual congratulations of Roman tribunes and people are
interrupted by the news that a Volscian army, led by Corio-
lanus, is approaching: Menenius tells them they have de-
served their impending destruction. 4.7 Aufidius, warned by
his lieutenant that he appears to be Coriolanus’ subordinate
in their campaign, confides that he is only waiting for
Coriolanus either to defeat or to refuse to attack Rome before
moving against him.

5.1 Cominius returns from a wholly unsuccessful attempt
to persuade Coriolanus to spare Rome, and Menenius sets off
on another such embassy. 5.2 Menenius, though scorned by
the Volscian watchmen, gains access to Coriolanus and
Aufidius, but Coriolanus refuses to yield to his plea for mercy.
5.3 Watched by Aufidius, Coriolanus receives one last em-
bassy from Rome before the next day’s attack: Virgilia,
Volumnia, Valeria, and his son Young Martius. Though he
greets them with duty and love, he resolves not to accede to
their request. Volumnia pleads eloquently for mercy, and at
the conclusion of her speech she, Virgilia, Valeria, and Young
Martius kneel before him: finally Coriolanus holds Volumnia
silently by the hand before conceding, crying, that he will
make peace, however dangerously to himself. 5.4 Menenius is
assuring Sicinius that Coriolanus will not yield to his mother
when the news arrives that he has done so. 5.5 Volumnia,
Virgilia, and Valeria are welcomed back into Rome in tri-
umph. 5.6 In Corioles, Aufidius rallies his supporters before
Coriolanus arrives to report to the Volscian lords his success
in obtaining a submissive peace from the Romans. Aufidius
accuses him of treachery for calling off the Volscian attack at
his mother’s entreaty, and further provokes him by calling
him ‘boy’: the enraged Coriolanus reminds Aufidius how
often he has scarred him, and of his many victories against the
Volscians. Despite the lords™ attempts to keep the peace, the
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Volscian people cry out for Coriolanus’ death: two of
Aufidius’ party fatally stab him and the rest, along with
Aufidius, trample his corpse. Aufidius seeks to justify the kil-
ling, but, subsiding, grants that despite the casualties he in-
flicted on Corioles, Coriolanus should be buried with full
military honours.

ArTisTIC FEATURES: The play is unusual for the
single-mindedness with which its action builds up to a sin-
gle, decisive, wordless moment, Coriolanus’ yielding to
Volumnia (5.3.183), while its virtuoso crowd scenes almost
make the Roman people into its hero’s single collective an-
tagonist. The play has a distinctively harsh and gritty vo-
cabulary and poetic tone throughout, thriving on rough
monosyllables.

CrrTicAL HISTORY: Hazlitt’s essay on the play, in Char-
acters of Shakespear’s Plays (1817), continues to set the agenda
of much discussion of the play’s political concerns. Hazlitt
praises the thoroughness with which Shakespeare articulates
the rival claims of aristocracy and democracy (‘anyone who
studies [ Coriolanus] may save himself the trouble of reading
Burke’s Reflections, or Paine’s Rights of Man, or the debates in
both Houses of Parliament since the French Revolution or
our own’), though he fears that Coriolanus demonstrates that
poetry is innately liable to prefer dictators to the abstract
claims of social justice. Before Hazlitt, commentators had
tended to complain—as in their different ways did adaptors
—of what *Johnson called the excessive ‘bustle’ of the early
scenes and the inadequate business of the last, which *Dennis
and other neoclassical critics had also accused of violating
poetic justice. During the 19th century and the first part of the
20th much criticism of the play was similarly dedicated to
showing how and why it was inferior to the earlier tragedies,
with A. C. *Bradley commenting on the critical distance
Shakespeare maintains between audience and characters by
ironic humour and Harley *Granville-Barker praising the
play’s supreme, focused craftsmanship at the expense of its
vitality. Frank *Harris pioneered one recurrent strain in
20th-century criticism in The Women in Shakespeare (1911)
when he claimed that the intense mother—son bond between
Coriolanus and Volumnia must have a basis in Shakespeare’s
own experience, and since the advent of *Freud many com-
mentators have applied a psychoanalytic vocabulary, with
greater and lesser degrees of sophistication, to the exploration
of the relationship between the play’s protagonist and the
most fully developed older woman in the canon: the most
influential example would be Janet Adelman.

STAGE HISTORY: Apart from the early allusions by Armin
and Jonson, there are no records of specific performances of
the play before the 1680s, and its stage history thereafter is
largely one of more and less propagandist adaptations until
the early 19th century: Nahum *Tate’s anti-Whig The *In-
gratitude of a Commonwealth (1681), John *Dennis’s
anti-Jacobite The Invader of his Country (r719), in which
Coriolanus becomes a figure for the banished Stuarts, and,
later, Thomas Sheridan’s version, Coriolanus; or, The Roman

Matron (1754). This hybrid of Shakespeare’s play and James
Thomson’s 1748 work on the same subject was still being
used, in successively rewritten forms, by J. P. *Kemble for his
highly successful productions (with himself in the title role
and Sarah *Siddons as Volumnia) between 1789 and 1817. It
became Kemble’s favourite role, his own perceived arrogance
and singularity in the face of his mass audience’s expectations
finding its perfect counterpart in Martius’ imperious defiance
of the Roman mob. Occasional attempts at reviving the
original—in 1719, 1754, and, with Edmund *Kean as Corio-
lanus, in 1820—were unsuccessful, but it returned to the
repertory when William Charles *Macready took the title role
at Covent Garden in 1838, a part in which he was succeeded by
Samuel *Phelps in 1848. Frank *Benson played Coriolanus
with some success between 1893 and 1910, but the role was a
disaster for Henry *Irving, who chose it as his final Shake-
spearian role at the Lyceum (with an equally miscast Ellen
*Terry as Volumnia) in 1901. Over the 19th century as a whole
the play was more successful in the republican United States,
where the original had supplanted the Sheridan version
(staged in Philadelphia in 1767) as early as 1796. It was the
highly physical and aggressive Edwin *Forrest’s greatest role,
from 1831 to 1863, and he was even sculpted in the part, though
some commentators preferred his successor John E. Mc-
Cullough, who played Coriolanus in a more intellectually
superior style in 1878.

Despite some notable revivals at the Old Vic in the 1920s,
the play did not enjoy particular prominence in the 20th
century until the rise of fascist movements across Europe
brought it a renewed topicality. In France in 1934 the Action
Francaise party induced the Comédie-Frangaise to stage a
version of the play which treated it as an all-out attack on
democracy (stimulating violent demonstrations outside the
theatre, though these failed to provoke the hoped-for military
coup), and in Moscow the following year a version approved
by Stalin’s propagandists instead treated Coriolanus as a
wholly contemptible, aristocratic, Western-style enemy of the
people. The Nazis” enthusiasm for the play, which they re-
garded as a hymn to strong leadership, led to its banning in
occupied Germany until 1953: Bertolt *Brecht’s anti-
Coriolanus adaptation was not acted until 1963, seven years
after his death. Back in England, where attitudes to the play’s
protagonist have been more ambivalent, Laurence *Olivier
achieved one of his greatest successes as Coriolanus, with
Sybil *Thorndike as Volumnia, at the Old Vic in 1938, a role
he repeated in Peter *Hall’s production at Stratford in 1959,
with Edith *Evans as his mother. With characteristic physical
death resemble the
throwing from the Tarpeian rock threatened earlier by the

bravado Olivier made Coriolanus’
tribunes, falling precipitately from an upper stage to dangle
upside down by his ankles. His notable successors in the role
have included Richard *Burton (at the Old Vic in 1954), Alan
*Howard (at Stratford and on an acclaimed international tour
in 1977), lan *McKellen (in Peter Hall’s uneasy modern-dress

production in the National Theatre’s Olivier auditorium,
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with a powerful Irene *Worth as Volumnia, 1984), Kenneth
*Branagh (outclassed by Judi *Dench’s Volumnia at
Chichester in 1992) and Toby Stephens, who played Corio-
lanus as a sneering Regency public-school prefect in David
Thacker’s RSC production, with Caroline Blakiston as
Volumnia, in 1994. This intelligent production was one of
very few to produce the play in neither modern nor Roman
dress, taking up an idea of *Hazlitt’s by setting the production
in the era of the French Revolution. MD

ON THE SCREEN: The play was serialized in three parts of
The Spread of the Eagle series (1963) for BBC TV. The BBC
TV production (1983) featured Alan Howard and Irene
Worth. AD

COVENTRY, MAYOR OF
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described one way the actors got their costumes:
‘when men of rank or knights die they give and
bequeath almost their finest apparel to their
servants, who, since it does not befit them, do
not wear such garments, but afterwards let the
play-actors buy them for a few pence.’ Historical
accuracy in costuming was not important, and
plays set in the ancient world were performed in
Elizabethan dress with small additions to repre-
sent distant times and places: a curved sword to
connote the Middle East, a sash to connote the
Roman toga. The *Peacham drawing of what
appears to be a performance of Shakespeare’s
Titus Andronicus bears out this costuming prin-
ciple, but it might in fact show a performance of
a German play on the same theme. GE

Cotes, Thomas. See rFoL1OS.

Cotgrave, Randle (d. 1634?), lexicographer. He
wrote A Dictionary of the French and English
Tongues (1611), which was often reprinted
throughout the 17th century. It is of great use to
historians of the two languages, and hence to
Shakespeare’s editors. RM

Cottom (Cottam), John. Master of Stratford
grammar school from 28 September 1579, he
may have been Shakespeare’s last teacher there.
He had graduated from Brasenose College,
Oxford, in 1566, the same year as his Stratford
predecessor, Thomas *Jenkins, and had a
younger brother Thomas who became a Cath-
olic priest and was arrested in 1580, arraigned
with Edmund Campion in November 1580, and
executed in 1582. These events may have influ-
enced John'’s resignation from his Stratford post
some time after Michaelmas 1581 and before 31
January 1582, when a new teacher (probably
Alexander *Aspinall ) was licensed. Around 1582
Cottom, now head of the family, went to the
family home at Tarnacre, in Lancashire, where
he lived until his death. Tarnacre is not far from
Lea, home of the Roman Catholic Alexander
Hoghton whose will, in 1581, mentioned a
‘William *Shakeshaft’” who has been identified

93

with the playwright. Honigmann suggests that
Cottom recommended his pupil Shakespeare to
Hoghton as player and teacher. SwW

Honigmann, E. A. J., Shakespeare: The Lost
Years’ (1985, rev. edn. 1998)

Counter. A prison on the site of the former
church of St Margaret, the Southwark Counter
(or Compter), was established around 1551.
Originally a lock-up, the Counter was enlarged
in 1608, destroyed by fire in 1676, and rebuilt in
168s. It housed debtors (Shakespeare’s refer-
ences to it always consider it as a debtor’s
prison), as well as felons and petty offenders of
both sexes. RSB
Carlin, M., Medieval Southwark (1996)
Watson, B., “The Compter Prisons of London’,
London Archaeologist, 7 (1993)

countrymen, six. See GERALD.

couplet, a pair of rhyming verse lines, usually
of the same metre and length. Shakespeare uses
them to round off his sonnets and many dra-

CB

matic scenes.

Court, Alexander. He is one of the soldiers
who speaks to the disguised King Harry, Henry
V4.1 AB

court performances. The official reason for
the existence of playing companies was to pro-
vide entertainment for the monarch in the
traditional festive seasons of Christmas and
Easter, and prior public performance was sup-
posed to test and refine plays before they were
taken to court. The Revels Office was initially
responsible for making the costumes, proper-
ties, and sets for court performances, but from
the 1580s the London theatre industry was
strong enough to provide its own production
materials and the Revels Office was reduced to
licensing the commercial theatre and selecting
from its best offerings.

Because the court moved between palaces in
and around London, the players performed in a
variety of rooms temporarily converted into

theatres. Being called to court was lucrative and,
more importantly, was a mark of royal favour
which lent respectability to the leading play-
ers. *James [ was more keen on theatre than his
predecessor and his patronage of Shakespeare’s
company gave them court appearances more
frequent and of longer duration than they had
enjoyed under Elizabeth. The court Cockpit (a
bird-fighting arena), which had been occasion-
ally used for performance, was converted into a
permanent court theatre in 1629 by James’s
successor Charles, under whom royal patronage
of dramatic art reached its peak. GE

Astington, John H., English Court Theatre
1558-1642 (1999)

Covell, William (d. 1614), divine. Covell jot-
ted around 1595 when he was a fellow of
Christ’s College, Cambridge, ‘Lucrecia Sweet
Shakspeare’ and ‘“Wanton Adonis. Watsons
Heire’. He implies that Shakespeare is the
poetic heir of Thomas Watson (d. 1592), whose
love lyrics, as in the eighteen-line ‘sonnets’ of
The Hecatompathia (1582), had been thought
‘sweet’ or mellifluous and supple. PH

Covent Garden theatre was designed by James
Shepherd and was opened by John Rich, its first
manager and holder of one of the two royal
patents, in 1732. Much enlarged and restruc-
tured by Henry Holland in 1792, it was com-
pletely rebuilt after the fire of 1808, and again
(the present Royal Opera House) after a second
conflagration in 1856. The early playing com-
pany, led by James *Quin, competed with
Drury Lane, in a rivalry that intensified from
1750 when Spranger *Barry joined Covent Gar-
den. *Garrick’s dominance at Drury Lane,
however, secured the Shakespearian staging
contest, with Covent Garden innovations such
as *Macklin’s ill-received Scottish staging of
Macbeth (1773) doing little to redress the bal-
CMSA

ance.

Coventry, Mayor of. See Mavor o COVEN-
TRY.
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Covent Garden theatre, painted by Henry Andrews (d.1868) in 1831 In the trial scene of All Is True (Henry vii), Charles Young's Wolsey attempts to placate Fanny Kemble's
Queen Katherine, while Charles Kemble's King Henry looks on.




Cowley, Richard (c.1568-1619), actor (Strange’s
Men 1590-3, Chamberlain’s/King’s Men 1598—
1619). The plot of 2 Seven Deadly Sins (per-
formed before 1594, possibly by Strange’s Men)
names Cowley as a lieutenant in the Induction,
a soldier and a lord in ‘Envy’, Giraldus and a
musician in ‘Sloth’, and a lord in ‘Lechery’.
Letters between Edward and Joan Alleyn in 1593
indicate that Cowley was touring with Strange’s
Men. It appears that in 1597 Cowley’s wife
Elizabeth had an affair with the astrologer
Simon *Forman while consulting him profes-
sionally. By 1598 Cowley was with the Cham-
berlain’s Men and his name is recorded in the
speech prefixes of the 1600 quarto of Shake-
speare’s Much Ado About Nothing where we
should expect Verges’s name, indicating that he
took this role. Cowley is named as a sharer in
the 1603 patent to the King’s Men and as an
actor in the 1623 Folio of Shakespeare. In his
will of 1605 Augustine *Phillips called Cowley
‘my fellow’ and left him 20s. in gold and
Cowley’s brief orally declared will of 13 January
1618 was witnessed by John *Heminges, Cuth-
bert *Burbage, John Shank, and Thomas
Ravenscroft. GE

Cox, Robert (21604-1655), actor and writer of
*drolls. No direct records exist of Cox acting
before the closing of the theatres, but later
commentaries assert that he achieved some
fame before the Commonwealth period. In 1653
Cox was arrested apparently for a performance
at the Red Bull which crossed the line between
the permitted entertainments of show-dancing
and the prohibited entertainment of acting.
Francis Kirkman called ‘the incomparable
Robert Cox’ the author, compiler, and per-
former of the drolls collected as 7he Wits (first
published 1662, Kirkman’s enlarged edition
1672-3) and named the Red Bull as the venue. A
book called Actaeon and Diana, containing two
plays, a jig, and a prose farce, was printed ‘for
the use of the Author Robert Cox’ some time
before 1 September 1656, the day George
Thomason purchased a copy. GE

Kirkman, Francis, The Wits; or Sport Upon Sport,

ed. John James Elson (1932)

Crab is Lance’s incontinent *dog, Two Gentle-
men of Verona 4.4.1-38. AB

‘Crabbed Age and Youth’, a twelve-line lyric
printed as the twelfth poem in The *Passionate
Pilgrim (1599). A fine lyric, but almost certainly
not by Shakespeare, it is also the first stanza of a
longer poem called ‘A Maiden’s Choice ’twixt
Age and Youth’ printed in Thomas *Deloney’s
Garland of Good Will. Not all the poems in this
book are by Deloney. Though no edition sur-
vives before 1628, Thomas *Nashe refers to it in
1596. SwW

crabtree, Shakespeare’s. In 1762 the British
Magazine published an anonymous ‘Letter
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from the Place of Shakespeare’s Nativity” writ-
ten from the White Lion Inn in Stratford-upon-
Avon. The correspondent claimed that his
‘chearful landlord” had taken him first to the
Birthplace, and then to visit ‘two young women,
lineal descendants of our great dramatic poet’
(clearly impostors) who kept ‘a little ale-house,
some small distance from Stratford. On the
road thither, at a place called Bidford’ which is
on the River Avon, some 8 miles (13 km) west of
Stratford, the landlord ‘showed me, in the
hedge, a crab-tree, called Shakespeare’s canopy,
because under it our poet slept one night; for he,
as well as Ben Jonson, loved a glass for the
pleasure of society; and he having heard much
of the men of that village as deep drinkers and
merry fellows, one day went over to Bidford, to
take a cup with them. He enquired of a shep-
herd for the Bidford drinkers; who replied, they
were absent; but the Bidford sippers were at
home; and “T suppose,” continued the sheep-
keeper, “they will be sufficient for you”: and so
indeed they were. He was forced to take up his
lodging under that tree for some hours.”

The story grew. About 1770 John *Jordan
provided a sequel, claiming that on the follow-
ing morning Shakespeare’s companions roused
him and invited him to continue the contest,
but that he refused, saying that he had drunk
with

Piping Pebworth, Dancing Marston

Haunted Hillborough, Hungry Grafton,

Dadgeing Exhall, Papist Wicksford,

Beggarly Broom, and Drunken Bidford.
In 1795 Samuel *Ireland swallowed the story,
writing, ‘it is certain that the Crab Tree is
known all round the country by the name of
Shakespeare’s Crab; and that the villages to
which the allusion is made, all bear the epithets
here given them: the people of Pebworth are
still famed for their skill on the pipe and tabor:
Hillborough is now called Haunted Hill-
borough; and Grafton is notorious for the
poverty of its soil.’ SwW
Craig, Edward Gordon (1892-1966), British
designer, director, and theorist. Though he
directed few productions, Craig was highly in-
fluential in 20th-century Shakespeare perform-
ance. Starting with Much Ado About Nothingfor
Ellen *Terry (his mother) in 1903, he initiated a
series of practical and theoretical reforms that
were seized upon by later modernists. Craig’s
basic idea was aesthetic rather than social: he
insisted that a single artist-designer-director take
absolute charge of all elements of theatrical
production, elevating the significance of the
visual and reducing the individuality of the act-
ors, whom he called Ubermarionetten (super-
puppets) under the director’s control. His
designs for Shakespeare, mostly unrealized,
suggest simple symbolic solutions instead of
localized or realist settings, often relying on

CRANE, RALPH

monumental, monolithic structures to convey
mood and idea. His production of Hamlet with
*Stanislavsky at the Moscow Art Theatre (1912),
though far from satisfactory to Craig, managed
to suggest the fluidity and suppleness of his
conception through the use of movable screens
that changed configuration for each scene. His
many books {(e.g. On the Art of the Theatre, 1911;
Scene, 1923) and his journal The Maskhad a huge
effect on subsequent practice. DK

Innes, Christopher, Edward Gordon Craig
(1983)

Crane, Ralph (fl. 1555-1632). A professional
scrivener who seems to have had a close associ-
ation with the King’s Men. In the preface to his
Works of Mercy (1621), Crane writes that ‘some
employment hath my useful pen had 'mongst
those civil, well-deserving men that grace the
stage with honour and delight, of whose true
honesties I much could write, but will comprise
it (as in a cask of gold) under the kingly ser-
vices they do hold’. Crane probably prepared
the transcripts that served as printer’s copy for
the Folio texts of The Tempest, The Two Gentle-
men of Verona, The Merry Wives of Windsor,
Measure for Measure, The Winter’s Tale, and
Cymbeline.

Although Crane’s transcriptions of Shake-
spearian texts have not survived, eight of his
manuscripts of work by other dramatists are
extant, including Jonson’s Pleasure Reconciled to
Virtue (1618), Fletcher and Massinger’s Sir John
van Olden Barnavelt (1619), Middleton’s A
Game ar Chess (1624) and The Witch (1624-3),
and Fletcher's Demetrius and Enantbe (1625).
Through a detailed study of these surviving
manuscripts, T. H. Howard-Hill identified
Cranc’s characteristic habits of spelling and
punctuation in order to explore the possibility
that certain idiosyncratic features of the first five
comedies in the Folio, such as the liberal use of
colons, parentheses, hyphens, and apostrophes,
may be due to Crane’s influence.

The much-discussed massed entrances in
three Folio texts thought to have been set up
from Crane transcripts— The Two Gentlemen of
Verona, The Merry Wives of Windsor, and The
Winter’s Tale—which list all of the characters
who appear in a scene in a single opening dir-
ection regardless of whether they enter at the
beginning or later, may be compared with
similar directions in Crane’s manuscript of A
Game at Chess (Bodleian MS). It has been sug-
gested that by employing this neoclassical pro-
cedure Crane intended to invest his dramatic
transcripts with the trappings of antiquity, as he
did in the invariably Latinate formulae he used
for act and scene headings, ‘Incipit Actus
Quartus’ and ‘Finis Actus Secundij’. ER

Howard-Hill, T. H., ‘Shakespeare’s Earliest
Editor, Ralph Crane’, Shakespeare Survey. 44
(1992)
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Jowett, John, ‘New Created Creatures: Ralph
Crane and the Stage Directions in The Tem-
pest’, Shakespeare Survey, 36 (1983)

Cranmer, Thomas (1489-1556). He secures the
King’s divorce from Katherine; is made Arch-
bishop of Canterbury; crowns Anne Boleyn;
and survives the charge of heresy made by
Gardiner and others in A/l Is True (Henry viir).

AB

Creede, Thomas. Sce PRINTING AND PUBLISH-
ING.

Creizenach, Wilhelm (1851-1919), German
critic and historian of theatre, a professor at
Cracow. The fourth volume of his Geschichte des
neueren Dramas was translated as The English
Drama of the Age of Shakespeare (1916), making
many connections not only between English
contemporaries of Shakespeare, but with Euro-
pean literature and drama. ™

Cressida. See TrorLUS AND CRESSIDA.

crime and punishment. During the 1580s,
poaching was punishable with both a fine and
three months’ imprisonment. It should not be
surprising, then, that we have no certain know-
ledge whether Shakespeare actually risked that
penalty by his alleged activities at Charlecote. It
is always easier to write the history of punish-
ment than that of crime, because crime prefers
to keep itself hidden, whereas punishment is a
matter of public record. This was all the more
true in Shakespeare’s time, when punishment,
as an instrument of authority used to control
disorder, dissent, and deviance, was a regular
and highly visible fact of life: boys were publicly
beaten at school, prostitutes and vagrants
whipped through the city streets, and petty
offenders exposed to shame and pelting in the
stocks or pillory, while crowds of both sexes
would gather to witness felons and traitors
meeting their end on the gallows.

During Shakespeare’s adult life, public
opinion became increasingly aware of the causal
link between poverty and crime: in The Winter’s
Tale, Autolycus has become a confidence
trickster because he has lost his job as a courtier,
and in 2 Henry 1vthe new King grants pensions
to Falstaff and his cronies expressly so that they
will not be ‘forced to evils’ by their ‘lack of
means’ (5.5.67). In practice, however, there was
little mitigation of the penal regime. English
law classified crimes on three levels according to
the severity of the prescribed penalty. Lesser
crimes, such as sedition, riot, libel, and perjury,
were misdemeanours and attracted a range of
non-capital penalties from fines to floggings. At
the opposite end of the scale was treason, which
could be either ‘high’ or ‘petty’, signifying re-
spectively crimes against the state (such as the
assassination of a public official, adultery com-
mitted by a queen, counterfeiting the coin of

the realm, or even imagining the monarch’s
death) and against the order of society (such as
the murder of a husband by his wife or a master
by his servant). Whatever its altitude, treason
was punished by an aggravated form of the
death penalty. Much of what we today think of
as serious crime, including murder, rape, and
the various forms of theft, belonged in the
middle band, felony, and was punishable by
death; *witchcraft was also felonious.

There was no court of appeal in this period: a
legal loophole allowed the literate to evade the
death sentence in some cases, but once passed it
could only be overturned by royal decree. The
convict would be taken to a place of execution
(usually Tyburn or Tower Hill in London)
where, on the ladder of the gallows with hands
tied and the noose around his neck, he would
make a public speech, usually a confession, and
sing a final hymn; then the hangman would
push him off. At Tyburn there were about 140
such executions every year, taking place in grisly
clusters during the four law terms when the
courts were sitting. Felons were left to strangle
under their own weight (kindly onlookers
might shorten their suffering by pulling their
legs), but traitors were cut down and disem-
bowelled alive, before being cut in quarters,
which were then treated with pitch and dis-
played around the city. (Noblemen had the
privilege of being beheaded instead.) Crowds
did not necessarily witness such spectacles with
sadistic pleasure: some wept with humane pity
for the victim, and the public hangman was the
most reviled of offices, grudgingly considered
the lowest possible kind of honest work. (This is
why, in Measure for Measure, it is a step up for
Pompey the bawd to be appointed temporary
assistant executioner.) Accounts of the crime
and execution would often appear soon after-
wards as topical pamphlets and ballads.

At other times, most people’s contact with
criminals was probably fairly limited. Those
who visited London’s suburban playhouses
would have travelled through districts where
prostitutes operated, and the theatres them-
selves were often thought to be a haunt of cut-
purses. However, even in cities the actual risk of
becoming a victim of crime was relatively small.
Accordingly, there was a strong element of fan-
tasy in the way the period’s fiction represented
criminals. In part, it materialized respectable
fears in the notion that the night was full of
footpads and murderers who might assault a
man who, like Banquo in Macbeth, ‘walked too
late’ (3.6.5). But there was also a more specific
conception of the underworld as a complex,
highly integrated society with its own language,
professional hierarchies, and codes of conduct,
which Oldcastle (later Falstaff) appeals to in s
Henry rvwhen he expects thieves to be ‘true to
one another’ (2.2.28). It is this romantic fas-
cination which informs much of Elizabethan

rogue literature, as well as Shakespeare’s char-
acterization of Falstaff, Autolycus, and the
outlaws in The Two Gentlemen of Verona.
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critical history. Although criticism is strictly
the attempt to explain and evaluate works of art
in terms other than their own, G. Wilson
*Knight, in The Wheel of Fire (1930), differen-
tiates between ‘criticism’ (involving comparison
and evaluation) and ‘interpretation’ (which
seeks to understand a work on its own terms). In
Shakespeare studies, criticism as such is often
inextricable from editorial, textual, biograph-
ical, historical, linguistic, and/or purely schol-
arly investigation. The distinction is just as
difficult now that the once informal activity of
criticism has been professionalized in univer-
sities, and accompanied by a renewed codifica-
tion of literary and critical theory. Because of
the central place Shakespeare has come to oc-
cupy in academic education at every level, his
works are now a site for contesting modes of
interpretation, appropriation, and signification.
In addition, there persists a broad division be-
tween literary criticism (reflecting a central
canon of literature in English) and theatrical
criticism (responding to the historically condi-
tioning characteristics of live performance).

Informal criticism of Shakespeare probably
begins with schoolmaster Francis *Meres’s
Palladis Tamia: Wit’s Treasury (1598), in which
he patriotically proposes equivalents in modern
English literature for the great classical authors:
Shakespeare matching Plautus for comedy and
Seneca for tragedy; Ovid for love poetry; and
Horace or Catullus for lyric poetry.

Classical conventions are also reflected in the
presentation of the First Folio of 1623, where 36
plays are collected, in a few cases misleadingly,
into genres of comedy, history, and tragedy (of
which only national ‘history’ might properly be
regarded as an Elizabethan invention); while the
partial and imperfect division of individual
plays into acts and scenes (with Latin designa-
tions) also reminds the reader of their classical
antecedents.

The prefatory dedications and commenda-
tory verses also raise matters which continue to
occupy criticism. Shakespeare’s actor-executors,
John Heminges and Henry Condell, refer to the
universality, popularity, and accessibility of the
works; their dual status, as plays to be per-
formed live on stage, and as texts to be read; the
textual authority of the early printed editions,
despite their author’s inability to monitor
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many of them; Shakespeare’s mysterious ease of
composition and access to so-called ‘Nature’,
exemplifying his spontaneous genius.

Ben Jonson, extravagantly calling the author
‘my beloved’, compares his achievement not
only to his English predecessors and contem-
poraries (Chaucer, Spenser, Beaumont, Kyd,
and Marlowe) but also to the great classical
dramatists (Aeschylus, Euripides, Sophocles,
Aristophanes, Terence, and Plautus), apparently
taking for granted Shakespeare’s own familiar-
ity with their works, despite his relatively ‘small
Latin, and less Greek’. Jonson too draws at-
tention to the paradox of the intrinsic theatrical
impermanence of Shakespeare’s plays and their
literary potential to transcend any limitations of
tme and place. While acknowledging Shake-
speare’s natural gifts, Jonson is also careful to
justify both the art and the effort (‘sweat . . . and
strike the second heat’) involved in such pro-
digious poetic expression.

These First Folio encomia set the critical
agenda for centuries to come. But note the ab-
sence of biographical or personal information.
They concentrate on art and achievement.
There zs mention of the Stratford monument;
the rivers Avon and Thames; the Globe, Black-
friars, and Cockpit theatres; the professional
friends and aristocratic patrons. Shakespeare’s
appearance is commemorated in the Droeshout
engraved portrait; but of family and personal
life, those subjects which have so obsessed later
speculators, there is nothing. Nor, on the other
hand, is there the slightest doubt that William
Shakespeare of Stratford-upon-Avon actually
did write the plays attributed to him.

Criticism in the 17th and 18th centuries
partly flourishes as an adjunct to the scholarly
accumulation (often in successive editions and
their accompanying biographies, from Nicholas
*Rowe in 1709 onwards) of facts about Shake-
speare, his theatre, and his times; and partly as
an antidote to the theatrical practice of adap-
tation and revision. But it also represents a
direct challenge and sometimes confrontation
between succeeding generations of modern
authors and cheir illustrious predecessor. In
John *Dryden’s Essay on the Dramatique Poetry
of the Last Age (1672), Preface to Troilus and
Cressida (1679), and Essay of Dramatick Poesie
(1688), the leading author of the Restoration not
only pays tribute to the ‘largest and most
comprehensive soul” of all modern and most
ancient poets, but attributes Shakespeare’s nu-
merous defects of taste and judgement to the
barbarous age in which he lived. This weighing
of merits and defects seems to us unproductive,
but it represents an attempt to establish per-
manent criteria for the assessment of value in
literature against the anarchic flux of temporary
fashion.

The ‘enlightened’” apportionment of praise
and blame continues in the work of both
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Alexander *Pope and Samuel *Johnson. Pope’s
criticism, contained in the Preface to his 1725
edition, has been described as uninspired and
conventional, although he does acknowledge
the absurdity and irrelevance of applying Aris-
totelian prescriptions to Shakespeare. Johnson’s
own notable contribution to criticism also
comes in the Preface to his edition, of 1765, in
which paradoxically he appeals to both ‘nature’
and ‘delusion’ (or dramatic illusion) in defence
of Shakespeare’s distinctly unregulated and
unclassical imagination. Johnson’s praise for
Shakespeare’s ‘just representations of general
nature’ and his dramatic realization of ‘the
genuine progeny of common humanity’ reflect
the importance he attached to the agreed verdict
of generations of readers and spectators.

Several 18th-century essayists seem to antici-
pate concerns central to later criticism. Maurice
*Morgann’s Essay on the Dramatic Character of
Sir John Falstaff (1777) begins an enduring
fashion for isolating individual characters for
analysis. Similarly, Walter *Whiter’s Specimen of
a Commentary on Shakespeare (1794), in drawing
attention to the association in Shakespeare’s
mind of certain clusters of ideas and images,
begins another process, only systematically ex-
ploited in the 20th century, of attention to the
function of specific details of diction and im-
agery.

This period also marks the beginning of
important contributions to the study and
reputation of Shakespeare by distinguished
European authors, including both *Volraire’s
rationalist detraction and *Goethe’s Romantic
devotion. Although England’s major *Romantic
critic of Shakespeare, Samuel Taylor *Cole-
ridge, in seeking to place Shakespeare’s ‘judge-
ment’ on a level with his ‘genius’, seems to
discount any debt to German Romantic criti-
cism, particularly that of A. W. *Schlegel, the
coincidence of ideas is clear and only the prece-
dence uncertain. The often fragmentary sources
for Coleridge’s own criticism (notebooks, let-
ters, conversations, reported lectures, etc.) do
define two important alternative streams of
Shakespearian criticism: the ‘poetic’ (focusing
on organic form in language) and the ‘psycho-
logical’ (focusing on character)—De Quincey
too calls his 1823 essay ‘On the Knocking at the
Gate in Macbeth a ‘specimen of psychological
criticism’.

William *Hazlit’s Characters of Shakespear’s
Plays (1817), including ‘doubtful plays’ as well as
the accepted plays, poems, and sonnets, also
emulates the romantic enthusiasm of Schlegel,
in reaction to the classical reservations of Dr
Johnson. Hazlitt’s own insight into poetry and
character is matched by his response to live
performance, both in the Characters and in
some of the companion pieces in The Round
Table (also 1817), particularly his vivid essay ‘On
Mr. Kean’s lago’. John *Keats’s continuous al-
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lusions to Shakespeare in his letters, particularly
his identification of Shakespeare’s ‘Negative
Capability, that is, when a man is capable of
being in uncertainties, mysteries, doubts, with-
out any irritable reaching after fact and reason’,
represent another aspect of Romantic impres-
sionism, with its elevation of Shakespeare’s
poetic and imaginative capacity over his intel-
lectual judgement.

Perhaps in reaction to this, much 19th-
century criticism is conducted precisely in a
context of such ‘irritable reaching after fact’, the
accumulation through documentary research of
information about Shakespeare’s life and times
being typified by the activity and output of the
*Shakespeare Society (founded 1840) and the
New Shakspere Society (founded 1873). Pas-
sionate enthusiasm persists, reflected in the
writings of Charles *Dickens, Herman Melville,
or Fyodor *Dostoevsky; while a few sceptical
detractors (notably Leo *Tolstoy) remained
unimpressed by the rising cultural tide of al-
most universal approbation.

The New Shakspere Society attempted to use
metrical and phraseological tests to establish the
order in which Shakespeare wrote the plays;
and, using that order, to study ‘the progress and
meaning of Shakspere’s mind’. Much influen-
tial criticism in the 19th century reflects that
speculation, both in Britain and Europe: Ed-
ward Dowden’s Shakspere: A Critical Study of his
Mind and Are (1875), responding to the Ger-
man psycho-biography of *Gervinus (1849-s0,
translated as Shakespeare Commentaries in 1863).
Dowden’s inference of distinct periods in the
growth of Shakespeare’s intellect and character,
while frequently scorned as unscholarly,
nevertheless informed general and specialized
studies of Shakespeare’s ‘happy’ comedies,
‘dark’ comedies, ‘great’ tragedies, and ‘roman-
ces’ for nearly a century; and found further ex-
pression in the Danish Georg *Brandes’s
William Shakespeare (1896), which influenced
writers such as Ibsen, James *Joyce, and Ber-
nard Shaw, as well as academics such as A. C.
*Bradley, in Shakespearean Tragedy (1904),
whose detailed analysis of Hamler, Othello, King
Lear, and Macbeth is probably still the most
widely consulted critical work on Shakespeare
ever published, despite repeated attempts (by
E. E. *Stoll, F. R. *Leavis, L. C. *Knights, and
many others) to discredit its premisses.

Other early 20th-century approaches to
Shakespeare were mainly characterized by com-
parative literary and dramatic studies; increasing
attention to language and style; and a renewed
recognition of the importance of stage history.

In the later 20th century the tradition of ex-
ceptional individual critics (often creative
writers themselves) bringing their own literary
gifts to the exposition of Shakespeare has partly
been supplanted by ideologically influenced
‘schools’ and theories, often collaboratively and
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collectively reflecting the relatively new aca-
demic disciplines of politics, psychology, soci-
ology, and cultural and women’s studies. Of
course, there continue to be many notable ex-
ceptions (including perhaps T. S. *Eliot, Dover
*Wilson, Wilson *Knight, Muriel *Bradbrook,
William *Empson, and, more recently, writers
such as Harold Bloom and Ted *Hughes), in
whom individual perception and even person-
ality seem to play almost as large a part in their
criticism as specialized knowledge and system-
atic methodology. In many respects these, and
others, seem to represent what has lately been
characterized and caricatured as an eclectic
tradition of ‘liberal humanism’, bearing con-
notations both positive (in its elevation of in-
dividual perceptions and values) and negative
(as neglecting social, historical, and political
factors). A philosophical division has even re-
vived between those who accept the mimetic
status of art in reflecting some kind of external
reality, and those for whom the only reality is
subjective and perceptual.

In the contested area of ideology, the
socio-economic theories of Karl *Marx and the
psycho-sexual theories of Sigmund *Freud have
been widely applied. Carl *Jung’s formulation
of a ‘collective unconscious’, occupied by uni-
versally recognized ‘symbolic archetypes’, has
also found adherents.

In the past 25 years, traditional modes of
exposition have continued to exist alongside
sometimes mutually exclusive competing the-
ories. Among these have flourished *structur-
alism; deconstruction; *cultural materialism;
*new historicism; and *feminism. All have re-
ceived wide professional endorsement, but
probably only feminist criticism has achieved
the full assent of a general non-academic audi-
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Croce, Benedetto (1866-1952), Italian phil-
osopher and literary critic. Croce, shifting dis-
cussion away from the artist’s personality and
mind to the work itself, with its own self-
sufficient laws, represents a reaction against
19th-century criticism. Shakespeare (1943), ex-
tracted and translated from Ariosto, Shakespeare,
e Corneille (1920), offers just such an analysis.
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Cromwell, Oliver (1599-1658), Lord Protector.
He is often wrongly accused of closing the
theatres in 1650. In fact, he was fighting the Scots
at the time. Theatres reopened at the Restor-
ation in 1660. cS

Cromwell, Thomas (1485-1540, executed for
treason), secretary to Cardinal Wolsey and later
Henry vur's chief minister. He defends Cran-
mer from Gardiner, A/l Is True (Henry viir)
5.2. AB

Cross, Samuel (1568-before 1595),
(probably Chamberlain’s Men around 1594).
Samuel Cross is named as a principal actor in
the 1623 Folio but nowhere else in records of the
company. In An Apology for Actors Thomas
Heywood named a ‘Crosse’ as one of the fam-
ous actors before his time, which suggests that
Cross died before Heywood came to London
around 1594. GE

actor

Cross Keys Inn. See INNs.

Crowne, John (c.1649~1703), a dramatist who
amalgamated the last two acts of The First Part
of the Contention (2 Henry vi) with Richard
Duke of York (3 Henry vr) to create The Misery of
the Civil War (1680), directed against the
Whigs. Lady Elianor Butler, the mistress he
introduced for Henry’s son Edward, pursued
him to the battlefield ‘in man’s habit’. Crowne
later wrote a further political adaptation of the
first three acts of The First Part of the Conten-
CMSA

tion.

Cruickshank, George (1792-1878), English
painter, illustrator, and cartoonist. Twenty
years after illustrating Dickens, Cruickshank
designed plates for Robert Brough’s The Life of
Sir John Falstaff (1857-8). This recurring inter-
est in Falstaff is conflated with the popular
genre of *fairy painting in “The Last Scene in
The Merry Wives of Windsor’ (exhibited at the
British Institution, 1857)—a genre with which
Cruickshank also engaged to depict A Mid-
summer Night's Dream. His allegorical ‘All the
World’s a Stage’ (1863—5) presents Shakespeare’s

birth at the Globe, on a stage flanked by the
figures of Comedy and Tragedy and populated
by Shakespearian characters. KN

Cruz, Ramon de la (1731-94), Spanish play-
wright. He translated J. F. Ducis’s adaptation of
Hamlet for the theatre, which was the first
Shakespearian play to be staged in Spain. It was
entiled Hamleto, rey [king] de Dinamarca:
tragedia inglesa and was treated merely as a
tragedy of intrigue. Performances ran for five
days only (Madrid, 4-8 October 1772).  ALP

cultural materialism. A phrase originally
coined by English critic Raymond Williams
(Marxism and Literature, 1977) to describe his
own unique contribution to *Marxist cultural
theory. The meaning of the term was subse-
quently extended in the 1980s in Shakespeare
(and more broadly cultural) studies to include
not only Williams’s work but newer currents of
Althusserian Marxism, French poststructur-
alism, and aspects of feminist and post-
colonialist theory. Cultural materialism has
developed particularly as an explicitly leftist
reaction to the ‘old” historicism of E. M. W.
*Tillyard and to Tillyard’s more social-minded
‘humanist’ nemesis F. R. *Leavis and his nu-
merous disciples.

The term is most often identified in Shake-
speare studies with Jonathan Dollimore and
Alan Sinfield, editors of the influential 1985
Political Shakespeare: New Essays in Cultural
Materialism—the work most responsible for
disseminating the term in Shakespeare studies.
But it has been applied to a broad range of
(mostly British) Marxist and poststructur-
alist-influenced critics such as Catherine Belsey,
Francis Barker, Terence Hawkes, Lisa Jardine,
and John Drakakis. Cultural materialism is
closely allied to the ‘cultural poetics’ or *new
historicism’ developed contemporaneously in
the USA by Stephen Greenblatt and allied
critics but has tended to be more explicity
Marxist and politically optimistic than its
HG
Wilson, S., Cultural Materialism: Theory and

Practice (1995)

American variant.

Cumberland, Richard (1732-1811), prolific
playwright. He adapted Timon of Athens for
Drury Lane in 1771. He wrote an anonymous
defence (1776) of his patron *Garrick whose
adaptation of Hamlet was attacked by Arthur
Murphy. CMSA

Cunningham, Peter (1816-69), Scottish scholar
and biographer who published Exzracts from the
Accounts of the Revels at Court (1842), including
for the years 16045 and 161112, the only ones
extant for the Jacobean period (although some-
times questioned). He was treasurer of the
London and Stratford committees that bought
the *Birthplace in 1847. ™
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‘Cupid’. ‘One as Cupid’ (the Roman god of
love) introduces the masque of Amazons, Timon
of Athens 1.2. AB

Curan is one of Gloucester’s retainers, 7he
Tragedy of King Lear 2.1.1-13 and The History of
King Lear 6.1-13. AB

Cure for a Scold, A. James Worsdale attempted
to cash in on the vogue for ‘ballad opera’ initi-
ated by John Gay’s The Beggar’s Opera with this
1735 ‘Ballad Farce of Two Acts’, a hybrid of The
Taming of the Shrew and John Lacy’s adaptation
Sauny the Scot. MD

Curio is one of Orsino’s attendants in Twelfth
Nigh. AB

Curtain theatre. The Curtain took its name
from the parcel of land upon which it was built
in Holywell in 1577, about one year later than
the Theatre—with which its history is closely
related—and just to the south of it. In 1585 the
Curtain’s owner, Henry Lanman, entered into
an obscure deal with James Burbage and John
Brayne, the Theatre’s owners, which involved
them ‘taking the Curten as an Esore to their
playe housse’. The modern word closest to
‘Esore’ is ‘easer’, but it is hard to see how one
playhouse could ‘ease’ another, although Wil-
liam Ingram made plausible sense of the deal as
a means of selling the Curtain to Burbage and
Brayne for the equivalent of seven years’ in-
come, about £1,400. The Theatre appears to
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have stood empty for some time before being
removed to form the Globe, and during this
time the Chamberlain’s Men were presumably
using the Curtain until their new home was
ready on Bankside.

Leslie Hotson identified as the Curtain the
playhouse represented in the ‘Utrecht’ engrav-
ing owned by Abram Booth, but this has sub-
sequently been firmly reidentified as the
Theatre, although the Curtain’s flag can just be
made out emerging from behind an intervening
roof to the right of the Theatre. Because of this
misidentification a number of models of the
Curtain were made from the ‘Utrecht’ engrav-
ing and, while quite without value concerning
the Curtain, these are now reasonable guesses
for the Theatre so long as the engraving’s ex-
aggeration of height is borne in mind. Cham-
bers thought that the venue for an unnamed
play seen by Thomas Platter must have been the
Curtain, but recent discoveries by Herbert
Berry make the Boar’s Head a likelier venue.
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Ingram, William, ‘Henry Lanman’s Curtain
Playhouse as an “Easer” to the Theatre, 1585—
1592’, in Herbert Berry (ed.), The First Public
Playhouse: The Theatre in Shoreditch 1576-1598
(1979)

Curtis is one of Petruccio’s servants in 7he
Taming of the Shrew. AB

Cushman, Charlotte Saunders (1816-76),
American actress who, after a false start in

CZECHOSLOVAKIA

opera, inaugurated her distinguished career as
Lady Macbeth in New Orleans (1836). Having
honed her performance she impressed the nor-
mally critical *Macready whom she partnered
during his 1843—4 tour of America, as a result of
which she adopted some of his methods and
took his advice to act in England. Physically
mannish, Cushman shared Macready’s intel-
lectual acuity and powerful stage presence,
carrying all before her as Emilia, Queen Kath-
erine, and—crossing the gender barrier—
Romeo, often to her sister Susan’s Juliet. Her
Hamlet and Cardinal Wolsey were less suc-
cessful. The equal of *Forrest and *Booth (both
of whom she partnered), Cushman was the first
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American actress of international stature.

Leach, Joseph, Bright Particular Star (1970)

Cymbeline: A Tragedy, Altered from
Shakespeare. VYilliam *Hawkins’s adaptation
of Cymbeline, performed at Covent Garden in
1759, attempts the astounding feat of making
Shakespeare’s most wayward romance conform
to the neoclassical unities of time, place, and
action, as well as turning Cloten (who pays
Giacomo to slander Innogen) into a traitor in
the pay of the Romans. MD

Cymbeline, King of Britain (sec page 101)

Czechoslovakia. Sce BOHEMIA AND THE FOR-
MER CZECHOSLOVAKIA.



Charlotte Cushman (1816-76), the first American actress to achieve international distinction in Shakespeanan roles, playing Romeo to her sister Susan’s Juliet.
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ntricately and eclectically plotted, and producing in its last scene the most elaborate series of rev-

elations and surprises in the canon as it snatches its multiply happy ending from the jaws of several

disasters, Cymbeline belongs to the Jacobean vogue for tragicomedy which began with the success of
Francis *Beaumont and John *Fletcher’s Philaster in 1609. Cymbeline and Philaster are in fact closely
related, and it seems most likely that Shakespeare’s play was influenced by the work of his two younger
colleagues—with one of whom he would later collaborate on A/l Is True (Henry viir), The Two Noble
Kinsmen, and the lost Cardenio. Simon *Forman records seeing Cymbeline performed in April 1611, when
it was probably relatively new: unlike Pericles and The Winter’s Tale it nowhere echoes the writings of
*Plutarch which Shakespeare had consulted so heavily when composing Timon of Athens, Antony and
Cleopatra, and Coriolanus, so it was probably composed later than both of these previous experiments with

the romance genre, in 1610.

TexT: The play first appeared in print in the Folio in 1623,
where its text provides the first recorded instance of the name
‘Imogen’: one of Shakespeare’s sources for the play, however,
the ancient British section of *Holinshed’s Chronicles, tells of
an Innogen (wife of the legendary Brute), a name Shakespeare
had earlier given to Leonato’s non-speaking wife in the
opening stage direction of Much Ado Abour Nothing. Since
Forman’s eyewitness account of seeing Cymbeline performed
refers to its female protagonist as ‘Innogen’ throughout, it is
almost certain that Shakespeare actually called his heroine
Innogen, and that the spelling ‘Imogen’ only appears in the
Folio through scribal or compositorial error. Otherwise the
Folio text is a good one: variations in spelling, and a high
incidence of parentheses (even in stage directions), suggest
that it was set from a scribal copy, probably by Ralph *Crane,
of an earlier transcript (whether of foul papers or a prompt-
book) prepared by more than one scribe.

Sourcks:
lines, concerning, respectively, Cymbeline’s dealings with the

Cymbeline combines three distinct plot-

Romans, the wager on Innogen’s chastity, and the exile of
Belarius. Shakespeare’s information about the semi-legendary
king, supposed to have ascended the British throne in 33 Bc,
came from Holinshed’s Chronicles, as did the account of the
heroic defence of a narrow pass attributed in the play to
Belarius, Guiderius, and Arviragus but deriving from an in-
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cident at the battle of Loncart (976: this is described in the
Scottish section of the work which Shakespeare had consulted
when writing Macbeth). Other minor details show that
Shakespeare had also read the account of Guiderius in the
second part of A Mirror for Magistrates (1578) and Robert
Fabyan’s New Chronicle of England and of France (1516). More
centrally, the wager plot comes from *Boccaccio’s Decameron
(where it provides the ninth story on the second day), though
Shakespeare draws some of its details from a version called
Frederyke of Jennen (first printed in Dutch in 1518, translated
into English in 1520, and reprinted in 1560). Much of the
other material dramatized in the play—including the ban-
ishment of the hero, the jealousy of his foolish rival, and the
flight of the heroine to an unjustly banished courtier’s
cave—derives from an anonymous Elizabethan play, Rare
Triumphs of Love and Fortune, performed in 1582 and pub-
lished in 1589.

Synopsis: 1.1 Innogen, sole remaining child of King
Cymbeline (her two elder brothers having been abducted in
infancy), has married the commoner Leonatus Posthumus,
preferring him to her stepmother’s foolish son Cloten. Her
parting from the banished Posthumus—during which she
gives him a diamond ring and he her a bracelec—is inter-
rupted, thanks to the Queen’s machinations, by the angry
Cymbeline. At Posthumus’ insistence his servant Pisanio
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remains with Innogen while he embarks for Rome. 1.2
Cloten, loser of a sword-skirmish with the departing
Posthumus, is flattered by two lords who confide their actual
contempt for him to the audience. 1.3 Pisanio describes
Posthumus’ departure to the yearning Innogen. 1.4 In Rome,
Posthumus speaks with a Frenchman and an Iralian,
Giacomo, about the relative chastity of their countrywomen:
despite the objections of his host Filario, Posthumus bets the
mocking Ttalian the diamond ring and 10,000 ducats that
Giacomo will be unable to seduce Innogen. 1.5 The Queen
obtains what she thinks is lethal poison from the doctor
Cornelius, though he, not trusting her, supplies a drug which
induces only a deathlike trance: she gives it to Pisanio, saying
it is a powerful medicine. 1.6 Giacomo arrives at the British
court and almost convinces Innogen that Posthumus is un-
faithful before his offer of himself as a replacement alerts her
to his ulterior motives. Giacomo claims he was only at-
tempting her virtue to test her, mollifies her by praising
Posthumus, and persuades her to look after his trunk in her
private chamber.

2.1 Cloten, angry after losing at bowls, is again mocked
behind his back by two flattering lords. 2.2 After Innogen
retires to bed and falls asleep, Giacomo emerges from the
trunk and takes notes about the room’s decor before stealing
the bracelet from her arm: in doing so he further notices a
distinctive mole on Innogen’s left breast, before returning
undetected to the trunk. 2.3 The following morning Cloten
employs musicians to serenade Innogen (with the song *‘Hark,
hark, the lark’): antagonized by his insults to Posthumus and
anxious about the loss of her bracelet, she tells him he is less
valuable than Posthumus’ meanest garment. 2.4 Back in Rome
Giacomo, showing the bracelet and describing Innogen’s
mole, persuades Posthumus she has betrayed him, and is given
the ring. 2.5 The enraged Posthumus rails against all women.

3.1 The Roman ambassador Caius Lucius demands pay-
ment of the annual tribute Cymbeline owes to Augustus
Caesar: at the Queen’s instigation he refuses, and Lucius re-
gretfully declares war. 3.2 To his horror, Pisanio has received a
letter from Posthumus instructing him to kill Innogen for her
alleged infidelity, using the opportunity his letter to her will
provide. This letter, which Pisanio gives Innogen, claims
Posthumus is waiting for her at Milford Haven in Wales,
towards which she is impatient to flee. 3.3 Outside their
Welsh cave, Belarius warns his untravelled sons Polydore and
Cadwal against the vices of court life: when they have gone
hunting, he confides to the audience that though brought up
to think he is their father they are really Guiderius and
Arviragus, Cymbeline’s sons, whom he stole 20 years carlier
to avenge his unjust banishment. 3.4 Near Milford, Pisanio is
unable to carry out Posthumus’ orders, which he shows to
Innogen: outraged, she renounces Posthumus and implores
Pisanio to kill her as instructed. Pisanio tells her he is sure
Posthumus has been deceived, but means to placate him for
the time being by sending a bloodstained piece of clothing, as
requested, as evidence that Innogen is dead: meanwhile he

advises her to get to Rome by disguising herself as a boy and
taking service as a page with Caius Lucius, who will shortly be
at Milford. Leaving, he gives her the so-called medicine he
had from the Queen. 3.5 Cymbeline, the Queen, and Cloten
part from Caius Lucius: the King’s preparations for war are
distracted by the news that Innogen has vanished. Pisanio,
interrogated by Cloten, shows him the letter inviting Innogen
to Milford. Cloten resolves to avenge Innogen’s earlier re-
mark by dressing in some of Posthumus’ clothes, going to
Milford, and there killing Posthumus and raping Innogen.
3.6 Dressed as a man a hungry Innogen, now calling herself
Fidele, finds Belarius’ cave, where Belarius, Guiderius, and
Arviragus make her welcome. 3.7 In Rome recruitment is
afoot for Lucius’ campaign against Britain.

4.1 Cloten, dressed as Posthumus, is near Milford. 4.2
Innogen remains at the cave while the men go hunting: she
feels unwell, and takes the Queen’s drug. The men see
Cloten, and while Belarius and Arviragus check he is not part
of a whole party secking them, Guiderius, provoked, fights
with him and decapitates him. Belarius is horrified, though
Guiderius unrepentantly throws the head into a river.
Arviragus finds Fidele apparently dead in the cave: sorrow-
fully he and Guiderius lay out the corpse and recite a dirge,
‘Fear no more the heat of the sun’. Belarius lays Cloten’s
headless body alongside before the three depart. Innogen re-
gains consciousness to find what she thinks is her husband’s
headless corpse, concluding that Pisanio and Cloten must
have conspired against her. Lucius, passing by to Milford
(where he expects troops from Rome led by Giacomo), is
touched by what seems to be the sorrow of a page over his
dead master, and takes Fidele into his service. 4.3 At court the
Queen is sick with anxiety at Cloten’s absence. Cymbeline
learns that Roman troops have landed, but Pisanio has heard
nothing from ecither Posthumus or Innogen. 4.4 Belarius,
Guiderius, and Arviragus, despite Belarius’ fear of being
recognized, resolve to join the British army.

5.1 Posthumus, carrying the bloody cloth Pisanio sent, has
come to Britain with the Roman army: repenting of
Innogen’s death, he takes off his Italian clothes and resolves to
fight on the British side. 5.2 In battle, Posthumus, dressed like
a peasant, defeats but spares a guilt-stricken Giacomo, who
does not recognize him. §5.3—4 Cymbeline is captured but
rescued by Belarius, Guiderius, Arviragus, and Posthumus:
the Romans retreat. 5.5 Posthumus narrates to a British lord
how Belarius, Guiderius, and Arviragus reversed a British
retreat down a narrow lane into a victorious renewed assault.
He decides to dress as a Roman again in the hopes of dying at
British hands, and is taken prisoner. Jailed, he prays for death,
imploring Innogen’s forgiveness before falling asleep. In a
vision the ghosts of his father, mother, and two brothers ap-
pear and call to Jupiter on his behalf. Jupiter descends in
thunder, promises that he has not forsaken Posthumus, and
gives the ghosts a tablet which they lay on Posthumus’ breast
before disappearing. Waking, Posthumus reads the riddling
tablet, which he is unable to interpret, before, after bantering
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with his miserable jailer, he is called before Cymbeline. 5.6
Cymbeline is rewarding Belarius, Guiderius, and Arviragus
for their deeds in battle, unable to find their unknown com-
rade Posthumus, when Cornelius brings the news both of
the Queen’s death and of her dying confession that she had
planned to kill both Innogen and Cymbeline in her bid
to make Cloten king. Lucius, Giacomo, a soothsayer,
Posthumus, and Innogen, still dressed as Fidele, are brought
in as captives, expecting to be killed: Lucius successfully
pleads that Fidele should be spared. Instead of begging for
Lucius’ life in return, however, Innogen has recognized
Giacomo, and with Cymbeline’s support demands to know
how he obtained the ring he is wearing. Giacomo confesses
how he cheated in his wager with Posthumus, at which the
enraged Posthumus steps forward, striking Innogen down
when she tries to interrupt him: Pisanio, however, has rec-
ognized her and makes her known, though, reviving, she
accuses him of giving her poison. Cornelius explains the
nature of the drug he gave the Queen, which on her death-
bed she had mentioned giving to Pisanio. Posthumus,
Innogen, and Cymbeline embrace. Pisanio now explains
where Cloten went, and Guiderius completes his narrative by
boasting of having killed him. Cymbeline sentences him
to death, but Belarius intervenes by revealing the true iden-
tities of himself, Guiderius, and Arviragus, to the delight of
Cymbeline and Innogen, whom Belarius and the princes have
already recognized as Fidele. Cymbeline spares all the re-
maining prisoners: Posthumus is recognized as the unknown
soldier who spared Giacomo in battle, and now spares him
again despite his penitent willingness to die for his crimes:
and Lucius’ soothsayer interprets the tablet as a prediction of
the reunion of Cymbeline’s family. Cymbeline embraces
peace by deciding to resume paying tribute to Rome.
ArrTisTic FEATURES: The difficulty and complexity of the
play’s plotting is matched by an unusual density and knotti-
ness of syntax, from which some of Cymbelinés most fam-
ously simple and affecting passages (notably the dirge, ‘Fear
no more the heat of the sun’) can seem a relief. It is at once
one of the most puzzlingly uncertain in tone, and one of the
most weirdly affecting, of Shakespeare’s later plays.
CriticaL HISTORY: Eighteenth-century comments on
the play, like 18th-century adaptations (see below), predict-
ably object to the unclassical irregularities of its plotting: Dr
*Johnson famously observed that ‘to remark the folly of the
fiction, the absurdity of the conduct, the confusion of the
names and manners of different times, and the impossibility
of the events in any system of life, were to waste criticism
upon unresisting imbecility, upon faults too evident for de-
tection, and too gross for aggravation’ (1765). (This did not,
however, prevent contemporary engravers from choosing
Giacomo’s voyeurism in [nnogen’s chamber as one of the
most frequently illustrated scenes from the late plays.) The
Victorians were willing to forgive many of the play’s per-
ceived faults for the sake of Innogen (‘undoubtedly one of the
most exquisite of all Shakespeare’s female creations’, wrote
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Thomas Kenny in 1864), while the 20th century was more
interested in explaining them by reference to the play’s con-
texts both in the politics of the Jacobean court and in the
last phase of Shakespeare’s career. In terms of content,
the play’s interests in British unification, in imperial peace, in
the masque, and even in Milford Haven—where James I's
dynastic ancestor Henry vir came ashore to claim the
throne—have all been explored in relation to James’s cultural
and political agendas: in style, its tragicomic experimenta-
tions with shocking incongruity, and its self-conscious reuse
of motifs from earlier works in the Shakespeare canon
(whether Juliets potion, Othello’s jealousy or Lear’s loved
and lost youngest daughter), have been related to similar
techniques deployed less conspicuously in the other late ro-
mances.

STAGE HIsTORY: Forman’s account of the play does not
indicate where he saw it, though the masque-like special
effects of 5.5 suggest it may have been written with the indoor
*Blackfriars theatre in mind. It was revived at court for
*Charles 1 and *Henrietta Maria in 1634, but was displaced
later in the century by Thomas Durfey’s adaptation 7he In-
jured Princess, or, The Fatal Wager (1682), in which Giacomo
becomes a splendidly louche Restoration rake. In 1746 the
original returned to the stage (despite William *Hawkins’s
adaptation of 1759), and in a moderately cut and transposed
text *Garrick made *Posthumus one of his best-loved
Shakespearian roles from 1761 until his retirement: *Kemble
was equally successful in the part, with Sarah *Siddons as his
slandered bride. In the 19th century Imogen (as she was then
known), both innocent and married, was one of Shake-
speare’s favourite heroines, attracting actresses such as Helen
*Faucit (who played the part for nearly 30 years, from 1837 to
1865) and Ellen *Terry (with *Irving as Iachimo, 1896). Over
the next so years, though, the play’s combination of artifice
and enchantment fell from favour, and despite Peggy *Ash-
croft’s two triumphs as Imogen (at the *Old Vic in 1932, and
at Stratford, in a fairy tale-style production by Peter Hall, in
1957) few 20th-century productions were conspicuous suc-
cesses: modern dress, then novel, did not help the play in
Barry *Jackson’s Birmingham production of 1923 (derisively
called ‘Shakespeare in plus-fours’), and B. Iden-Payne’s crit-
ically acclaimed attempt to direct the play on sets derived
from Jacobean masques (Stratford, 1937) did not dissuade
George Bernard *Shaw from producing his own critical re-
writing of the last act, Cymbeline Refinished, in which Imogen
is much less willing to forgive Posthumus for trying to kill
her. John *Barton tried without success to make Cymbeline
into a ‘state of England’ play in the oil crisis year of 1974,
alluding in his production’s designs to the vast refinery that
now dominates Milford, and it is an index to directors’
continuing lack of confidence in the play that the most recent
RSC revival, directed by Adrian *Noble in 1997, modified the
script to supply a narrator.

ON THE SCREEN: A 45-minute TV version (1937) was one
of the earliest British TV Shakespeare transmissions. Other
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TV productions include one from the USA (1981), one from
Belgium (1981), and Elijah Moshinsky’s BBC TV production
(1982) with Helen Mirren as Imogen, generally regarded as
one of the best of the BBC series. AD

RECENT MAJOR EDITIONS
J. M. Nosworthy (Arden, 1955) Roger Warren (Oxford, 1998)

SOME REPRESENTATIVE CRITICISM

Brockbank, J. P., ‘History and histrionics in Cymbeline, Shake-
speare Survey 11 (1958)

Hawkes, Terence, ‘Aberdaugleddyt’, Shakespeare Jahrbuch, 136
(2000)

Jones, Emurys, ‘Stuart Cymbeliné, Essays in Criticism 11 (1961)

Marcus, Leah, Puzzling Shakespeare: Local Reading and its Dis-
contents (Berkeley, California, 1988)
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dactyl, a metrical unit (‘foot’) comprising one
stressed syllable followed by two unstressed
syllables, as in the first half of Ariel’s line
‘Merrily, merrily shall I live now’ ( The Tempest
5.1.93). CB

Dadd, Richard (1817-86), English painter and
illustrator. Dadd began exhibiting Shakespear-
ian subjects with The Closet Scene from Hamlet
(1840), quickly winning acclaim as an exponent
of fairy painting through Titania Sleeping, Puck
(both 1841), and Come unto these Yellow Sands
(1842). These dramatically lit, theatrical com-
positions frame interlocking circles of dancing
figures with minutely observed flora and fauna.
Intensified microscopic detail crowds the sur-
face of Contradiction: Oberon and Titania (1854
-8), executed during Dadd’s later confinement
for insanity, and therefore unknown to con-
temporaries—as were his sketches illustrating
the passions: Love: Romeo and Julier (1853) and
Jealousy: Othello and Iago (1853). KN

Daly, John Augustin (1838-99), American
drama critic, playwright, and manager, who—
in the 1890s—owned theatres bearing his name
in London and New York. Realizing that by
staging Shakespeare’s plays he could greatly en-
hance his own fame and reputation, Daly pro-
duced thirteen revivals at the Fifth Avenue
Theatre (1869—77) and eleven at Daly’s, New
York (1885-99). The plays (predominantly the
romantic comedies) were heavily adapted (at
least eleven of them by William Winter) to suit
pictorial taste, but they featured many actors
with or on the way to high reputation, in par-
ticular Ada Rehan whose Katherine was
acclaimed in New York, London, and Stratford-
upon-Avon. RF

Felheim, Marvin, The Theater of Augustin Daly
(1956)

Dance, James (1721-74), an actor specializing
in character parts, including Malvolio in Dub-
lin and Trinculo in Edinburgh. Using the stage
name James Love, he achieved prominence as
Falstaff. He took larger roles for Garrick at
Drury Lane from 1762 and appeared as Falstaff
in The Jubilee (1769). CMSA

dance in the plays. In Shakespeare’s time
dancing formed a part of people’s lives at all
levels of society in a way that we can scarcely
conceive now, and the ability to dance profi-
ciently was an expected social accomplish-
ment for the genuy and nobility. Not
surprisingly then, the plays contain numer-
ous allusions to dance, using terms that would
have been as immediate and striking in their
imagery to audiences then as they are obscure
today, and providing Shakespeare with ample
scope for playing on words (*brawl, *meas-
ure, *cinquepace, etc.).

Actual dancing is always linked in some way
to the action of the play. Shakespeare used it to
accompany, illustrate, and emphasize a change
of mental or physical state, most obviously that
of awakening love between a couple (Romeo
and Juliet, Pericles and Thaisa, Henry viir and
Anne Boleyn). It plays a similar role in under-
lining the King’s recovery in All’s Well Thar
Ends Well, and Katherine’s illness in Al Is True
(Henry viir). It was used to invoke or represent
the supernatural (see ROUNDEL), and to cele-
brate a happy outcome or conclusion; three of
the middle period comedies, A Midsummer
Night's Dream, Much Ado About Nothing, and
As You Like It, end with dance. Even when no
dance is indicated or implied at the end of a
play, it was the practice to conclude with a sung
and danced theatrical afterpiece or *jig. As the
five-act structure developed, dancing sometimes
took place as entertainment in addition to the
customary music during the intervals.
Dancing plays a part in the staged enter-
tainments or *masques which occur within
several plays. Care is still taken though to bind
the dances in some way to the narrative and
plot, even if only through interruption as in The
Tempest 4.1.139. Shakespeare was probably not
responsible for including the self-contained 4i-
vertissements in The Winters Tale (the satyrs’
dance) and The Two Noble Kinsmen (the mor-
ris), which seem to have been borrowed from
court maSqueS‘
Information on dance steps and style may be
gained from treatises published in France and
Italy during Shakespeare’s lifetime (see Arbeau,
Orchesography, 1589; Caroso, Nobilta di dame,
1600); at the level of the gentry and nobility
England appears to have followed continental
practices in many respects. It is important to
realize that in a ball, dances such as the *galliard,
la *volta, and *coranto were performed by one
couple at a time, displaying their skill to the as-
sembled company (a point often missed in
period costume productions on stage or screen).
Social dances involving several couples together
might include certain measures and the *pavan,
when in procession; also (danced at all levels of
society) the country dances and brawls. (See also
BALLET.) JB
Arbeau, Thoinot, Orchesography (1589), trans.
M. S. Evans (1948), ed. Julia Sutton (1967)
Brissenden, Alan, Shakespeare and the Dance
(1981)

Caroso, Fabritio, Nobita di dame (1600), ed.
and trans. Julia Sutton (1986)

Daye, Anne (ed.), A Liwely Shape of Dauncing:
Dances of Shakespeare’s Time (1994)

Dancer. See EPILOGUE.

Daniel, Samuel (c.1563-1619), poet and play-
wright, whose work intersects with Shake-
speare’s at many points. His first publication
was the Sidneian sonnet sequence Delza (1592),




DANKWORTH, JOHNNY

whose serious, measured verse lays the thematic
foundation for variations played in Shake-
speare’s Sonnets (Daniel is sometimes identified
as the ‘rival poet’ in that sequence). Alongside
Delia he published a narrative poem, 7he
Complaint of Rosamond. Written in rhyme royal,
the stanza form adopted by Shakespeare in A4
Lover’s Complaint and The Rape of Lucrece, its
intimate scrutiny of sexual tyranny and female
psychological torment anticipates Venus and
Adonis as well as The Rape of Lucrece. The Delia
volume may well have influenced Shakespeare’s
decision to publish a complaint poem along
with his Sonnets in 1609. Daniel was an as-
siduous reviser of his writings—he prefaced his
Certain Small Works (1607) with some verses
about the process of revision—and he perhaps
rewrote his academic tragedy Cleopatra (1594,
revised 1607) after seeing Shakespeare’s Antony
and Cleopatra, which in turn contains possible
echoes of Daniel’s play. His epic poem The Civil
Wars between . . . Lancaster and York (1595), too,
underwent many revisions. The earliest version
is thought to have influenced Shakespeare’s
Richard 11. In the reign of James 1, Daniel be-
came Gentleman Extraordinary of Queen
Anne’s Privy Chamber, and the Queen acted in
two of his masques. His fine prose treatise A
Deferce of Rhyme (c.1603) shows a quiet confi-
dence in his own skills which has been amply
justified by his posthumous reputation. ~ RM

Rees, Joan, Samuel Daniel: A Critical and Bio-

graphical Study (1964)

Dankworth, Johnny. See jazz.

Danter, John. See CHETTLE, HENRY; DERELICT
PLAYS; PRINTING AND PUBLISHING.

Dardanius. See STraTO.

‘Dark Lady. All Shakespeare’s sonnets unam-
biguously addressed to or concerned with a
woman occur towards the end of the sequence,
from Number 127 onwards. Most commonly
characterized as ‘black’, in both appearance and
character, she has come to be known as the ‘dark
lady’, though the phrase itself does not occur in
the Sonnets. In 1797 George Chalmers argued
that all the Sonnets were addressed to Queen
Elizabeth. Since then, innumerable other at-
tempts—all doomed to failure in the absence of
documentary evidence—have been made to
identify the dark lady with one or more real
women (including the former Anne Hathaway)
of Shakespeare’s time. Gerald Massey, in The
Secret Drama of Shakespeare’s Sonnets (1880),
expanded his earlier claim that she was Penel-
ope, Lady Rich. A popular candidate until she
was discovered to have been fair was Mary
Fitton, one of the Queen’s maids of honour,
disgraced in 1601 when she had a son by the Earl
of *Pembroke. As her star waned, Richard
*Field’s French wife Jacqueline entered the lists,

championed by Charlotte Stopes. Jane (or
Jennet) Davenant was a natural suspect in view
of her son William *Davenant’s reputed will-
ingness to believe that Shakespeare begot him.
G. B. Harrison, supposing the lady to have been
black all over, proposed a negro prostitute,
probably the ‘Lucy Negro, abbess de Clerken-
well’ mentioned in the Gesta Grayorum (1594).
In 1973, A. L. *Rowse trumpeted his conviction
that she was Emilia *Lanier, revealed in the pa-
pers of Simon *Forman to have been the mis-
tress of the Lord Chamberlain, Lord Hunsdon.
Her darkness fell from the air when it was
shown that Forman wrote not, as Rowse be-
lieved, that she ‘was brown in youth’, but that
she was ‘brave’. In 1997 Jonathan Bate, in 7he
Genius of Shakespeare, flew a kite for the wife
(first name unknown) of John Florio, sister of
Samuel *Daniel.

The Dark Lady has also been linked with
characters in the plays, most notably Rosaline,
in Love’s Labour’s Lost, whom Biron describes as
‘A whitely wanton with a velvet brow, | With
two pitch-balls stuck in her face for eyes’
(3.1.191-2), but also including Romeo’s ‘black-
eyed Rosaline’, Gertrude, Cressida, Mistress
Quickly, and Cleopatra. N4

Schoenbaum, S., Shakespeare’s Lives (1970; rev.
edn. 1991)

Daughter, Antiochus’. Sec ANTIOCHUS.
Dauphin, Louis the. See Louts THE DaurHIN

Dauphin, the. He is the boastful and bellicose
eldest son of Charles v of France in Henry v.
AB

Davenant, Sir William (1606-68), putative
illegitimate son of Shakespeare, the second Poet
Laureate, theatre impresario, playwright, and
adapter of Shakespeare. His death was re-
ported ‘just now’ by Samuel Pepys on 7 April
1668. John *Aubrey recorded that Davenant
would ‘when he was pleasant over a glass of
wine with his most intimate friends ... say
that it seemed to him that he writ with the
very spirit that Shakespeare [had], and was
seemed contentended [sic] enough to be
thought his son’. The tavern in Oxford owned
by Davenant’s parents was on the road from
Stratford-upon-Avon to London but it did not
offer any public accommodation and there is no
evidence beyond the frequent retelling of
Aubrey’s anecdote to substantiate the story.
However, Davenant was an avid fan of Shake-
speare’s work. At the age of 18 Davenant went to
London and although they rejected his The
Tragedy of Albovine, King of the Lombards, the
King’s Men put on his 7he Cruel Brother in
1627. Davenant’s The Colonel was licensed on
22 July 1629 but may not have been performed,
but his 7he Just Italian (1630) certainly was
performed by the King’'s Men. In 1630

Davenant contracted syphilis and suffered dis-
figurement to his nose from taking mercury to
cure it. When Ben Jonson broke his partnership
with Inigo Jones, William Davenant took up
Jonson’s place and wrote his first court masque,
The Temple of Love (1634), in 1634. Masque,
play, and poetry writing occupied Davenant
until the Civil War and from 25 March 1638 he
received a royal pension which, although Jon-
son was not yet dead, was widely taken to indi-
cate that Davenant had succeeded him as Poet
Laureate.

Davenant’s interest in running his own the-
atre is indicated by his petition of 26 March
1639 to build one in Fleet Street, and although
this was refused he was appointed to succeed
William Beeston as governor of the ‘Beeston
Boys’ at the Cockpit in Drury Lane. Military
service in the skirmishes which prefigured
the Civil War prevented Davenant from ful-
filling this commission, and in 1642 he, like
many in the theatre, joined the Royalist side. In
prison after defeat of the Royalists Davenant
wrote his epic poem Gondibert, and after two
years he was released unharmed, probably aided
by solicitations from John *Milton amongst
others. Covert theatrical performances con-
tinued throughout the Interregnum, and
Davenant wrote a number of ‘entertainments’
which introduced innovations set to become
standard theatrical practice after the Restor-
ation: a proscenium arch, painted canvases, and
female actors. The most theatrically complete of
these ‘entertainments’ was Davenant’s 7he Siege
of Rhodes (1656) which was presented in revised
form for the opening of Davenant’s theatre, the
Duke’s, in 1661. In Charles 11’s reign Davenant
at the Duke’s and Thomas *Killigrew at the
Theatre Royal enjoyed a theatrical duopoly in
London, and both showed established classics
from the pre-Commonwealth era. Davenant
also adapted the earlier works: his 7he Law
against Lovers (1662) was Shakespeare’s Measure
for Measure plus Beatrice and Benedick from
Much Ado About Nothing, and his The Tempest;
or The Enchanted Island (1667) was Shake-
speare’s play with the addition of sisters for
Miranda and Caliban and a sweetheart for
Ariel. Davenant’s leading actor, Thomas *Bet-
terton, was reputedly aided by Davenant’s fa-
miliarity with the performances of John *Lowin
and Joseph *Taylor who received their instruc-
tions directly from Shakespeare. This cannot be
literally true since Taylor joined the King’s Men
in 1619, but Davenant had closer links with the
Shakespearian tradition than anyone else
working in the London theatre.

Davenant’s adaptations of Shakespeare were
only a part of his life’s achievement, but having
the confidence to rewrite Shakespeare’s lines
and to introduce technological innovations,
such as ‘Enter Three Witches Flying in his Mac-
beth (1664), brought considerable disapproval
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when the early 20th-century theatre industry
rediscovered what it took to be ‘authentic’
Shakespearian practices. One of Davenant’s
innovations, women playing women’s parts,
might be judged a necessity brought about by
the interruption of theatrical traditions caused
by the Commonwealth suppression of drama:
no boy apprentices were available when the
theatres reopened. But his biographer Mary
Edmond is undoubtedly right to credit
Davenant with making Shakespeare available to
a generation denied any access to theatrical art
and his intelligent reworkings may be seen as an
appropriate response to conditions utterly un-
like those which obtained when the theatres
were closed in 1642. GE

Edmond, Mary, Rare Sir William Davenant
(1987)

Harbage, Alfred, Sir William Davenant: Poet
Venturer 1606—1668 (1935)

Davenport, James, vicar of Stratford 1787—
1841 who passed on to *Malone by 1790 a story
deriving from his clerk’s 8s-year-old father,
whose family had lived close to New Place, that
Shakespeare planted the mulberry tree there
‘and that tll this was planted there was no
mulberry tree in that neighbourhood’. In 1609
James 1 had issued instructions to encourage the
breeding of silkworms by growing more mul-
berry trees. SwW

Davenport, Robert (fl. 1624), playwright. His
three surviving plays, A New Trick to Cheat the
Devil (1639), King John and Matilda (1655), and
The City Night-Cap (1661), all owe some debt to
Shakespeare. The Stationers’” Register for 1653
claims that he co-wrote a lost play with Shake-
speare, Henry 1. RM

Davies, John (ci1565-1618), poet born at
Hereford. Davies’s eight-line poem, “To our
English Terence, Mr Will. Shake-speare’ (1610),
suggests that Shakespeare had acted royal parts
on stage: ‘Had’st thou not played some Kingly
parts in sport, | Thou hadst been a companion
for a King.” Davies may also imply that King
James 1 has insufficiently honoured Shakespeare
and Richard Burbage. In stanza 76 of his The
Civil Wars of Death and Fortune (1605), he refers
to those ‘guerdoned not, to their deserts’, and
notes in the margin: ‘Stage plaiers’ and “W.S.
R.B’ PH

Davies, Thomas (?1712-8s), actor, bookseller,
and critic. Davies was the author of Dramatic
Miscellanies (1785), a collection of observations
on contemporary theatre and on Shakespeare’s
characters, especially those played by *Garrick.
He introduced Boswell to Dr *Johnson in 1763,
and, at Johnson’s suggestion, wrote the Life of

Garrick (1780). CMSA
Davy is Shallow’s servant in 2 Henry 1v.  AB
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Day, John (c1574—c.1640), one of the impecu-
nious playwrights who wrote for the theatre-
owner Philip *Henslowe. His best-known play
is The Isle of Gulls (1606), a satirical comedy
loosely based on Sir Philip Sidney’s Arcadia,
which angered James 1 by referring to his private
life. It has also been suggested that Day wrote
Pericles with Shakespeare. RM

death, as Gertrude reminds Hamlet, invoking
the most persistent of consolatory topoi, is
‘common’. Since ‘all that lives must die, | Pass-
ing through nature to eternity’ (Hamler 1.2.72
—3), to be human is to be mortal. Death, from
this perspective, seems unproblematically uni-
versal, a simple, irreducible fact of our nature,
unyieldingly the same across all societies and
throughout time. If by ‘death’, however, we
mean more than the mere cessation of animal
being, it proves (like most supposedly ‘natural’
human experiences) to be an artefact of culture,
its meanings shaped by a whole variety of local,
intensely mutable beliefs and practices. Thus
the death endured by Shakespeare’s contem-
poraries, and represented in their art, was
different in important respects from our own—
and different also from that suffered by their
medieval forebears.

In early modern England, racked by endemic
social violence and decimated by recurrent epi-
demics of disease, death was a far more insistent
presence than for us; its brutal commonness was
announced by the plague pits, heaped with
undifferentiated corpses, that pockmarked the
ground of London, by the ‘odoriferous stench’
of putrefaction (King John 3.4.26) that leaked
from the tombs crowding every church, by the
systematic degradation of corpses in public
anatomies (King Lear 3.6.34—6), and by ad-
monitory displays of the ‘rotten carcass of
old Death’ (King Jobn 2.1.457) on gibbets and
city gates. The commonness of death invested
it with a levelling power that threatened to
undo all the differences on which a fiercely
hierarchical social order depended—a power
emblematized in Hamlefs graveyard, where
‘imagination [can] trace the noble dust of
Alexander till he find it stopping a bunghole’
(5.1.199—200). In Troilus and Cressida the same
collapse into absolute indistinction is symbol-
ized in recurrent images of plague, and brought
to startling theatrical life in the ‘putrefied core’
which Hector discovers beneath the sumptuous
armour of the warrior whose death prefigures
his own (5.9.1).

Hector’s morbid antagonist, like Hamlet’s
gravedigging clown (who began his work ‘the
very day that young Hamlet was born’, 5.1.144
—s), resembles an uncanny summoner from the
Dance of Death tradition, in which Death is
endowed with a grisly personality. Widely dis-
seminated in frescos, paintings, and prints from
the 15th and 16th centuries, the Danse Macabre,

DEATH

along with the equally popular Triumph of
Death, represents the nightmare of mortal
undifferentiation at its most intense. In the
Dance, individuals representing every rank and
condition are drawn into the indiscriminate
embrace of Death by cadavers who travesty the
identity of each: Death comes as grinning sex-
ton, an armoured skeleton, an ‘antic’ jester (z
Henry vi 4.7.18; Richard 11 3.2.158); a ‘fell ser-
geant’ (Hamlet 5.2.288), a bony bridegroom
(Antony and Cleopatra 4.15.100-1; Romeo and
Juliet 4.5.65-6), an ‘amorous’ young lover
(Romeo and Juliet s.1.102—s), or a sardonic
‘physician’ who announces that ‘death | Will
seize the doctor too’ (Cymbeline s.5.101, 5.6.29—
30). In the equally popular Triumphs, Death
drives a splendid chariot over heaps of bodies in
which mighty and mean lie tumbled together.
‘(Mlade proud with pure and princely beauty’
(King John 4.3.35), this ‘Triumphant death’ (x
Henry v1 4.7.3) is represented as a king whose
overriding authority is ironically inscribed in
the very symbols of earthly power: ‘within the
hollow crown | That rounds the mounted
temples of a king | keeps Death his court, | And
there the antic sits, | Scoffing his state, and
grinning at his pomp’ (Réichard 11 3.2.156-9).

At the beginning of 1 Henry v1, the funeral
procession of the heroic Henry v reminds the
grieving Exeter of this grim pageantry: ‘Death’s
dishonourable victory, | We with our stately
presence glorify, | Like captives bound to a tri-
umphant car’ (1 Henry v1 1.1.20-2); but (like
their increasingly extravagant tombs) the pom-
pous funerals of the great, organized by the
College of Heralds with minute regard for the
niceties of rank and honour, were designed
precisely to reaffirm proper distinction in the
teeth of Death’s levelling assaults. Thus for
Laertes his father’s ‘obscure burial— | No
trophy, sword, not hatchment o’er his bones, |
No noble rite nor formal ostentation’ (Hamlet
4.5.211-13) seems almost more painful than his
death itself.

One key to the enormous elaboration of fu-
neral art in early modern England lay in the
Reformation denial of Purgatory. This effect-
ively silenced the whole vast industry of inter-
cession by which medieval Catholicism had
maintained a living relationship with the dead.
Thus, while one part of Hamlet is convinced
that the Ghost is indeed ‘my father’s spirit,
come from Purgatory to seek his aid, the Prot-
estant part of him repudiates the claim, know-
ing that the dead are beyond our reach in “[t]he
undiscovered country | From whose bourn no
traveller returns’ (Hamlet 3.1.81-2). The Church
asserted a continuing responsibility to prepare
its members (as the Friar/Duke does in Measure
Jfor Measure) for the onset of death and judge-
ment through mastery of a pious ars moriends,
but the dead themselves seemed abandoned.
The pain of this abrupt separation informs not



DEATH MASK

only Hamlet, but much of the proliferating
writing on death, and it provided one of the
animating energies of the tragic theatre, whose
black hangings self-consciously mimicked the
visual language of funeral (1 Henry vr1.1.1), and
whose ‘industrious scenes and acts of death’
(King John 2.1.376) with their defiant reaffirm-
ations of individual identity, provided an es-
sential secular instrument for confronting the
agonizing mystery of mortal ending. MN
Aries, Philippe, The Hour of our Death, trans.
Helen Weaver (1981)
Calderwood, James L., Shakespeare and the De-
nial of Death (1987)
Neill, M., Issues of Death: Mortality and Identity
1n English Renaissance Tragedy (1997)

death mask. A plaster cast dated 1616, pur-
porting to be Shakespeare’s death mask, was
brought to London from Germany in 1849:
known as the Kesselstadt death mask (after a
former owner), it attracted widespread interest
over the next three decades, but now languishes
in obscurity in a museum in Darmstadt. Claims
for its authenticity are revived from time to time
but have not achieved general acceptance.

MD

Decius Brutus. One of the conspirators, he
undertakes to bring Caesar to the Capitol, Julius
Caesar 2.1.210 and 2.2.58—-107. He is based on
Decimus Junius Brutus Albinus: Shakespeare
followed *Plutarch’s mispelling. AB

Declaration of Egregious Popish Impos-
tures, A. Sce HARSNETT, SAMUEL.

Decretas tells Caesar of Antony’s death, Antony
and Cleopatra 5.1.13. AB

dedications. See RareE oF Lucrece, THE;
VENUS AND ADONIS.

deer-stealing. Sce Lucy, Sir THOMaAS.

Defoe theory, one of the wilder claims offered
in the course of the *Authorship Controversy,
to the effect that Shakespeare’s works were
written by Daniel Defoe (1660-1731): its chief
exponent, appropriately, was one George M.
Battey. MD

Deguchi, Norio (b. 1940), Japanese director.
Deguchi majored in aesthetics at the University
of Tokyo, and in 1974 organized the Shake-
speare Theatre. The company has produced all
the plays of Shakespeare in Yushi Odashima’s
translation. His productions are fast-moving
and simple, using no scenery and no elaborate
costume, and have made Shakespeare easily
accessible to young audiences. K

Deiphobus. One of the sons of Priam, he
speaks half a line, Troilus and Cressida 4.1.2.
AB

Dekker, Thomas (c.1572~1632), playwright and
pampbhleteer. Dekker was born in London and

wrote about it with intense affection through-
out his life. He began his career in the 1590s
working for the theatrical impresario Philip
Henslowe, many of whose employees were short
of cash; Dekker was twice imprisoned for debt.
He collaborated often, notably with Michael
Drayton, Thomas Middleton, and John Ford,
and rewrote other men’s plays: some scholars
think he revised a few of Shakespeare’s. His
output was prodigious: between 1598 and 1602
alone he wrote about 40 plays for the Admiral’s
Men. His best-known works are comedies—
The Shoemaker’s Holiday (1599), which tells the
story of an eccentric shoemaker who became
Lord Mayor of London, and the moralistic fairy
tale Old Fortunatus (1599)—but he wrote well in
any genre: from revenge tragedy (Love’s Do-
minion, 1600) to history (Sir Thomas Wyatt,
1602), from civic pageant ( The Magnificent En-
tertainment, 1603) to tragicomedy (The Honest
Whore, 1604, and The Witch of Edmonton, 1621).
During the *War of the Theatres at the turn of
the century he was attacked by Ben Jonson in a
series of theatrical satires, to which he responded
with Satiromastix (1601). He also wrote many
pamphlets, such as The Wonderful Year (1603)
and Lantern and Candlelight (1608), which paint
a vivid picture of life and death in the Jacobean
metropolis. RM

Gasper, Julia, The Dragon and the Dove: The

Plays of Thomas Dekker (1990)
McLuskie, Kathleen, Dekker and Heywood:
Professional Dramatists (1994)

Delabreth, Charles. See ConNsTABLE OF

FrANCE.

Delacroix, Eugéne (1798-1863), French artist.
Hailed as the leader of the ‘Romantic school’ of
19th-century French painting, Delacroix drew
upon Shakespearian and other literary subjects
throughout his career. He regarded Shakespeare
as an ‘imperfect genius’, admiring what he saw
as the psychologically powerful, ‘unfinished’
quality of his plays. Delacroix believed that a
similar quality could be used to an even greater
effect in painting and the theoretical relation-
ship between literary and visual art became a
preoccupation of his Journal. Favouring the
pathetic elements of Shakespeare’s drama, De-
lacroix’s many Shakespeare paintings include
scenes from Hamlet, Othello, and Romeo and
Juliet. In 1843 he completed a series of sixteen

lithographs with subjects taken from Hamlet.
Ry
Joubin, André (ed.), Journal d’Fugéne Delacroix

(3 vols., 1932)

deletion. Evidence of Shakespeare’s habit of
deleting lines as he wrote is provided by the
printed texts set up from his *foul papers; the
compositors of these texts often either misun-
derstood or overlooked Shakespeare’s deletion
marks in the manuscript and set the cancelled

version of a line or passage (known as a ‘false
start’) as well as the line or passage that was
intended to replace it. See especially Romeo and
Juliet 3.3.40-3. ER

Delius, Nikolaus (1813-88), German academic,
editor, and lexicographer. He published an
edition of Shakespeare (1854—61) whose text was
used for the so-called Leopold Shakespeare
(1877), with Furnivall’s essay on verse tests.
Other publications include his Shakspere-
Lexicon (1852); Uber das englische Theaterwesen
zu Shaksperes Zeit (1853); and Abhandlungen zu
Shakspere (2 vols., 1878—9). ™

Deloney, Thomas (d. 1600), silk-weaver, and
writer of ballads and prose fiction. He origin-
ated in Norfolk and may have spent some time
in Berkshire, a centre for the English silk in-
dustry. By 1586 he was in London, writing bal-
lads, a form of poetry printed on single sheets
and read by the newly literate classes involved in
trade and industry. Deloney twice took the
unusual step of printing his ballads in book
form, as if to proclaim the value and durability
of the genre he wrote in. His confidence was
justified: his ballads went on being reprinted
until well into the 18th century. His ballad col-
lection The Garland of Good Will (1628) con-
tains a poem, ‘Crabbed Age and Youth’,
attributed to Shakespeare in 7he *Passionate
Pilgrim. His prose narratives, too, were best-
sellers till the 18th century. They include 7homas
of Reading (1612), Jack of Newbury (1619), and
The Gentle Craft (1599), part of which was ad-
apted for the stage by Thomas *Dekker in The
Shoemaker’s Holiday (1599). Deloney’s fictions
celebrate the lives of successful members of the
middle classes—cobblers and clothworkers—
and their complex interactions with other social
groups in pre-Elizabethan England. Their nar-
ratives are cleverly constructed, full of ballads,
practical jokes, and lively dialogue. The death of
Master Cole in Thomas of Reading bears a
striking resemblance to the death of Duncan in
Macbeth. RM

Margolies, David, Novel and Society in Eliza-

bethan England (1985)
Wright, Eugene, Thomas Deloney (1981)

Demetrius. (1) He is the older of Tamora’s
villainous surviving sons in Titus Andro-
nicus. (2) In A Midsummer Night's Dream his
love for Hermia is changed by fairy magic into
love for Helena. (3) He is a friend of Antony’s
who appears in Antony and Clespatrat1.  AB

Dench, Dame Judi (b. 1934), British actress.
From drama school she went straight to the
Old Vic Company in 1957 for four seasons,
opening as Ophelia to John *Neville’s Hamlet
and later earning rave notices as Juliet in Franco
*Zeffirelli’s sun-baked, Italianate Romeo and
Juliet. Thereafter she has been admired in clas-
sical and modern works, including musicals,
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Judi Dench as Cleopatra to Anthony Hopkins's Antony in Peter Hall's National Theatre




DeNIs (DENNIS)

becoming the best-loved actress of her gener-
ation. Her long association with the *Royal
Shakespeare Company began in 1962 when she
played Titania in A Midsummer Night’s Dream
(later filmed) and Isabella in Measure for Meas-
ure. In 1969 she played both Hermione and
Perdita in The Winter’s Taleand a most moving
Viola in Twelfih Night. In 1976 she was an en-
chanting Beatrice as well as a brilliant Lady
Macbeth in an intense, intimate version by
Trevor *Nunn. She has played every Shake-
spearian heroine except Rosalind. At the Na-
tional Theatre she scored a triumph as
Cleopatra, bringing out the wit, sensuality, and
earthiness. She was Volumnia to the Coriolanus
of Kenneth *Branagh whom she directed earlier
in Much Ado Abour Nothing. She won an Oscar
for her brief appearance as Queen Elizabeth in
the film Shakespeare in Love (1999). MJ

Denis (Dennis), Oliver’s servant, appears in As
You Like It1.1. AB

Denmark. See SCANDINAVIA.
Dennis. See Denis.

Dennis, John (1657-1734), critic and play-
wright, author of two unsuccessful adaptations
which attempt to regularize Shakespeare: The
Comical Gallant; or The Amours of Sir John
Falstaff (Merry Wives) and The Invader of his
Country (Coriolanus). His adaptation of Corio-
lanus included a critical essay assessing Shake-
speare’s beauties and defects. M

Denny, Sir Anthony. He conducts Cranmer to
Henry, All Is True (Henry virr) s.1. AB

De Quincey, Thomas (1785-1859), English es-
sayist, author of a notable article on Shakespeare
in the Encyclopaedia Britannica (1838) and the
essay ‘On the Knocking at the Gate in Macbeth’
(1823), which he calls a ‘specimen of psycho-
logical criticism’, on the evocation, through
sound, of sympathy and anxiety in the audi-
™

ence.

Derby’s (Strange’s) Men, the men of Ferdi-
nando Stanley, Lord Strange (Earl of Derby
from 25 September 1593), led by Edward Alleyn
from 1591, containing remnants of Leicester’s
Men and possibly Shakespeare. In 1592 the
company played ‘harey the vj’ (possibly Shake-
speare’s 1 Henry vr) in a successful season at
Henslowe’s Rose. Stanley died in 1594, leaving
the company without a patron (though his
brother William’s marriage to Elizabeth Vere in
January 1595 has been proposed as the occasion
for the first performance of A Midsummer
Night’s Dream). Alleyn left to form the Ad-
miral’s Men while Thomas Pope, John
Heminges, Augustine Phillips, and George
Bryan left to form the Chamberlain’s Men. The
rest of Derby’s Men continued playing but were

unable to break the Admiral’s/Chamberlain’s
London duopoly. GE

Derby theory. The claim that Shakespeare’s
plays were really written by William Stanley,
6th Earl of Derby (1561-1641), was first made by
James Greenstreet in 1891, but was most con-
spicuously (and copiously) elaborated by Abel
Lefranc in France between 1919 and 1950 (see
AutHorsHir CoNTROVERSY). There is in fact
no reliable evidence that this Earl wrote any-
thing, his advocates relying solely on details of
his biography which they claim would have
ideally fitted him to write the Shakespeare
canon, such as his having visited Navarre.

MD

Schoenbaum, S., Shakespeare’s Lives (1970)
Dercetas. Sce DECRETAS.

derelict plays. A publisher’s copy rights to a
text were considered to be derelict when the
owner of the rights had died without heir or
assignee; the copy rights would then revert to
the *Stationers’ Company, from which they
would have to be purchased before the text
could be reprinted. A Midsummer Night's Dream
was entered in the Stationers’ Register and
published by Thomas Fisher in 1600, but
nothing further is heard of Fisher after 1601, so
Fisher’s copyright was apparently deemed dere-
lict by the publishers of the First *Folio. So too,
the copyright to Titus Andronicus had lapsed on
the death of John Danter in 1599. ER

Dering manuscript, one of the earliest known
manuscripts of a Shakespearian play, prepared
in 16223 for the library of the literary anti-
quarian Sir Edward Dering. It combines por-
tions of 1 and 2 Henry 1v into a single play of
3,401 lines, perhaps intended for a private per-
formance. The Dering manuscript was appar-
ently copied from Qs (1613) of Part 1 and Q1
(1600) of Part 2; nearly three-quarters of the text
was taken from Part 1. The adaptation divides
the play into acts and scenes, cuts much of the
comic material, and reveals careful attention to
technical matters of stage production. Its dele-
tions and alterations often anticipate those in
later acting editions of the plays. ER
Yeandle, Laetitia, “The Dating of Sir Edward
Dering’s Copy of The History of King Henry

the Fourth, Shakespeare Quarterly, 37 (1986)

Desdemona, having cloped with Othello, fol-
lows him to his military post as governor of
Cyprus. *Iago is successful in his plot to make
her appear adulterous and Othello subjects her
to insults and violence, finally smothering her in
the last act. Her name is taken from *Cinthio’s
novella (1565) in which Disdemona is beaten to
death by her husband and an Ensign (both
nameless).

Desdemona may have been one of the first
Shakespearian roles played by a woman on the

English stage (possibly by Anne Marshall at
Clare Market in 1660), but it took a long time
for her character to develop into something be-
yond the anonymous modesty required as a foil
to the star roles of Othello and Iago. Later ac-
tresses who brought interest and importance to
the role included Sarah *Siddons, Fanny
*Kemble, and Helen *Faucit, though during the
19th century the part became more difficult to
play as racism became more pervasive and ex-
treme: *Coleridge, for example, wrote that ‘it
would be something monstrous to conceive this
beautiful Venetian girl falling in love with a
veritable negro’ (1832). Twentieth-century di-
rectors have often sought to make her tragedy
one of isolation and vulnerability in the brutal
world of homosocial military relations (hence
Lisa Harrow’s interpretation in John *Barton’s
1971 production). AB

Hankey, Julie (ed.), Plays in Performance:

Othello (1987)

detective fiction. See ricTION.

Dethick, Sir William (1543-1612), Garter
king-of-arms (a senior official of the College of
Heralds) who prepared the document dated 20
October 1596 granting John Shakespeare’s ap-
plication for a coat of *arms and that of 1599 by
which the arms could be combined with those
of the *Arden family. A violent and probably
corrupt man, he had many enemies. In 1602 the
York herald, Ralph Brooke, accused him of
granting arms to unworthy persons and of
fraudulenty assigning arms that already be-
longed to others. Shakespeare’s is among the 23
names cited. SwW

deus ex machina, a ‘god from a machine’,
lowered mechanically to the stage in some of
Euripides’ plays to untangle the plot. The last
scene of As You Like It echoes this device with
the introduction of Hymen to marry off the
various couples, but its most literal example in
the canon is that of Jupiter’s descent on an eagle
in the last act of Cymbeline: other examples in
the late romances would include Diana’s ap-
pearance in Pericles and the divine revelations
offered towards the close of The Two Noble
Kinsmen. (See FLYING.) CB

Deutsche Shakespeare-Gesellschaft, an
open society founded in 1864 in Weimar to
disseminate knowledge of Shakespeare in Ger-
many and active ever since (currently ¢.2,500
members); from 1963 to 1993 it was politically
divided into separate organizations East and
West. Its public meetings feature performances,
lectures, and debates; it promotes scholarship,
publishes the *Shakespeare Jahrbuch, and sup-
ports Shakespeare editions. WH

device, the pictorial ornament used on title
pages as the trade mark of individual printers or
publishers. Devices were often personalized to
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include the printer’s initials, to represent the
sign at which the bookseller carried on business,
or to pun on the publisher’s name, as in the
framed device of a kingfisher catching a fish on
the ude page of Q1 A Midsummer Night'’s
Dream, published by Thomas Fisher. ER

Devine, George (1910-66), Britsh actor and
director. While an undergraduate at Oxford he
invited John *Guelgud to stage Romeo and Julrer
with Peggy *Ashcroft and Edith *Evans as guest
players. Soon he was associated with Gielgud
and others 1n significant Shakespeare produc-
uons 1n London. He also devoted humself to the
serious training of actors and designers and after
war service taught at the short-lived but influ-
enual Old Vic Theatre School. As a freelance he
staged five plays at Stratford including an in-
novative King Lear boldly designed by Isamu
Noguchi. In 1956 he founded the *English Stage
Company at the Royal Court, making 1t (at the
cost of his own health) the most dynamic centre
for new writing 1n Britain. MJ

Wardle, Irving, The Theatres of George Devine
(1978)

de Witt drawing. Sec SwAN THEATRE.

dialects. In Elizabethan English regional dia-
lects were no longer employed, as they were 1n
the Middle Ages, for literary and scientific
writing, but their use survived on the stage to
denote rustic speakers. Shakespeare used a con-
venuonal ‘stage’ dialect to disguise the courtly
*Edgar, in King Lear, as a countryman, and
natonal forms of speech to demonstrate the
support offered to the young King Henry v, not
only by his subjects 1n England but by those 1n
Scotland, Wales, and Ireland too. Their dialects
are suggested not primarily by vocabulary or
grammar but mainly by their accents, partly
realized 1n phonenc spelling, e.g. prudge for
bridge, gud for good, and zir for s, Vs

Diana. (1) She helps Helen win Bertram 1n A//s
Well That Ends Well. (2) The Roman goddess

of chasuty, she appears to Pericles 1n a vision,
Pericles 21. AB

Dibdin, Charles (1745-1814). English com-
poser. A prolific songwriter, Dibdin played a
major musical part in the Shakespeare *Jubilee
celebrations at Stratford-upon-Avon in 1769.
He composed a cantata, Queen Mab, and com-
piled a collection of songs sung on the occasion,
including his own settings, entitled Shakespear’s

Garland: or The Warwickshire Jubilee. IBC
Dick. Sec BuTcHER, DICK THE.

Dickens, Charles (John Huffam) (1812—70),
novelist, the only English author whose prodi-
gious gifts may justifiably be compared to
Shakespeare’s. Dickens’s life and work are con-
tinuously informed by his familiarity with and
admiration for all of Shakespeare’s work, which
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The 23-year-old Peggy Ashcroft as Desdemona, with Paul Robeson as Othello, Savoy Theatre, 1930.

undoubtedly had a transforming influence on
Dickens’s creative 1maginatuon. There are at
least 1,000 textually supported references,
echoes, and allusions in novels, essays, stories,
letters, and speeches; matched only by those to
the New Testament. His first speech refers to
Shakespearian principles of composition and
the earliest surviving fragment of manuscript is
a burlesque O’Thello (1834); his last novel (7he
Mystery of Edwin Drood, 1870) includes echoes,
allusions, and quotations from Hamler, Henry
v, and Macbeth; his last published article is de-
voted to the actor Charles Fechter as Iago and
Hamleg; his last written words are a quotation
from Romeo and Julier ("These violent delights
have violent ends’, 8 June 1870). Dickens sys-
tematically studied Shakespeare (he owned
several editions, chiefly the 21-volume 1821
Boswell’s Malone); he performed in amateur

productions; he was a member of the Shake-
speare Club and the Shakespeare Society; he
visited and promoted the purchase of Shake-
speare’s Birthplace; among his close frends
were the Shakespeare scholar Charles Knight,
the Shakespearian actor William Charles
Macready, and the Shakespearian artist Daniel
MacLise; his country home was at Gad’s Hill,
Falstaff’s old thieving-ground; and, of course,
his analogical mind draws on Shakespeare
(particularly the great tragedies) in all his major
novels, both in conception and in detail, from
Mr Crummles’s production in Portsmouth of
Romeo and Juliet (Nicholas Nickleby, 18389,
dedicated to Macready) to Mr Wopsle’s imper-
sonation of Hamlet (Great Expectations, 1860
—1). Valerie Gager has shown (in Shakespeare
and Dickens, 1996) how pervasively and pro-
foundly Dickens was inspired and influenced by
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Shakespeare; but also how comprehensively his
own original genius transcends that and every
other influence. ™
Digges, Leonard (1588-1635), poet. A Lon-
doner, Digges took his BA degree at University
College, Oxford, then studied abroad, but re-
turned to live at his college. His widowed
mother in 1603 married Thomas Russell, who is
remembered in Shakespeare’s will. The first of
Digges’s two tributes to Shakespeare appears in
the 1623 Folio. “To the Memory of the deceased
Author Master W. Shakespeare’, 22 lines long,
includes the earliest known allusion to the
playwright’s monument at Holy Trinity church
(‘when ... Time dissolves thy Stratford Monu-
ment’), and this poem establishes, once and for
all, that the dramatist was the same person as
William Shakespeare of Stratford. Digges’s
untitled ‘Poets are born not made’, of 68 lines,
appears posthumously in John Benson’s volume
of Shakespeare’s Poems (1640). PH

dimeter, a verse line of two feet (or beats),
sometimes used in songs or (rarely) as a vari-
ation from blank verse: ‘Have more than thou
showest | Speak less than thou knowest,” etc.
(King Lear 1.4.118-19). GTW

Diomed (Diomedes) is Cleopatra’s servant. He
brings Antony the news that Cleopatra is not
dead, Antony and Cleopatra 4.15.116. AB

Diomedes. (1) He is one of the Greek com-
manders in  Troilus and Cresida. (2) See
DioMED. AB

Dion. See CLEOMENES.

Dioniza, wife to Cleon, resolves to murder
Marina out of envy, Pericles 15. AB

*
dirge, a poem, song, or hymn of mourning,
performed at funeral ceremonies; see Romeo and
Juliet 4.4.115. JB

discovery space. See STAGE DOORS; STAGE
FURNITURE.

disintegration, a term coined by E. K. *Cham-
bers to describe and castigate attempts by cer-
tain 19th-century scholars to deny Shakespeare’s
sole authorship of many of the plays in the
recognized canon. The chief catalyst of the dis-
integration movement was F. G. Fleay, who ar-
gued that analysis of metrical patterns proved
that parts of The Taming of the Shrew were
written by Thomas *Lodge, that George *Pecle
had a hand in Romeo and Juliet, and that Ben
Jonson wrote parts of Julius Caesar. Fleay's
disciple J. M. Robertson saw Marlowe as the
principal author of Richard 111, Richard m, and
Henry v, and Greene as the author of The Two
Gentlemen of Verona. Robertson held that
Hamlet, All's Well That Ends Well, The Merry
Wives of Windsor, Troilus and Cressida, Timon of
Athens, and Pericles all represent Shakespeare’s

reworking of versions of these plays originally
written by George Chapman.

When Victorian disintegrators  detected
(rightly or wrongly) the presence of two au-
thorial voices in the plays, they generally con-
cluded that this was a result of Shakespeare’s
revising the work of other dramatists. More
recent scholarship explains the presence of two
or more hands in a text as evidence of collab-
oration. Although the ‘disintegrator’ label still
carries pejorative connotations, there is today
general agreement that Shakespeare collabor-
ated with John Fletcher on The Two Noble
Kinsmen, All Is True (Henry viir), and the lost
play Cardenio; with Thomas Middleton on
Timon of Athens, Macbeth, and Measure for
Measure; possibly with George Wilkins on
Pericles; and possibly with an unknown play-
wright or playwrights on 1 Henry viand Richard
Duke of York. ER

Chambers, E. K., The Disintegration of Shake-
speare (1924)

divisions, embellishment of a melodic line
with additional, more rapid notes, found for
example in repeats of *strains in keyboard or
*lute music. Extemporizing divisions was an
expected musical skill in Shakespeare’s time.

JB

Doctor. He prescribes an unorthodox cure for
the Jailer’'s Daughter’s madness in The Two
Noble Kinsmen. AB

Doctor, English. He announces that the King is
coming to cure the sick, Macbeth 4.3.143—6.
AB

Doctor of Physic. He witnesses Lady Mac-

beth’s somnambulism and suspects her crime,
Macbeth s.1. AB

Dodd'’s Beauties of Shakespeare, published
as two volumes in 1752, proved an immensely
popular and frequently reprinted anthology and
was the form in which *Goethe first read
Shakespeare. William Dodd (1729-77) ac-
knowledges an anti-editorial bias and explains
rather than emends the sublime passages se-
lected from all plays except The Merry Wives of
Windsor. CMSA

Dogberry is a humorously incompetent con-
stable who arrests and interrogates Borachio

and Conrad in Much Ado Abour Nothing. AB

Dogberryism, a comically confused misappli-
cation of long words, as when Dogberry claims
to have ‘comprehended two auspicious persons’
(Much Ado Abour Nothing 3.5.44); later called
malapropism. CB

doggerel, tediously inept verse, as in the absurd
speeches of Bottom and his associates in their
play of Pyramus and Thisbe in the last act of A
Midsummer Night's Dream. CB

Doggett, Thomas (*1670-1721), actor, re-
nowned for his comic playing as Sir Hugh in
Merry Wives, Polonius, and a singing, dancing
witch in Macbeth. A successful co-manager of
Drury Lane, he used his wealth to instigate the
annual watermen’s race from London Bridge to
Chelsea to celebrate the Hanoverian succes-

sion. CMSA

dogs arc given names in Shakespeare more than
any other kind of animal in the plays: many of
them are the hunting dogs (Merriman,
Clowder, Silver, Belman, and Echo in the in-
duction to The Taming of the Shrew, not to
mention Petruccio’s spaniel Troilus (4.1.136) ),
and the spirits in the shapes of dogs that
Prospero and Ariel set on Stefano, Trinculo,
and Caliban in The Tempest 4.1 (Mountain,
Silver, Fury, Tyrant). In the midst of his mad-
ness, Lear refers to “The little dogs and all, |
Tray, Blanch, Sweetheart—see, they bark at me’
(3.6.20—1). The principal dog brought onto the
stage is *Crab in The Two Gentlemen of Ver-
ona, though the dog in ‘Pyramus and Thisbe’
in A Midsummer Nights Dream might also
have been a real animal in Shakespeare’s day.
Countless references are made to dogs, usually
in ways that are still familiar today: as an animal
worth less than a human (and therefore a fre-
quent insult ‘O damned Iago! O inhuman
dog?’, Othello 5.1.64); and though unworthy and
unfortunate, sometimes faring better than par-
ticularly unlucky humans—"Why should a dog,
a horse, a rat have life, | And thou no breath at
all’ (King Lear 5.3.282-3). AB

Garber, Marjorie, Dog Love (1996)

Dolabella, one of Caesar's followers, tells
Cleopatra that Caesar intends to lead her in
triumph, Antony and Cleopatra s.1.108. AB

‘Do me right, and dub me knight’, fragment
sung by Silence in 2 Henry 1v5.3.74. ‘Do me
right’ means ‘pledge or drink my health’. The
original song had music by Lassus, published in
1570. /B

Donalbain, younger son of Duncan, flees to
[reland after his father’s murder, Macbeth
2.3.137. AB

Donne, John (1572-1631), one of the greatest
English poets. Born into a Catholic family,
Donne converted to the Church of England,
entered the priesthood in 1615, and ended his
days as Dean of St Paul’s. His biographer Izaak
Walton divides his literary career in two—
separating the love poetry written in his youth
from the religious verse of his maturity—but it
is impossible to date most of his poems with
certainty. He published little poetry in his life-
time, preferring to circulate his work in manu-
script. His verse is both metrically and formally
experimental, ranging from satire to love lyric,
from sonnet to verse epistle, from elegy to
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hymn. In it he abandons the mythological ap-
paratus that dominated the verse of the 1590s, as
Shakespeare did in his sonnets, replacing it with
questing analyses of intellectual, emotional,
sexual, and spiritual problems, and wittily ex-
ploiting metaphors drawn from an abundance
of contemporary discourses: philosophical, sci-
entific, medical, cartographical, political. His
protean ability to assume different roles in his
poems is often described as theatrical. He is
known as the founder of the ‘metaphysical’
school of poetry, but seems obsessed with
physicality: with the difficulty of establishing
relationships between lovers that outlast the
moment of parting, with the problems of com-
municating, as a physical being, with an invis-
ible God. His prose writings are as restlessly
intelligent as his verse. RM

Carey, John, John Donne: Life, Mind, Art (1981)

Marotti, Arthur F., John Donne, Coterie Poet

(1986)

Donnelly, Ignatius. See BACONIAN THEORY.

‘Do nothing but eat and make good cheer, a
carol fragment sung by Silence in 2 Henry 1v
5.3.17. The original tune is unknown. /B

Dorastus and Fawnia. A *droll by this title, in
existence by 1703, was performed in 18th-
century fairgrounds: surviving cast lists show
that this was a conflation of The Winter’s Tale
and its source, *Greene’s Pandosto. It may well
have influenced later 18th-century versions of
the play by *Garrick and Macnamara Morgan.

MD

Wells, Stanley, ‘A Shakespearian Droll?’, 7he-
atre Notebook, 15 (1961)

Dorcas and Mopsa are shepherdesses who join
in the rustic raillery and sing with Autolycus in
The Winter’s Tale 4.4. AB

‘Doricles”. See FLORIZEL.

Dorset, Marquis of. Queen Elizabeth’s son
and brother to Lord Gray, he flees to join
Richmond, Richard 11 4.1.91 (based on Thomas
Gray, d. 1501). AB

Dorset, Thomas Sackville, 1st Earl of (1536—
1608), poet and politician. He wrote a cele-
brated mythological Induction for the 1563
edition of A Mirror for Magistrates; and with
Thomas Norton he wrote Gorboduc (1565), the
first English tragedy to follow classical models
and to be written in blank verse. Like King Lear
it concerns a king who divides his kingdom
between his children, with disastrous results.
RM

Dostoevsky, Fyodor (Mikhailovich) (1821
81), Russian novelist, often compared to
Shakespeare, not least by the psychoanalyst
Freud, for his penetration to the depths of the
human personality; and some Russian critics
have argued that Shakespeare is a main inspir-

13

ation for Dostoevsky’s own tragic art. Encour-
aged to read Shakespeare by his student friend
Shidlovskii, Dostoevsky knew no English, al-
though he later memorized by heart passages of
N. A. Polevoi’s 1837 translation of Hamlet, and
also used Letourneur’s 1821 French version of
the works. In 1849, when Dostoevsky was under
sentence of death, his elder brother Mikhail sent
him Ketcher’s prose translations (‘T thank you
particularly for Shakespeare’). Dostoevsky
affirmed Shakespeare’s ‘uncontestable aesthetic
worth’, admiring his truth to nature and the
freedom and inconsistency of his gigantic char-
acters; but he saw him also as a poet of despair,
needing the antidote of visionary faith. There
are allusions to Shakespeare in most of Dosto-
evsky’s novels and stories, including Poor Folk
(1846), Crime and Punishment (1866), The Idiot
(1868), The Devils (1871), and The Brothers
Karamazov (1879). ™
Levin, lurii D., ‘Dostoevskii and Shakespeare’,

in W. . Leatherbarrow (ed.), Dostoevskii and

Britain (1995)

Douai promptbooks and manuscripts. A late
17th-century manuscript owned by the Public
Library in Douai, France, containing texts of
Twelfth Night, As You Like It, The Comedy of
Errors, Romeo and Juliet, [ulius Caesar, and
Macbeth transcribed from the Second Folio
(1632), apparently for use in amateur produc-
tions of the plays. ER
Evans, G. Blakemore, “The Douai Manuscript:
Six Shakespearean Transcripts’, Philological
Quarterly, 41 (1962)

Double Falsehood. See CArRDENIO.

doubling. In Shakespeare’s time the number of
roles in a play always exceeded the number of
actors in the company, so undoubtedly actors
‘doubled’ (played more than one part). The
evidence of printed cast lists bears out the
commonsense assumption that each actor took
several minor roles or else one or two major
roles, thereby reducing, but not eliminating, the
disproportion in the number of lines to be
learnt. Detailed studies of doubling possibil-
ities using extant play-texts as well as ‘plots’
are hampered by our ignorance concerning
women’s roles: if these were commonly played
by adult men as well as boys the company would
have an easier time assigning roles. Where we
know the parts doubled it seems that audiences
valued actorly virtuosity (displayed in pairing
highly unalike characters) as well as thematic
allusiveness (displayed in pairing characters who
share a characteristic or a dramatic function).
Doubling was intrinsic to the actor’s profession
so only the company fool and the most im-
portant star (Edward Alleyn is a notable case)
had the opportunity to develop a speciality or
‘type’. To ease moments of doubling stress
an additional scene might be interpolated to

DoOwDEN, EDWARD

give an actor time to change costumes and
Henslowe’s payments for ‘mending’ of and
‘additions’ to plays seem to have been for this
purpose. GE

Douce, Francis (1757-1834), English antiquary,
sometime keeper of manuscripts in the British
Museum, where he worked on the catalogues of
the Lansdowne and Harleian manuscript col-
lections. He was the author of Hlustrations of
Shakespeare and Ancient Manners (2 vols., 1807),
explaining, with occasional imperfections, many
obscure references in Shakespeare’s text.  7M

Douglas, Earl of. ‘The Douglas’ (see 7 Henry 1v
5.4.25) joins *Hotspur after being defeated by
him at Holmedon (described r.1.52—61). At
*Shrewsbury he fights King Henry, 5.4.38,
Prince Harry, 5.4.42, and Oldcastle, 5.4.76. He
is based on *Holinshed’s account of Archibald,
4th Earl of Douglas (c.1369-1424). AB

Dover, the port in Kent best known for its white
cliffs and its proximity to France. The sur-
rounding area is the scene of The Tragedy of
King Lear 4.3, 4.5, 4.6, and Act 5 (History of King
Lear17, 18, 20—4) (possibly also The First Part of
the Contention (2 Henry vi) 4.1 and King John
4.1-3). AB

Dowdall, John (fl. 1693), a lawyer who, in a
letter dated 10 April 1693, tells of a visit to
Stratford where he saw the monument and
grave, which he describes as ‘a plain free stone’,
of ‘our Stratford tragedian, Mr. Shakespeare’.
He transcribes the epitaph which, he says,
Shakespeare ‘made by himself a little before his
death’. Dowdall also writes that the clerk who
showed him round the church and was ‘above
eighty years old’ told him that ‘this Shakespeare
was formerly in this town bound apprentice to a
butcher, but that he run from his master to
London, and there was received into the play-
house as a servitor, and by this means had an
opportunity to be what he afterwards proved.
He was the best of his family but the male line is
extinguished. Not one, for fear of the curse
abovesaid dare touch his gravestone, though his
wife and daughters did earnestly desire to be
laid in the same grave with him.’ SW

Dowden, Edward (1843-1914), Irish academic,
a vice-president of the New Shakspere Society,
and author of Shakspere: A Critical Study of his
Mind and Art (1875). The German scholar
*Gervinus, whose Shakespeare Commentaries
(1863) had triggered Dowden’s Dublin lectures,
used verse-tests to establish four periods in
Shakespeare’s career. Dowden’s own four
periods were eventually simplified in Shakspere
(1877) to ‘In the workshop’ (learning the craft of
playwright); ‘In the world’ (dealing with his-
tory, politics, and the real world); ‘Out of the
depths’ (coming to terms with evil and suffer-
ing); and ‘On the heights’ (realizing the power
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of repentance and forgiveness). The intellectual
pitfalls of treating plays as confessional spiritual
autobiography seem obvious, and were devas-
tatingly exposed in C. J. Sisson’s The Mythical
Sorrows of Shakespeare (British Academy Lec-
ture, 1934). That does not preclude the sug-
gestive subtlety and elegance of Dowden’s own
approach, nor the persistent human impulse to

find the ‘mind’ in the ‘art’. ™

Dowland, John (1563-1626), composer and lu-
tenist. Despite a European reputation he failed
to achieve the position of court lutenist under
Queen Elizabeth, becoming instead lutenist at
the Danish court (1598-1603). James 1 eventu-
ally appointed him in 1612. JB

Downes, John (fl. 1661-1719), author, and
prompter for the Duke’s, United, and Better-
ton’s companies. He wrote a history of the
stage, Roscius Anglicanus (1708), that provides
valuable connections between the Restoration
and earlier periods. He suggests that Betterton
was taught to play Hamlet by Davenant, who
had seen it performed at Blackfriars by Taylor,
who had been instructed by Shakespeare.
Similarly, Betterton learned the role of Henry
v from Davenant, who had learned it from
Lowen, again as instructed by Shakespeare.
CMSA

Drake, Nathan (1766-1836), English doctor,
author of Shakespeare and his Times, Including
the Biography of the Poet, Criticisms on his Genius
and Writings; a New Chronology of his Plays; a
Disquisition on the Object of his Sonnets; and a
History of the Manners, Customs and Amuse-
ments, Superstitions, Poetry and Elegant Litera-
ture of his Age (2 vols., 1817), in which the theory
that *Mr W.H., dedicatee of Shakespeare’s
Sonnets, is actually Henry Wriothesley, 3rd Earl
of *Southampton, is first advanced. ™

dramatic irony, a form of irony arising from
the discrepancy between what the audience
knows about a character’s true situation and
prospects, and what that character says about
them, as with Duncan’s remarks upon the wel-
coming appearance of the castle in which he is
about to be murdered (Macbeth 1.6.1-3). CB

dramatic poetry, Shakespeare’s. In the 20 or
25 years of his theatrical career, Shakespeare
produced 37 plays. All have survived on to
modern stages; some are works of genius; and
every one of them has its own stylistic and lin-
guistic interest. Not much justice can be done to
this situation in a brief note. Something might
be gained by trying to analyse the significance of
this or that passage extracted from The Two
Gentlemen of Verona and Twelfih Nightand The
Tempest. But that significance might turn out to
be intrinsic to the work as a whole. A good deal
depends on what we mean by ‘poetry’.

A case could be made for thinking (and the
publishing history of the work would support
it) that Shakespeare’s best poetry, even his best
*lyric poetry, is to be found in his plays. He had
difficulty in handling the ‘drama’ of his Son-
nets. In these and other poems the human story
never seems to have gone quite right. Only in his
plays was Shakespeare completely free to find
himself as a poet. There is, of course, a latent
paradox here. And it is one worth exploring,
because it may explain what is exceptional about
Shakespeare, who can seem somehow more
three-dimensional than most other writers. He
fused two forms which often exist separately
and apart, even in self-contradiction. Butin him
they became one.

Theatre is the most public of all literary arts.
(That offshoot of drama, *opera, to develop in
England some decades after Shakespeare died,
can rely on its visible machinery of technique,
often in tension with its movingness, to a point
of potential farce.) Though a play can be read, it
is fulfilled only in the theatre. And the theatre
makes its own, non-verbal forms: stage business
of all kinds, mime, music, even silence. Any
born or true dramatist, at least in Shakespeare’s
day, worked through the expressive meaning of
things acted out in time and physically. Ezra
Pound once observed that the medium of drama
was not words, but bodies moving on a stage.
Shakespeare showed himself a dramatist in this
sense. In his first plays he is a professional and
competent rhetorician, sometimes a very strik-
ing one. But in what seems to be his most the-
atrically inexperienced play and so possibly his
carliest, The Two Gentlemen of Verona, he had
the audacity to made one of his dramatis per-
sonae a dog—a real live animal who accom-
panies his master Lance onto the stage. The
same dimension of sheer physical presence
characterizes the peculiarly mesmeric Richard
I as a ‘crookback’, Bottom as a braying long-
cared ‘ass’, Falstaff a ‘tun of man’—just as the
most memorable character at the end of his
career is Caliban, a ‘savage and deformed slave’.

When Shakespeare was attacked in a
pamphlet in 1592, the angry charge made
against him was that a ‘Shake-scene’, a mere
‘player’, had upstaged the literate intellectuals.
Perhaps the most literate and intelligent man of
his time, Shakespeare was also manifestly a man
of the theatre. It seems relevant that the plays
whose success arouses jealousy here were his
early history plays about Henry vi—relevant in
the sense that history plays, a genre probably
invented by Shakespeare himself, are a fully
public genre, made out of the national and
political history still just within the memory of
his audience or of their fathers and grand-
fathers.

The three Henry v1 plays are concluded and
crowned by Richard 111, a brilliantly worldly and
claustrophobic political thriller. Linguistically,

the play brings to a climax the academic rhetoric
the poet perfects in these early plays, an in-
tensely figured and formally witty verse.
Powerful as Richard 1 is, and able to compete
with the latest now in gangster films, not much
in it would seem to foretell Shakespeare’s greater
poetry. And yet it possesses one long and whoily
thought-provoking passage, when a quite differ-
ent kind of writer seems to be taking over. In its
first act Richard’s elder brother, the doomed
Clarence, has a dream. He has dreamed that,
pushed by the lethal Richard from the deck of
the ship in which they are travelling, he falls
down and down to the bed of the sea:
Methoughts I saw a thousand fearful wrecks,

Ten thousand men that fishes gnawed upon,
Wedges of gold, great ouches, heaps of pearl,
Inestimable stones, unvalued jewels,

All scattered in the bottom of the sea.

Some lay in dead men’s skulls; and in those holes
Where eyes did once inhabit, there were crept—
As twere in scorn of eyes—reflecting gems.
(14.24-31)
Shakespeare was to write greater sea-poetry than
this. There is a lifetime’s exploration between
Clarence’s trudging vision and (let us say) the
magical mimetic quietness with which Pericles
will consign his wife’s body to the seabed:

for a monument upon thy bones,

And aye-remaining lamps, the belching whale
And humming water must o’erwhelm thy corpse,
Lying with simple shells. (11.60-3)
Poetry has ceased to be rhetoric and become an
enactment, a sympathetic life of words. The
Tempest does it even more briefly: “Those are
pearls that were his eyes’ (1.2.401).

The interest of Clarence’s dream is that it
begins this process. And it does so by mak-
ing plain that poetry—Shakespeare’s dramat-
ic poetry or poetic drama—is not a mere matter
of writing well. It defines the standard of a style
as a capacity to meet, to rise to, the needs of a
given vision or human imagination. Clarence
sees, and Shakespeare is working to make us
feel, a dimension of existence well beyond the
hunt for power that governs the rest of the play:

my dream was lengthened after life.
O, then began the tempest to my soul!
... Then came wand’ring by
A shadow like an angel, with bright hair,
Dabbled in blood. (1.4.44, 52-3)
Clarence is accused by the shadow of a young
prince he has himself killed in battle. Richard nr
is made up of a sense of history as peculiarly
interlocked murders, a knotted network of
cunning deaths and revenges. The dream nar-
rated here gives a wholly different perspective of
meaning, of moral judgement. And that judge-
mentisa ‘dream’, an inward apprehension so far
from social realities as to demand the image of
an ocean in which we drown alone. Shakespeare
is making use of ancient symbols: the ship is the
classical and Christian, medieval and Renais-
sance image of the ship of state; but it is also the
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individual soul, voyaging through this world.
The public and the private interfuse here, like
Clarence’s remarkable image of diamonds
flashing in the hollow eyes of skulls. This is the
history of an individual consciousness, a poetry
finding its own dramatic life.

The ‘dream’ is an image of dramatic poetry
useful to hold on to in considering how Shake-
speare’s writing develops. Romeo and Juliet and
A Midsummer Night's Dream are seemingly
linked twin masterpieces, apparently produced
immediately after Richard 1. In his tragedy of
young lovers, Shakespeare risked violating the
lines of his character to allow the tough
Mercutio his own ‘dream’ set piece, in which the
fairy queen brings to sleeping human beings by
night fantasies that act out the mind’s secret
passions. The even richer and finer comedy
sends its young lovers from Athens—a symbol
of high Reason in the ancient world—into the
wood by night, peopled by fairies and would-be
actors, to confuse and then clarify their tangled
loves. When they emerge, and as the last act of
the play opens, the ruler Theseus, embodying
that high Reason itself, looks down with kindly
patronage on the life of imagination lived out
by ‘the lunatic, the lover and the poet’:

as imagination bodies forth

The forms of things unknown, the poet’s pen

Turns them to shapes, and gives to airy nothing

A local habitation and a name. (5.1.14~17)
This is, of course, spoken by a ‘shadow’ in a
poem, on that local habitation, the real stage of
a theatre. As such, it hardly needs to be (as it is)
answered by his Queen, Hippolyta, who tells
him that he should give Reason a larger scope,
admitting the truth to be found in dreams: a
process which here entails understanding what
the lovers have experienced during their night
in the woods.

I glanced forward, earlier, from Richard 1 wo
the late romances. The debate between Theseus
and Hippolyta again has its much later echo. In
The Winter’s Tale, the Queen, Hermione, in-
nocent but on trial for her life, tells the obsessed
Leontes, ‘My life stands in the level of your
dreams’ (the image is, I think, at once that of a
levelled gun and a destructive male sexuality);
Leontes answers wearily, ‘Your actions are my
dreams’ (3.2.80-1). The interchange is at once
more intense than that of the earlier comedy,
and briefer, more charged, more fraught; the
language is now charged with implicit and in-
ward suggestiveness, as Leontes’ own night-
mares darkly energize the play. Theseus in the
earlier play writes down human fantasies with a
high and sedate reflectiveness, and Hippolyta
defends them with a more compassionate wis-
dom. Itis Hermione, in the later, who embodies
reason; while Leontes falls into an abyss of im-
agination where words like ‘play’ and ‘nothing’
madden him with their excess of meanings and
possibilities.
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Shakespeare’s whole career is in this sense a
meditation on the way human ‘dreams’ and
‘actions’ interconnect and inbreed. And the play
between the two is a parallel to the debate be-
tween the public and the private, and, if we like,
drama and poetry. In this sense, Shakespeare
wrote no play that was anything but poetic.
Certainly, some of his work cannot help strik-
ing a reader (in particular) as exceptionally
beautiful, and therefore as more ‘poctic’. Most
readers would select Twelfih Night, Antony and
Cleopatra, and The Tempest as spell-binding
work. They have an inordinate harmony, both
musical and imagistic; they have the highest
possible count of gorgeous phrases and unfor-
gettable rhythms. In the Roman play in par-
ticular, Shakespeare seems to be released by his
dry dependence on his sceptical source into a
kind of free flight of language, the sound of a
verbal glory at once Roman-disciplined and
Egypt-sensual. Yet even here, of course, the
spell-binding quality—the dream dimension of
imagination—can never be distinguished from
dramatic meaning and function. The glamour
of each of these plays has to do with what in
them is aristocratic, removed, a high pastime
played out within sound of the sea.

Not every play Shakespeare wrote has this
musical coherence. But almost all hold together
—ecach will possess what may be variously called
‘an atmosphere’, ‘a world of the play’, to which
all dramatic elements contribute. Each is in that
sense a poem. And, though obviously verse-
writing will tend to indicate exalted or pro-
found states of mind, a scene or a passage or a
whole play may be in prose, may be indeed
prosaic, and yet will have its place in Shake-
speare’s dramatic poetry. The second part of
Henry 1v, though primarily in prose, achieves
something of a poetic order—does so in fact
more remarkably than the brilliant Parz1. Part1
crowns the theatrical mastery the dramatist
achieved in his first decade, writing through the
1590s; Part 2 ushers in the stranger, more diffi-
cult, undoubtedly more magnificent explor-
ations of the 1600s. The scenes of the old men in
the Gloucestershire orchard (3.2, 5.3)—re-
membering the country dead and hearing ‘the
chimes at midnight'—have certainly a sombre
poetry. Again, there is an effortless and
unsignalled drift from verse into prose and back
again in both the ‘storm scenes’ in King Lear
(3.2, 4, 6 in the Folio) and the ‘Dover Cliff’
scene (4.6), with the prose-writing as it were
justified by the conditions of natural chaos,
madness, rusticity. But the imaginative range
and quality of these scenes is both sustained and
extreme.

Itis the second half of Shakespeare’s career—
roughly, from Hamlet to The Tempest—which
produces the greatest triumphs of dramatic
poetry. And it may be material that each of
these two named plays has a peculiarity of plot.

DRAMATIS PERSONAE

Neither, strictly speaking, 4asa plot; everything
in them is transmuted into experience. If “What
Happens in Hamlet’ is questionable, this is be-
cause what happens in the play is less important
than the feeling or meaning of what happens—
and we may say something the same of all the
tragedies. The most purely and alarmingly
poetic must surely be Macbeth. Macbeth him-
self begins with the intuition that ‘My thought,
| Whose murder yet is but fantastical, | Shakes
so my single state of man’ (1.3.138-9): and the
play shows how ‘thought’ and ‘murder’, like
‘dreams’ and ‘actions’, may make both public
and private worlds fuse into one shaken ‘single
state of man’. Into this process each member of
the audience is drawn, like the open-eyed
sleepwalking Lady Macbeth (5.1).

Macbeth himself speaks, throughout his play,
what is perhaps a more intense poetry than any
uttered by any other chief character in the plays:
a deep and strangling and ambiguous verse that
lights his way downward. He is a man who
dreams, and who loses himself in fantasies,
without acknowledging that he is moving fur-
ther and further from the real. The impassive
ironies of the late romances are perhaps in-
tended to counter this dark art. These are poetic
works which from the first know just how un-
real they are, and carry their conventions trans-
parently. At the beginning of Cymbeline, one
courtly gentleman says to another, ‘Howsoe’er
tis strange ... | Yet it is true, sir’ (1.1.66, 68):
and truth in these last plays depends on the
acceptance that poetry is only poetry, and that
dreams are things we wake up from. But at the
centre of the incomparable Tempest is Caliban,
who given the ‘noises’, ‘sounds’, ‘sweetairs’, and
all other dreams of the island, will cry ‘to dream
again’ (3.2.138—46). BE

dramatis personae. Lists of ‘the persons of the
play’, now a standard feature in editions of
Shakespeare, are rarely found in the early
printed texts. None of Shakespeare’s plays
printed in *quarto includes a dramatis personae.
Only seven of the 36 plays in the First *Folio
incorporate lists of characters; the fact that such
lists appear in The Tempest, The Two Gentlemen
of Verona, and Measure for Measure (three out of
the first four plays in the Folio) has suggested to
some that the lists were specifically drawn up by
the editor when preparing copy for the collec-
tion. The dramatis personae for 2 Henry 1v
and Timon of Athens are printed in large type
on pages by themselves, suggesting that they
were supplied as padding when it was found
that the plays would not fill the space allotted to
them.

The First Folio calls these lists “The Names of
the Actors’, a misnomer since it is the names of
characters rather than those of the actors that
are provided. The lists are generally arranged
hierarchically by social standing, with the male
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characters invariably preceding the females
(except in the list for 7imon, in which the
women are omitted altogether: dramatis perso-
nae non grata). Nicholas *Rowe’s 1709 edition
first supplied dramatis personae for all of the
plays. ER

Greg, W. \W., The Shakespeare First Folio (1955)

Drayton, Michael (1563-1631), poet and play-
wright. Born in Shakespeare’s home county of
Warwickshire, Drayton started life as a servant
in a noble household, and later sought to make
his living as a serious professional poet. Like
Samuel *Daniel he was an assiduous reviser of
his work who made his name as a writer of
historical poems, such as the epic Mortimeriados
(1596), revised as The Barons’ Wars (1603), and
England’s Heroical Epistles (1597), a collection of
verse letters berween famous lovers from Eng-
lish history. His sonnet sequence /dea (1619),
firse published as Idea’s Mirror (1594), formed
part of a series of publications in which .he
set out his poetic agenda: these included a col-
lection of Spenserian pastorals, Idea: The
Shepherd’s Garland (1593), and an Ovidian
cosmological poem, Endimion and Phoebe:
Idea’s Latmos (1595). By 1598 he was writing
plays for the Admiral’s Men. Only one survives:
Sir John Oldcastle (1600), written with three
fellow playwrights, and reprinted in 1619 as the
work of Shakespeare. The play aims to re-
habilitate the reputation of a proto-Protestant
martyr, whose portrayal as *Oldcastle/Falstaff
in Shakespeare’s 1 Henry 1v had offended his
descendants. Drayton’s most ambitious work
was the epic Poly-Olbion (1612), a versified his-
torical and mythological map of Britain. Ac-
cording to John *Ward (¢1662), Drayton and
Ben Jonson drank Shakespeare into the fever
that killed him. RM

Brink, Jean R., Michael Drayton Revisited (1990).

Hardin, Richard F., Michael Drayton and the

Passing of Elizabethan England (1973).

Drew family. A child-actress in London, Louisa
Lane (1820-97), who at 16 was Lady Macbeth in
New York, married as her third (at least) hus-
band John Drew (1827-62), a noted Sir Andrew
Aguecheek, with whom she had three children;
among them were John (1853-1927), renowned
as Petruchio for *Daly, and Georgiana
(1856—93), who married Maurice Barrymore.
RF

Droeshout engraving. Traditionally artrib-
uted to Martin Droeshout the younger
(1601-50), the frontispiece to the First *Folio
edition of 1623 has been convincingly identified
as the work of Martin Droeshout the elder
(c.1560-1642), a Flemish engraver who came to
England as a Protestant refugee. An ecarlier
proof, of 1622, was also completed. The en-
graving was commissioned retrospectively, as
a commemorative portrait of Shakespeare,

possibly by friends and partners in the Globe
theatre. It has also been claimed that the image
is engraved after a missing portrait by Marcus
Gheeraerts. The image is cited in Ben Jonson’s
Dedication to the Reader, written for the First
Folio edition. Tt seems likely that the artist’s
reputation can be largely attributed to the
widespread distribution of the First Folio and to
Shakespeare’s fame by 1622, since Droeshout’s
workmanship lacks the accomplishment of
artists who earned their livelihood from en-
graving during the period, such as Renald
Elstrack and William Faithorne, displaying
old-fashioned techniques far surpassed in
Faithorne’s engraved portraits. The image has,
nonetheless, acquired iconic status and appears
on cultural products as diverse as playing cards
and Internet sites. cr

drolls, sometimes called ‘droll humours’, were
short, usually comic playlets composed or ad-
apted for performance in fairground booths or
taverns. The form flourished during the Com-
monwealth, when legitimate theatrical per-
formances were forbidden, and a number were
published after the Restoration by Francis
Kitkman in The Wits; or Sport upon Sport (2
parts, 1662, 1673). Most of the examples in this
collection derive from the *Beaumont and
*Fletcher canon, but three are from Shake-
speare, namely The *Bouncing Knight, The
*Grave-Makers, and The Merry Concested Hu-
mours of *Bottom the Weaver. Known later ex-
amples of the Shakespearian droll, sadly, were
rarely published: see * Dorastus and Fawnia.
MD

Dromio of Ephesus. The Dromios are twin
slaves of the twin Antipholi in The Comedy of
AB

Errors.

Dromio of Syracuse. See DromiO oF EpH-
ESUS.

Drummond, William (1585-1649), Scortish
poet. He took notes on his wide-ranging con-
versations with Ben Jonson in 161819, which
record Jonson’s opinion of The Winter’s Tale,
among other things. Much of his huge library
survives, including annotated copies of Shake-
speare’s plays and poems. RM

drums. The military drum was associated with
infantry; hence with *marches, and with the
*alarums and *excursions of stage battle. See
also TABOR. /B

Drury Lane theatre, one of the two London
patent theatres granted its charter by Charles 11
in 1662, opened in 1663, the home of Killigrew’s
King’s Company. Rebuilt after the fire of 1672
to a Christopher Wren design with a greater
seating capacity, it was the base for *Betterton’s
United Company from 1682, and prospered
under the joint management of Wilkes,
*Doggett, and Colley *Cibber from 1711. While

1741 saw *Macklin’s innovative Shylock its
greatest Shakespearian period was
*Garrick’s management, with John Lacy, 1747—
76. In addition to staging and performing in his
own Shakespearian adaptations, he was re-
sponsible for advances in playing style and the
rehearsal process, for removing the audience
from the stage, the introduction of de Louther-
bourg’s innovative stage designs, and overseeing
Robert Adams’s alterations of 1775.

R. B. Sheridan, with Sarah *Siddons and
John Philip *Kemble as his greatest stars, fol-
lowed Garrick and demolished the dilapidated
theatre in 1791. Its large replacement, designed
by Henry Holland, burned down in 1809, and
the fourth, present building opened in 1812 with
a prologue by Lord *Byron and a performance

of Hamlet. CMSA

under

Dryden, John (1631-1700). The foremost liter-
ary figure of his age, Dryden wrote drama,
poetry, and prose. He was a strong supporter of
the Stuart monarchs and was named Poet
Laureate by Charles 11. He held this office until
William and Mary came to the throne in 1688.
Several of Dryden’s plays are closely connected
to Shakespeare’s works. He collaborated with
Sir William *Davenant on an adapation of The
Tempest (1667), and returned to Shakespeare in
All for Love; or, The World Well Lost (1678),
often considered his finest play. A/ for Love is
not an adaptation of Shakespeare; rather, Dry-
den created a Restoration play based on the
story of Antony and Cleopatra. He hoped ‘to
imitate the Divine Shakespeare in his style,
choosing to abandon rhyme for the first time in
his serious drama. The following year, Dryden
adapted 7Troilus and Cressida as Troilus and
Cressida; or, Truth Found Too Late (1679). The
‘Truth’ in the subtitle refers to Cressida’s virtue;
in Dryden’s adaptation, Cressida remains faith-
ful to Troilus. At the end of the play, Cressida
commits suicide and Troilus is killed in battle,
in contrast to the original in which both the
lovers are alive at the end of the play. Dryden is
also one of the first writers of English literary
criticism. In his essays and prefaces to plays,
poems, and translations, he comments about
past and present literary practice, writing with
especial care about the form and function of
drama. His most famous critical work is the
Essay of Dramatick Poesy (1668), which he
structures as a debate over the proper writing of
drama. He concludes that English drama pro-
vides the most ‘just and lively’ imitation of na-
ture and uses Shakespeare as his example of the
genius of English drama. In this work Dryden
compares Shakespeare to *Homer, the first in a
long line of critics to do so. Dryden’s reverence
for the Elizabethan playwrights also appears in
his responses to Thomas *Rymer’s attack on
English dramatists. His first response appears in
the unpublished notes ‘Heads of an Answer to
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Rymer’ in which he attacks Rymer and avers
that Shakespeare equalled the ancient Greek
playwrights. He responded publicly to Rymer
in a more moderate essay entitled “The Grounds
of Criticism in Tragedy’, which he attached to
his adaptation of Troulus and Cressida. In it he
adheres more closely to French neoclassical
theory, sometimes censuring Shakespeare for
his irregularities of form and language, burt at
the same time upholding the genius of Shake-
speare and of English drama in general. /M

Du Bellay, Joachim (c1520-60), French
poet and member of the *Pléiade, most famous
for his sonnet sequence L'Olive, published
1549—50, that influenced the sonnets of Daniel
and Shakespeare among others. Du Bellay was
renowned for his lyrical descriptions of love,
sorrow, and mutability. As a young man Spenser
had translated some of this poetry and his
Mutabilicie Cantos may bear Du Bellay’s im-

print. JKS
Ducis, Jean-Francois, See FrancE.

Duffett, Thomas (fl. 1674), playwright. He is
rumoured to have been a milliner before writing
his first comedy, The Spanish Rogue, in 1674. He
is best remembered as the first exponent of
Shakespearian *burlesque, since among the
parodies he composed for Drury Lane theatre
(of plays successtul at the rival Dorset Garden)
are an ‘Epilogue, being a new fancy, after the
old and most surprising way of Macbeth, per-
formed with new and costly machines’ and The
Mock Tempest; or, The Enchanted Castle (both
first performed in 1674). Unlike later exponents
of the genre, however, Duffett neither shows
not expects any knowledge of Shakespeare’s
original texts, sending up the *adaptations then
in use without any appeal to their sources. The
‘Epilogue’, composed for his parody of Elkanah To the R eddﬂ".
Sewle’s tragedy The Empress of Morocco, ridi-
cules the special-effect-ridden witches’ scenes of Thxs F! ure that thou il [ f("(;lq' [ ut,
* , .

Davenant’s Macbeth, while The Mock Tempest lt was f‘or gﬁnthSbal"}-Pear cut ;

is a meticulous, full-length travesty of the

Davenant—*Dryden adaptation The Tempest; th{e}n thC Grd’b’@f had &ﬂﬂf(..

or, The Enchanted Island which .translatcs its Wlth Nature to OL‘f(}C‘ the Liﬁ..
action to contemporary low-life London.

Prospero becomes a former keeper of the Lord O C()Uld he but baVE dr&v. i ! 15 \/Vit
Mayor’s dog kennel who has been supplanted As ch in Brafs as he has hie

and reduced to superintending the Bridewell 1dh Fr—
prison for prostitutes, to which his enemies are HIS Face > tbﬁ Pﬂnt Wou lt n hT’ 1118
brought after being caught during the opening A“ that was ever writ in Erals.

raid on a brothel which replaces the origin- h R l.- ol

al’s storm. Inventively obscene throughout, But ﬁnCC g CannOt eadacr, o
Duffett’s burlesques, though popular in Lon- Not Oﬂhls Pl&ure bLt i s Do ok

don, were considered too shocking even by

contemporary Dublin audiences, and have not - B 7
been performed since their own time. MD

Three Burlesque Plays of Thomas Duffett: The

Empres of Morocco, The Mock-Tempest, Pyche o pgochout engraving of Shakespeare, with Ben Jonson's poem attesting to its accuracy, here reproduced from the

(Dflm)”f/’ 4 ed. Ronald Eugene Dilorenzo o i, polig (1685). By this time the plate had begun to deteriorate, giving the playwright @ distinctly unshaven look.
1972 —
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Dugdale, Sir William (1605-86), Garter king-
of-arms and antiquary of Warwickshire. A note
by Dugdale, in 1653, identifies the stonemason
of Shakespeare’s bust at Holy Trinity church as
‘Gerard Johnson’ (anglicized from Gheerart
Janssen), whose father was born in Amsterdam.
Stratford’s monument today differs from the
odd sketch of it included in Dugdale’s Antigui-
ties of Warwickshire (1656), in which, for
example, Shakespeare’s face is wizened and
melancholy, his elbows jut at sharp angles, and
the stone pen and paper are missing. But other
pictures in Dugdale’s book totally misrepresent
their subjects, and it is unlikely that Shake-
speare’s monument in the church has been al-
tered substantially (except in colour) since 1623.

PH

Duke Humphrey, a lost play (c1613) first at-
tributed to Shakespeare by Humphrey *Mose-
ley, who entered it in the *Stationers” Register
on 29 June 1660. The title character is generally
identified with Humphrey, Duke of *Glouces-
ter (1 Henry vi and The First Part of the Con-
tention (2 Henry vi) ). SM

Duke’s Company, named after the Duke of
York (the future James 1) and created by Sir
William Davenant in 1660. It was one of the
two companies issued patents by Charles 11 at
the Restoration. The group played inidally at
Salisbury Court, moved to Lincoln’s Inn Fields
when joined by Betterton in 1661, and to Dorset
Garden theatre in 1671. It acquired the exclusive
right to a number of Shakespeare’s plays, and
innovative use of changeable scenery and music
contributed to adaptations, particularly of The
Tempest (with Dryden) and Macbheth, which
were influential, enduring, and popular.
CMSA

Dull, Anthony, a constable who arrests Costard,
Love’s Labour’s Lost 1.1. AB

Dulwich, area of south-east London in which
the College of God’s Gift (founded by Edward
Alleyn) is situated. Alleyn and his wife Joan
(Philip Henslowe’s stepdaughter) moved to
Dulwich from the Liberty of the Clink in
1612/13 having purchased the manor of Dulwich
in 160s. Dulwich College library still holds
RSB

Alleyn’s papers and accounts.

Dumain, one of the lords attending the King of
Navarre in Love’s Labour’s Lost, is in love with

Catherine. AB

Dumain, Lords. See Lorp DuMAIN, FIRST AND
SECOND.

The Frontispiece to The Wits, 1662 (an anthology of
drolls which includes a ‘Falstaff sketch’ derived from 7
Henry v, The Bouncing Knight), shows Falstaff and the
Hostess among other popular dramatic characters: it is
not an accurate representation of any particular play-
house or performance.
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Dumas, Alexandre (pere) (1803-70), French
playwright. Dumas’s work bears the most
striking and thoroughgoing orientation by
Shakespeare to be found in the whole range of
Romantic drama. He produced Shakespearian
plays in the epic tradition of the ‘Diorama’
whose special effects satisfied the popular de-
mand for elaborate stage productions with mo-
bile scenes abounding in picturesque details.
Une fille du régent (1846) transplants Shake-
speare’s Romeo and Juliet into an epic story of
romantic love mixed with political agitation
from the French Revolution. The heavily re-
worked tragedy of Hamlet (1846—7), presented
as a ‘modern drama’, forged the immensely
popular tradition of the French ‘grand spectacle’
under the July Monarchy’. Nevertheless, critics
excoriated Dumas’s penchant for special effects
which catered to the boulevard tradition of
melodrama to the detriment of poetic subtlety.
AC

Partridge, Eric, The French Romantics’ Knowledge

of English Literature (1820~1848) (1924)

dumb shows, moments of silent action in a
play where gesture is made to bear greater sig-
nificance than is usual, often with emblematic
meaning. Ceremonial rituals are frequently si-
lent but the term ‘dumb show’ is usually re-
served for the deliberate artistic suppression of
dialogue where it might be expected, so creating
an atmosphere of expectation. Shakespeare’s
dumb shows are usually contained in a play-
within-the-play (such as the ones which pre-
cede ‘The Murder of Gonzago' in Hamlet
and ‘Pyramus and Thisbe’ in A Midsummer
Night's Dream), but in Pericles, a collaboration
with George Wilkins, Shakespeare made ex-
tensive use of dumb shows and choric narration
in an apparent experiment in dramatic form.
GE

Mehl, Dieter, The Elizabethan Dumb Show: The
History of @ Dramatic Convention (1965)

dump. Surviving dumps, for *lute or keyboard,
are generally mournful in character, with *di-
visions over repeated chord sequences. The ex-
pression ‘merry dumps’ in Romeo and Juliet
4.4.132 is presumably meant ironically. /B

Duncan, King of Scotland. Duncan 1, ac-
cording to *Holinshed, was murdered by Mac-
beth in 1040 with Banquo’s connivance. In

Macbheth the crime is committed solely by
Macbeth and his wife, 2.1-2. AB

Dunsinane, Macbeth’s fortress, 7 miles (11 km)
north-east of Perth. Macbeth is told by an ap-
parition that he ‘shall never vanquished be until
| Great Birnam Wood to high Dunsinane Hill |
Shall come against him’ (Macbeth 4.1.108-10),
but it is nevertheless the scene of his defeat in
Acts. AB

DUTCH WARS

Durfey, Thomas (1653-1723), dramatist and
songwriter, whose popular adaptation of Cym-
beline, The Injured Princess; or, The Fatal Wager,
added a new rape sub-plot. Pisanio’s daughter
Clarona is blamed for Eugenia’s (Innogen’s)
escape from court and ordered by Cloten to be
raped and hanged. Pisanio is blinded for saving
her. CMSA

Dutch wars. In 1584, William the Silent, the
Protestant leader of the Dutch opposition to
Spanish rule in the *Low Countries, was assas-
sinated at Delft. Should the Dutch resistance be
annihilated altogether and Philip 11 regain
control of the land across the North Sea, the
Spanish threat to England would be signifi-
cantly heightened. To prevent France from
aiding the Dutch republicans, Queen Elizabeth
in 1585 concluded a treaty with the Low Coun-
tries, agreeing to support them in their war of
independence. Entering into war with Spain in
this indirect manner, Elizabeth hoped to con-
tain the war on the continent of Europe. Hav-
ing the Dutch as her political allies and the Low
Countries as a geographical buffer, she could,
with the Earl of Leicester as Governor General,
fight Spain at a safe distance.

Elizabeth’s opportunistic stance is wryly cap-
tured in John *Marston’s The Dutch Courtesan
(1605). Here, the play’s hero draws a compari-
son between the Virgin Queen’s deft policy of
securing peace at home while waging war
abroad, and the London bourgeois ideal of cul-
tivating brothels for extramarital sex to secure
marital stability ac home. However, the impact
of the so-called Dutch wars on the history of
English drama was more variegated. The Earl of
Leicester’s Men, performing in various Dutch
locations in 1586, were the first of a continuing
stream of strolling players on the continent of
Europe. Numerous poets and playwrights had
first-hand experience of the wars. At a very early
stage, in 1586, the conflict caused the notorious
death of Sir Philip *Sidney at the town of
Zutphen. In addition, the wars provide a con-
text for Christopher *Marlowe’s espionage ac-
tivities, and for the desire of Dr Faustus to end
the conflict with his black magic. George
*Chapman visited the Low Countries, probably
as soldier, which would explain his stay in a
Middelburg hospital in 1586. Ben *Jonson
killed a man on the sconce at the city of Nij-
megen, and Cyril Tourneur was present at
the extended siege of Ostend (1601-4). Shake-
speare absorbs the impact in a less conspicuous
manner. The news of the Earl of *Essex’s in-
volvement in the projected siege of Rouen
(1591—2), was reworked to provide a context in
the first part of Henry vi. The siege of Ostend
and the Somerset House Conference together
fed directly into the celebration of King James’s
peace policy in Alls Well That Ends Well
(1604/5).
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Following the peace with Spain, Elizabeth’s
Dutch wars were soon to be forgotten. During
the early 17th century, the nation with whom
Elizabeth had entered her opportunistic alli-
ance, and which English playwrights, includ-
ing Shakespeare in The Comedy of Errors, had
long patronized (“Where stood Belgia, the
Netherlands?” ‘O sir, [ did not look so low,’

3.2.36~7) developed into a puissant seaborne

empire. The Jacobean herring debate between
the two nations, the Amboyne Massacre of 1623,
as well as religious and political differences of a
more substantial nature, gave rise to a series of
naval conflicts in which the once fortuitous al-
lies were now one another’s enemies. TH

Dyce, Alexander (1798-1869), Scottish scholar
and clergyman. A founder member of the

*Shakespeare Society in 1840, his censorious
Remarks on Mr. J. P. Collier’s and Mr C. Knight's
FEditions of Shakespeare (1844) breached relations
with two other founding members, and his
Strictures on Mr. Colliers New Edition of
Shakespeare, 1858 (1859) broke them. His own
edition of Shakespeare appeared in 1857 (rev.
1866), and his Glossary in 1864. ™
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East Africa. Bishop Steere’s 1867 translation of
*Lamb’s Tales from Shakespeare into Swahili is
an early instance of the missionary use of
Shakespeare in what became in British East
Africa common colonial and missionary peda-
gogic practice. In 1900, the University Missions
to Central Africa in Zanzibar produced Hadith:
Ingereza, a prose *translation into Swahili of
versions of several plays. Kenya’s premier sec-
ondary school, Alliance High School, founded
by a coalition of missionary groups in 1926, not
only taught but put on annual productions of
Shakespeare. Ngugi wa Thiong o writes that, as
a pupil at the school, between 1955 and 1958 he
saw As You Like 1, 1 Henry 1v, King Lear, and A
Midsummer Night's Dream. The presence of
Shakespeare within education was strengthened
during the 19505 when Makerere University
College in Uganda, for a long time the only
university college in East and Central Africa,
developed its links with the University of Lon-
don. Alan Warner in his Makerere Inaugural
Lecture ‘Shakespeare in the Tropics’ (1954) ar-
gued that the study of English literature would
make Affricans ‘citizens of the world” burt his
compatriot David Cook, also at Makerere,
contributed to the study of local literatures as
well as to Shakespeare. Productions of Shake-
speare included one of Macbeth, directed by an
American with the first all-black cast in the
Ugandan national theatre in 1964. Milton
Obote is said, asa student, to have played Caesar
in Julius Caesar. During the colonial period
expatriate colonials organized performances for
regular East African Shakespeare festivals.
During and since the period leading to in-
dependence for African states, some writers
have continued to promote the presence and use
of Shakespeare within cultural and educative
pracuice. Ali Mazrui, head of the Department of
Political Science at Makerere, wrote in 1967 of
Shakespeare’s importance to African culture as
‘master of the English Language’ and ‘great
creator of human characters and eternal situ-
ations’, also recommending Hamlet as good
training for self-government. The first Swahili
translations of complete Shakespeare plays are
by Julius K. Nyere, as well the first president of
Tanzania. In the 1960s he translated Julius
Caesar and then The Merchant of Venice, the
latter as Mabepar: wa Venis: which means lit-
erally ‘the capiralists of Venice’. This version,
unlike his earlier translation, is said to reflect
more directly his socialist position and is an
instance of the attempt by some African writers
to appropriate Shakespeare in the context of
immediate political struggle. Nyere’s transla-
tions were published by OUP in Kenya while,
in 1968, S. S. Mushi’s translation of Macbeth
was published by Tanzania Publishing House.
Shakespeare has been appropriated to argue
more explicitly the problematics of colonialism
and neo-colonialism in a series of works, not-

ably by Ngugi in his novel A Gramn of Wheat
(1968), by Murray Carlin, whose appropriation
of Othello in Not now, Sweet Desdemona was
first produced at the National Theatre of
Uganda, Kampala, in 1968, and, further north,
by the Sudanese author Tayib Salih who nar-
rates the experiences of a contemporary North
African version of Othello in Sezson of Migra-
tion to the North (1969).

Shakespeare has also been received in other
ways in various countries in Central and East
Africa as a problematic and complex phenom-
enon. In 1948 Octav Mannoni, using Prospero
and Caliban as prototypes,
inferiority-dependence theory of colonialism
based on his experience of the Madagascan
uprising of 1947-8, ideas later to be developed
by Philip Mason, a colonial official who had
worked in Africa. These ideas were strongly
criticized by Franz Fanon and Aimé *Césaire,
famous opponents of colonialism. Ngugi wa
Thiong'o, who criticized in 1981 the way in
which Shakespeare, ‘who had the sharpest and
most penetrating observations on the European
bourgeois culture’, was taught to him in Kenya
and Makerere as if ‘the only concern was with
the universal themes of love, fear, birth and
death’, and who, even more recently, in 1993
uses the Prospero—Caliban relationship to argue
against what he sees as the neo-colonial he-
gemony of English, traces the beginnings of the
rejection of Shakespeare and a move to the Af-
ricanization of education to the 1950s. In 1971
Wanjandey Songa was still calling for African-
ization, arguing that Shakespeare was being
promoted at Makerere and elsewhere at the
expense of local cultures. After 1985 Shakespeare
was in fact dropped from the Kenyan secondary
school syllabus, but, as a result of the interven-
tion of President Danial arap Moi, who in a
public address on 25 July 1989 paid tribute to
the ‘universal genius’ of Shakespeare, Romeo
and Juliet was restored as a set text for the 1992
national examination.

At the end of the 20th century, while Shake-
speare still features in secondary education in
East African countries, there is little or no evi-
dence of any current research at tertiary level or
in the field of Shakespeare studies in general.
Although, as late as 1996, F. Abiola Irene wrote
in Research in African Literatures that ‘Shake-
speare’s privileged position in African letters
has been ensured essentially through the com-
manding force of his unique genius’, dearth of
evidence of recent new publications or per-
formances in East African countries suggests
that Shakespeare’s influence, although still
present, may be on the wane. MO

evolved an

Ecclestone, William (c.1591—after 1623), actor
(King’s Men 1610-11, Lady Elizabeth’s Men
161-13, King’s Men 1614-23). Ecclestone is
named in a number of King’s Men actor lists
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ECONOMICS

(including the 1623 Folio) and took the part of
Kastril in Jonson’s The Alchemist. GE

economics. See MONEY.
Eden, Alexander. Sec IDEN, ALEXANDER.

Edgar, son of the Earl of Gloucester in King
Lear, is forced to flee and assumes the disguise

of a ‘Bedlam beggar’. AB

editing. Over the centuries, Shakespeare’s texts
have been edited by a remarkably diverse series
of distinguished figures—including a speaker of
the House of Commons (Thomas *Hanmer),
the librettist of Handel’'s Messiah (Charles
Jennens), and the inventor of modern chess
pieces (Howard Staunton)—each of whom
brought a unique set of abilities to bear on the
task. In his landmark edition of 1709, the re-
nowned dramatist Nicholas *Rowe regularized
the *act and scene divisions, prefaced each play
with a *dramatis personae, and supplied ne-
cessary entrance and exit directions that had
been left out of the folios. In his edition of 1725,
the celebrated poet Alexander *Pope regularized
distinctions between verse and prose. In 1733,
Lewis *Theobald, a classical philologist, intro-
duced the practice of citing parallel passages
from Shakespeare’s works and from those of his
contemporaries. In 1747, William *Warburton,
Bishop of Gloucester, was the first to distin-
guish quotations from dialogue in Shakespeare’s
text. In 1765, the great lexicographer Samuel
*Johnson applied his expertise to the elucida-
tion of obsolete or archaic terms and made
critical notes a prominent feature of his edition.
The Johnson and *Steevens ‘variorum’ of 1773
inaugurated a tradition of the editio cum notis
variorum, ‘edition with the notes of the various
commentators’, that was continued by Isaac
*Reed (1785), James Boswell (1821), H. H.
*Furness (1871-1913), and on into the present
day in the New *Variorum Shakespeare edi-
tions. W. G. Clark and W. A. Wright’s *Cam-
bridge edition of 1863 was the first to number
all the lines in the works. These line numbers,
reproduced in the *Globe edition (1864) and
ratified by the line references in the first com-
plete concordance to Shakespeare (1894), be-
came standard for the next century.

For hundreds of years, the text of each new
edition of Shakespeare’s works was based on the
one immediately preceding it: F1 was reprinted
in F2, which was reprinted in F3, which was
reprinted in F4. Rowe’s edition was based
largely on F4; Pope then based his edition on
Rowe’s; Theobald based his on Pope’s; John-
son, in turn, used Theobald. As a matter of
course, changes introduced in an earlier edition,
whether as minor as a spelling correction or as
major as F3’s addition of seven plays, were fol-
lowed by the later. Edward *Capell (1768) was
the first to break with tradition by returning to
the early *quarto and *Folio texts. Edmond

*Malone (1790) followed Capell’s example, as-
serting that ‘every reader must wish to peruse
what Shakespeare wrote, supported at once by
the authority of the authentic copies . .. rather
than what the editor of the second folio, or Pope
or Hanmer, or Warburton have arbitrarily
substituted in its place’.

Editors have long wrestled with the question
of how to present plays that survive in two early
versions, especially Hamler and King Lear. The
traditional lack of consensus on this issue is
made manifest by the simultaneous appearance,
in the early 1840s, of Charles *Knight’s edition,
based on the Folio texts of these plays, and John
Payne *Collier’s edition, based on the quartos.
Historically, editors have tended to conflate the
quarto and Folio texts. More recently, however,
they have increasingly opted for parallel text
editions or, in the case of the *Oxford Shake-
speare and the *New Cambridge Shakespeare,
separate editions of each textual version.

Editors undertake their task because they be-
lieve that their knowledge and insight may en-
able them to construct more accurate texts of
Shakespeare’s plays than any of the producers of
previous texts (scribes, printers, other editors)
were able to do. It is generally assumed that
editing is an activity of historical scholarship
and that an editor’s own preferences ought to be
subordinate to historical accuracy, but this su-
premely subjective enterprise invariably pro-
duces editions that are marked (or marred) by
the personal idiosyncrasies of their editors.
Alexander Pope, who claimed to have edited
Shakespeare with ‘a religious abhorrence of
all innovation’, is a case in point. Pope’s edi-
tion drew attention to ‘shining passages’ with
commas in the margins, relegated ‘suspected
passages’ to the bottom of the page (about 1,500
lines in all were degraded in this manner), and
highlighted distinguished scenes with an aster-
isk. Pope silently emended expressions he found
obsolete or obscure: ‘In hugger-mugger’ infam-
ously becomes ‘In private’ (Hamlet 4.5.82). His
expedient for tidying up Shakespeare’s metre
was to replace words in metrically defective or
hypermetrical lines with longer or shorter syn-
onyms: Hamlet’s dying request to Horatio “To
tell my Story’ is condensed in Pope’s text to read
‘To tell my tale’ (s.2.301).

Some scholars view Pope’s edition as simply
an extreme example of what they perceive to be
a tradition of editorial interference with and
sophistication of Shakespeare’s texts. These
scholars have called for the ‘unediting’ of
Shakespeare, encouraging students to ignore
edited texts and to study the plays in photo-
graphic facsimiles of the early quartos and folios
with their original confusions and corruptions
unobscured. ER

de Grazia, Margreta, Shakespeare Verbatim: The
Reproduction of Authenticity and the 1790 Ap-
paratus (1991)

Tanselle, G. Thomas, ‘The Varieties of Schol-
arly Editing’, in D. C. Greetham (ed.), Schol-
arly Editing (1995)

Werstine, Paul, ‘Shakespeare’, in D. C.
Greetham (ed.), Scholarly Editing (1995)

Edmond, the Earl of Gloucester’s son by his
mistress, vows to supplanc his older half-brother
Edgar in The Tragedy of King Lear (spelled
‘Edmund’ in The History of King Lear). AB

Edmund. See EpmMonD.

Edmund Ironside, anonymous *manuscript
play, written c.1585-95, currently in the hold-
ings of the *British Library (Egerton MS 1994).
E. B. Everitt first advanced the hypothesis
of Shakespeare’s authorship in 1954. Eric
Sams attempted to substantiate Everitt’s theory
in 1985, but failed to sway the predominant
perception of the play as fundamentally un-
Shakespearian.

This charming history play, redolent of the
old moralities, focuses on the stark opposition
between Edmund, the warlike English King,
and Canute, the opportunistic Danish invader,
and culminates in the slighty anticlimactic
reconciliation anticipated by the play’s subtitle,
‘A True Chronicle History called War hath
made all friends’. SM

education. Elementary education in Shake-
speare’s time was often, especially in country
areas, provided informally by clergymen, itin-
erant teachers, and others who would attempt to
instil the rudiments of grammar and arithmetic
into their pupils. Shakespeare’s father, brought
up in a small country village, seems never to
have learnt to write, though he became a suc-
cessful businessman; he signed legal documents
with his mark—a cross, or a pair of glover’s
compasses. His wife also signed with a mark, as
did Shakespeare’s daughter Judith, brought up
in Stratford; Susanna, however, signed her
name, at least in her later years. Inability to write
did not necessarily imply inability to read, and
intelligent people could be illiterate.

At a more formal level, children between the
ages of around § and 7 might attend petty
schools, run sometimes by women as well as by
men, often untrained, though sometimes by
university graduates down on their luck. Pupils
were taught to read and pronounce English, to
write, and to do simple arithmetic. The most
basic aim was to fit them to take part in church
services, and religion played a major part in
education at all levels. Indeed, compulsory at-
tendance at church, where congregations heard
readings from the *Bible, the Prayer Book, and
the Homilies, as well as sermons, was in itself an
educational process. Shakespeare puts biblical
allusions into the mouths even of his humblest
characters (though Mistress Quickly, describing
Falstaff ’s death, muddles the biblical Abraham
with the mythological Arthur: Henry v2.3.8—9).
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The inital instrument of instruction in the
petty schooi was a hornbook—a sheet of paper
inscribed with the letters of the alphabert, a short
prayer, and sometimes combinations of vowels
and consonants, and then covered with a layer
of translucent horn and mounted in a wooden
frame with a handle. So in Love’s Labour’s Lost
we learn that the pedantic Holofernes ‘teaches
boys the hornbook’ (5.1.45) The child would
progress to learn a set of prayers and the Chris-
tian catechism, and to write by imitating models
in a printed copybook. Some pupils would get
no further, going off to help on the farm or in
the family trade or business. Others might go for
a while to a secondary school to receive further
instruction in reading, writing, and arithmetic,
and then be sent for training in crafts or trades,
often as apprentices to a master in whose
household they would live. This is doubtless
how John Shakespeare became a glover. The
normal period of apprenticeship—available to
girls as well as boys—was seven years. Shake-
speare seems to portray the products of such
training in the ‘mechanicals’, or craftsmen, in 4
Midsummer Night’s Dream, who are able to read
their scripts, even though Snug is ‘slow of study’
(1.2.63).

Boys of well-off parents, and those with tal-
ent enough to be awarded scholarships, might
proceed from petty school to one of Eng-
land’s many *grammar schools, which ranged
greatly in size, wealth, and organization. Eton
and Winchester were already famous, and in
London St Paul’s and Westminster were
richly endowed. A few schools admitted girls
in the lower forms, but higher education for
girls was most commonly acquired through
private tuition. The Stratford grammar school
dates back to the 15th century, and by a charter
of 1553 became the King's New School of
Stratford-upon-Avon. Its lists of pupils during
the Shakespearian period no longer exist. It
was modest in size, with perhaps 40 pupils
taught by one master, assisted by an usher, in
the room above the guildhall, both of which
survive and are still used by the school. Like all
grammar schools, it offered a humanist educa-
tion centred on the classics, especially Latin
literature and rhetoric—Greek was taught
mainly in the larger schools. Boys could be ad-
mitted at the age of 7 provided they could read.
They had an arduous regime, ‘creeping like
snail | Unwillingly to school’ (As You Like It
2.7.145—6) with their satchels around 6.00 a.m.
and continuing their studies till the late after-
noon, with few holidays. Prescribed textbooks
in Shakespeare’s time and for centuries after-
wards were the Short Introduction of Grammar
and the Brevissima institutio, the latter writ-
ten in Latin (but with an index using English),
compiled and adapted from texts by William
Lily (?1468-1523), first highmaster of St Paul’s
School in London. In The Merry Wives of
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Windsor 4.1 Shakespeare shows a pupil, sug-
gestively named William, being put through
his paces in Latin grammar, not very success-
fully, on a ‘playing day’ for his mother’s benefit.
The scene, irrelevant to the plot, is something
of an indulgence, and Shakespeare is clearly
drawing on his own boyhood experience. Here
and elsewhere he uses phrases taken directly
from Lily’s grammar books; in Tirus Andro-
nicus, for example, he causes Demetrius to
quote lines written by Horace, at which Chiron,
admitting that his knowledge is second-hand,
responds ‘O, ’tis a verse in Horace, I know it
well. | I read it in the grammar long ago’
(4.2.20—-24).

While learning the rudiments of Latin gram-
mar pupils would also read elementary collec-
tions of maxims such as the Sententiae pueriles
(1542) of Leonhard Culmann, made up of short
sentences from Latin authors, and a Latin ver-
sion of Aesop’s Fables. As they progressed in
learning they might go on to read—and perhaps
even to act—plays by Terence and Plautus,
whose Menaechmi and Amphitruo are prime
sources for The Comedy of Errors. They would
spend much time memorizing Latin writings,
studying their grammatical construction, trans-
lating extracts from Latin into English and back
again into Latin, and imitating classical authors.
A standard work of instruction was Erasmus’ De
duplici rerum ac verborum copia (On Copious-
ness in Style and Subject Matter), which in-
cluded among its models of composition a
demonstration of some 150 ways of saying
‘Thank you for your letter.” Also popular in
schools were the eclogues of Battista Spagnuoli
(1447-1513), known as Mantuan, whom Holo-
fernes, in Love’s Labour’s Lost, quotes and speaks
of: * “Facile precor gelida quando pecas omnia sub
umbra ruminat’, and so forth. Ah, good old
Mantuan! (4.2.92-3) Writings such as these
would have been mastered, at least by the more
talented pupils, by the age of 12. The level of
education acquired early in life by ordinary
Stratford townspeople may be gauged from a
surviving letter in Latin written to Richard
*Quiney, who was in London at the time, by his
son around his eleventh birthday (printed in E.
L. Fripp, Shakespeare: Man and Artist, 1938). The
boy asks for books of blank paper for himself
and his brother (probably Thomas, who was
to become Shakespeare’s son-in-law), and ex-
presses gratitude that his father has brought him
up in the studies of sacred learning (‘educasti me
in sacrae doctrinae studiis usque ad hunc dien’).
This may be in the nature of a boy’s exercise,
but Abraham *Sturley wrote to Quiney in Latin
as a matter of course, and Thomas *Greene
scribbled Latin verses on his wife’s pregnancy in
the midst of his notes on conversations with
Shakespeare and others. If any letters written by
Shakespeare ever turn up, they too could be in
Latin.

EDUCATION

In the upper forms, boys were required to
speak in Latin at all times. Here they would
study major Latin authors, such as Virgil, Sal-
lust, Caesar, and Horace. *Ovid clearly made a
great impression on Shakespeare, who knew the
Metamorphoses in the original Latin as well as in
Arthur Golding’s English translation. He brings
the book on stage in the highly Ovidian Tizus
Andronicus (4.1.42) and, by implication, in
Cymbeline (2.2), and quotes a couplet from
Ovid’s Amores (an erotic volume to which his
teachers are unlikely to have introduced him)
on the title page of Venus and Adonis. In The
Taming of the Shrew Lucentio, impersonating a
tutor, woos Bianca under the pretext of teaching
her a passage from the Heroides.

For Shakespeare, as an incipient dramatist,
the rhetoricians were no less important than the
poets. The key texts here were the pseudo-
Ciceronian Ad Herennium, Cicero’s Topics, and
the Institutio oratoriae of Quintilian. Pupils
were expected to compose their own elaborate
orations—an exercise that must have been in-
valuable to the future author of, for example,
Henry vand Julius Caesar.

Needless to say, education did not stop
with departure from the grammar school.
Some grammar-school boys would go into
apprenticeship. Others would go to university,
which offered training in, for instance, the-
ology, medicine, and law. Shakespeare, like Ben
*Jonson (who nevertheless prided himself on his
learning), was not among them, but, for in-
stance, his exact contemporary Christopher
*Marlowe, after attending the King’s School in
Canterbury, proceeded on a scholarship at the
age of 16 to Corpus Christi College, Cambridge.
Plays were professionally performed in both
Oxford and Cambridge—the first quarto of
Hamlet, for example, declares itself to have been
‘divers times acted . . . in the two Universities of
Cambridge and Oxford’, and an Oxford don,
Henry Jackson, records seeing Orhello in Ox-
ford in 1610—but not, it would seem, in the
colleges themselves. Grammar-school boys
might also go, either directly or after university,
to one of the eight Inns of Chancery or the four
Inns of Court, where barristers were trained and
worked. Justice Shallow’s ‘cousin William’, still
undergoing an expensive education at Oxford,
is soon to proceed ‘to the Inns o’ Court’; Shal-
low himself had been trained at Clement’s Inn,
where he had led a life that has, according to
Falstaff, grown more raffish in recollection than
it was in actuality (2 Henry 1v3.2). The Comedy
of Errors was acted at, and possibly commis-
sioned for, Gray’s Inn in 1594, and Twelfth
Night had a special performance at the Middle
Temple in 1602.

In Shakespeare’s time as in ours, education
could be acquired by personal effort as well as
by formal instruction. After leaving school,
Shakespeare clearly went on reading for the
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rest of his life. His extensive knowledge of
English literature—*Gower, *Chaucer, *Ar-
thur, *Brooke, *Sidney, *Spenser, *Greene,
*Lodge, *Nashe, *Daniel, and so on—of his-
torical writings by *Foxe and *Stow, of the
chronicles of *Hall and *Holinshed and the
Mirror for Magistrates, and of translations of
*Homer, Ovid, *Plutarch, *Livy, *Boccaccio,
Tasso, *Ariosto, *“Montaigne, and other writers
must have been acquired as it were privately, and
so probably was the knowledge of French and
Italian that enabled him to compose, for in-
stance, the French episodes of Henry v and to
read *Cinthio for Othello. And of course he was
deeply familiar, through performance as well as
reading, with the works of contemporary
dramatists such as Lyly, Marlowe, Jonson, and
many others (including Anon.).

The training that Shakespeare received at
grammar school means that, in spite of Jonson’s
gibe at his ‘small Latin and less Greek’, he had at
least as good a knowledge of Latin language and
literature as a modern graduate in the classics—
entirely adequate, as T. W. Baldwin has amply
demonstrated, to account for the high propor-
tion of classical, biblical, and other learned al-
lusions in his writings. It pervasively informs his
verse and prose style. And the high standard of
education available to a large section of the
population, in the provinces as well as in Lon-
don, explains how plays as literate as those of
Shakespeare and his contemporaries could
achieve success in the popular theatres of his
time. (See also SCHOOLS, SHAKESPEARE IN.)

SwW
Baldwin, T. W., Shakespere’s Petty School (1943)
Baldwin, T. W., William Shakspere’s Small
Latine and Lesse Greeke (2 vols., 1944)
Cressy, D., Literacy and the Social Order: Writing
and Reading in Tudor and Stuart England
(1980)

Edward 1. Entered in the Stationers’ Register
in 1595 and published anonymously the fol-
lowing year, The Reign of King Edward the
Third (‘as it hath been sundry times played
about the city of London’) is the likeliest of the
*apocrypha to have been written by Shake-
speare. Although there is no external evidence
linking Shakespeare’s name with the play before
a wholly unreliable list of plays published in
1656 (which also credits Shakespeare with
writing Marlowe’s Edward 11), Edward *Capell
attributed it to Shakespeare on internal evi-
dence alone in 1760, and other commentators
who have since thought that Shakespeare must
have written at least parts of this attractive
chronicle play have included *Tennyson, A. W.
Ward, and Kenneth *Muir.

The play depicts incidents from Edward 11’
wars against King David of Scotland and, as-
sisted by his son the Black Prince, against the
French: in the first half of the play Edward

rescues the married Countess of Salisbury from

a Scots siege and subsequently courts her at
length and in vain, and in the second he proves
his recovery from this unvirtuous interlude by
campaigning successfully in France, his victory
made the more joyous by his reunion with the
Black Prince, thought to have been killed. The
scenes which have been most frequently cred-
ited to Shakespeare are those in which Edward
woos the Countess (1.4—2.2), first commission-
ing Lodowick to compose a poem to her (and
then preventing Lodowick from writing more
than four lines of it by waxing lyrical about her
himself), and is finally persuaded to renounce
his adulterous suit when the Countess feigns to
request Edward to kill their respective spouses
and then undertakes to kill herself first. How-
ever, studies of the play since 1960-—which have
established, for example, that the play is mainly
based on a single source, Lord Berners’s trans-
lation of The Chronicles of Froissart (1523), rather
than having taken the Countess’s scenes inde-
pendently from another book better known to
Shakespeare, William *Painter’s Palace of
Pleasure—have generally reached the conclu-
sion that it is the work of a single author.

The arguments that the play is all by Shake-
speare rather than all by another writer (such as
George Peele, the next candidate for its author-
ship) are complicated by uncertainties as to its
date of composition, which could have been at
any time between 1588 and 1595. The existence
of a German play on the same subject, which
may have been prompted by an Edward 111 play
performed by English actors in *Poland in 1591,
has encouraged scholars who would wish to
place the play early in the Shakespeare canon,
but the play’s references to Lucrece and to Hero
and Leander, its metre, the generally agreed
superiority of the King—Countess material to
the comparable but less mature scenes between
Edward 1v and Lady Elizabeth Gray in Richard
Duke of York (3 Henry vr) and, especially, the
presence of a line which also occurs in Sonnet
94 (‘Lilies that fester smell far worse than
weeds’) suggest that if Shakespeare did write the
play it must have been closer to 1594. What is
certain is that Shakespeare at least knew the
play—from which, if he did not write it, he
derived a unique historical error about David of
Scotland in Henry v (1.2.160-2, 293—5)—and
that more and more scholars are now prepared
to treat it as part of the Shakespeare canon.

MD

The Raigne of King Edward the Third (ed. Fred
Lapides, 1980)

King Edward mi, ed. Giorgio Melchiori in
the New Cambridge Shakespeare series (1998)

Muir, Kenneth, Shakespeare as a Collaborator
(London, 1960)

Proudfoot, G. R., * The Reign of King Fdward 11
(1595) and Shakespeare’, British Academy
Shakespeare Lecture (1985)

Edward iv. See EDwaRD, EARL OF MARCH.

Edward 1v, a history play in two parts, possibly
written collaboratively by *Heywood in the late
1590s. It was advertised as Shakespeare’s in a
bookseller’s catalogue in 1654. Despite verbal
parallels with Measure for Measure, the Shake-
SM

spearian ascription is unjustified.
Edward v. See EpDwARD, PRINCE.

Edward, Earl of March (1442-83). Son of
Richard Duke of York, he appears briefly with
his father in The First Part of the Contention (2
Henry vi) s.1. In Richard Duke of York (3 Henry
v1) he boasts of his victory over Buckingham in
battle, and attempts to persuade his father to
crown himself (1.1). After his father’s death (‘No
longer Earl of March, but Duke of York’
2.1.192) he defeats the Lancastrians at Towton
to become Edward 1v (2.6) and marries Lady
Gray (3.2). In Richard ur his brother Richard
tells him of his other brother Clarence’s murder
(2.1) and his own death is reported 2.3.3.  AB

Edward, Prince. (1) The only son of Henry v1,
Prince Edward (1453—71) protests against being
disinherited, Richard Duke of York (3 Henry vi)
L.1; is betrothed to Warwick’s daughter Anne
Neville, 3.3, whom he marries; but is stabbed by
Edward 1v and his brothers at Tewkesbury, .55
and appears as a ghost to Richard 11 at
*Bosworth (Richardu s.5). (2) He appears asa
baby in the last scene of Richard Duke of York.
With his younger brother (also called Richard,
Duke of York (1472-83)) he is taken to the
Tower of London (Richard mr 3.1) and mur-
dered (described 4.3). Born 1470 and briefly
made Edward v before his death in 1483, he was
the son of Edward 1v and grandson of Richard,
Duke of York, of the Henry vi plays. AB

Edwards, Richard (1524—66), poet, playwright,
and composer. He wrote the text and probably
the music of “When griping griefs the heart doth
wound’; the opening is sung by Peter, in Romeo
and Juliet 4.4.152. JB

Egeon, father of the Antipholus twins in 7he
Comedy of Errors, is called Moschus in *Plautus’
Menaechmi. AB

Egeus, Hermia’s father, requires her to marry
Demetrius in A Midsummer Night’s Dream.
AB

Eglamour, Sir. He helps Silvia to escape from
*Milan in The Two Gentlemen of Verona.  AB

Egyptian. He brings a message from Cleopatra
to Caesar, Antony and Cleopatra s.1. AB

Elbow, a ‘simple constable’ in Measure for
Measure, arrests Pompey twice (2.1 and 3.1).

AB

Eld, George. Sce PRINTING AND PUBLISHING.
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Eleanor (Elinor), Queen (c.1122-1204). Mother
of King John, she supports his claim to the
throne against Arthur. AB

Elector Palatine. Scc BOHEMIA AND THE FOR-
MER CZECHOSLOVAKIA; ELIZABETH OF BOHE-
MIA.

electronic media. Although we have come a
long way from the early days of the Oxford Text
Archive, when electronic texts of Shakespeare’s
plays were patchily available in variously edited
and sporadically corrected forms, we are still in
the pioneering period of the digital bard. In
terms of CD-ROM text resources, there are two
major items: Chadwyck-Healey’s Editions and
Adaptations of Shakespeare and The Arden
Shakespeare CD-ROM, ‘Texts and Sources for
Shakespeare Studies’. Each offers access to vari-
ously mediated Q and F texts, and modernized
texts: the Arden includes the complete Arden 2
series, and will eventually be updated with Arden
3 (a reminder of the instant obsolescence of all
things digital). Editions and Adaptationsincludes
a selection of editions (to 1836) and a range of
adaptations, sequels, and burlesques; the Arden
offers electronic versions of several standard
works of reference: Bullough’s Narrative and
Dramatic Sources; Abbott’s A Shakespearian
Grammar, Onions’s A Shakespeare Glossary; and
Partridge’s Shakespeare’s Bawdy.

The world of Shakespeare editorship does
not rush headlong to embrace new re-
sources, but these CD-ROMs, along with the
Chadwyck-Healey drama database, the OED
on CD-ROM, and Ian Lancashire’s Early
Modern English Dictionaries Database (hetp://
www.chass.utoronto.ca/english/emed/emedd.
html) will surely soon be points of first resort for
all editors.

Shakespeare has a massive, and growing,
presence on the web. The best meta-site, pro-
viding reviews of, and links to, Shakespeare
sites is Mr William Shakespeare and the Inter-
net (htep://daphne.palomar.edu/shakespeare/).
Those with a good search engine and lots of
time on their hands will be able to find many
other sites which are simply bonkers: take a
reality check on The Shakespeare Authorship
Web Page, ‘dedicated to the proposition that
Shakespeare wrote Shakespeare’ (huep://www.
clark.net/pub/tross/ws/will.html). ‘Shaksper’ is
a moderated, members-only discussion list,
which has some of the most eminent Shake-
spearians in the world as regular posters, as well
as newly enthused school students (email
editor@ws.bowiestate.edu to join). JH
Elgar, Sir Edward (1857-1934), English com-
poser. Elgar’s tone poem Falszaff, Op. 68, is the
most vivid programme music he ever wrote,
portraying the Falstaff revealed in the history
plays rather than the character in The Merry
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Wives. Although there are sketches from 1902—3
Falstaffwas only completed in 1913. IBC

Elinor. See ELEANOR, QUEEN.

Eliot, Thomas Stearns (1888-1965), born
American, naturalized British, poet, critic, and
playwright. The contact and confrontation be-
tween the greatest 20th-century poet in English
and his Elizabethan predecessor is continuous
and pervasive. In his prose and poetry Eliot re-
fers to or quotes from at least 20 of Shake-
speare’s works, although his essay on Hamlet
(1919) raises more problems than it solves with
its formulation of the need for an ‘objective
correlative’ in art. The essay Tradition and the
Individual Talent (1917) testifies to the debrt all
modern poets owe to their European prede-
cessors; a debt redeemed in his poem of an old
man’s lost power to love and hope of spiritual
rebirth, Gerontion (1919), which borrows both
in subject matter and verbally from Tourneur,
Chapman, Middleton, Jonson, and Shake-
speare, creating a pasticcio technique and effect.
This is carried to maturity in his major poem of
death and rebirth, The Waste Land (1922),
which, among many myths and legends, draws
inspiration from The Tempest. Marina (1930)
derives another symbol of rebirth from Pericles’
reunion with his daughter. The uncompleted
Coriolan (1931, 1932), partly inspired by Corio-
lanus, shows a counterfeit saviour, arrogantly
betraying those who betray him. Eliot’s work,
including his plays, stands on three literary
pillars—the Greeks, Dante, and Shakespeare—
although his Christian inspiration eventually
transcends all three. ™

elision, the suppression of a vowel sound,
usually at the end of a word when the next word
begins with a vowel: “Th’ expense of spirit ...’
(Sonnet 129). CB

Elizabeth 1 (1532-1603), Queen of England
(reigned 1558-1603). Her fondness for theatre
was notable throughout her reign, and though
she was a far less generous patron of drama than
her successors *James 1 and *Charles 1, the
company playing under her name, the Queen’s
Men, held a monopoly on performances at court
and in the city from 1583 to 1591. The major
theatrical patrons during her reign, however,
were court officials and privy counsellors—the
Earl of Leicester, Lord Strange, Lord Howard
the Lord Admiral, Lord Hunsdon the Lord
Chamberlain, the Earl of Pembroke. Theatre
was often, for these functionaries, a valuable
means of capturing and pleasing the royal
attention. From 1594, the companies that
played at court were, overwhelmingly, the
Lord Chamberlain’s Men of Shakespeare and
*Burbage, and the Lord Admiral’s Men of
*Henslowe and Edward *Alleyn. What plays
they presented are rarely recorded. Though she
must have seen most of the Shakespeare plays

ELIZABETH OF BOHEMIA

up to 1603, we know from the court records
only that in 1598 she saw Love’s Labour’s Lost.
The title page of the first quarto of The Merry
Wives of Windsor (1602) records that this play
too was performed before her, though the story
that credits her with commissioning Shake-
speare to write it is apocryphal, first appearing
in 1702 (her purported desire to see Falstaff in
love is added to the story in 1709). Unlike Pecle
in The Arraignment of Paris and *Jonson in
Every Man out of his Humour, Shakespeare
stopped short of writing roles for the Queen
into any of his scripts. If her presence in the
audience is implied in Oberon’s apostrophe to
the ‘fair virgin throneéd by the west’ (4 Mid-
summer Night’s Dream 2.1.158), the occasion of
the performance that included her has not been
identified—the play would have been an ap-
propriate entertainment for an aristocratic
wedding at which the Queen was a guest, but no
wedding seems to fit the bill. Richard 11 clearly
was felt to have a dangerous relevance to her
political situation in her last years, and the three
quartos published in her lifetime appeared
without the deposition scene. The relevance was
tragically underlined by the Earl of *Essex, who
underwrote a performance of the old play as a
prelude to his rebellion in 1601. After his exe-
cution Elizabeth is reported to have said, ‘I am
Richard the Second, know ye not that?” The
only play that specifically includes her is
Shakespeare’s last surviving play Al Is True
(Henry vuir), in which her birth is inidally re-
ported to King Henry as that of ‘a lovely boy’,
the male heir he craves, and only subsequently
as ‘a girl | Promises boys hereafter —the King is
not pleased, and undertips the messenger. The
promised males, James and his progeny, are, in
the extraordinary eulogy of Elizabeth that con-
cludes the play, born phoenix-like from her
ashes. Francis Osborne, remembering her in
1658, near the end of his life, recalls that she was
‘thought something too theatrical for a virgin
prince’. SO
Frye, Susan, Elizabeth 1(1993)
Johnson, Paul, Elizabeth 1 (1974)
Osborne, Francis, Historical Memoires on the
Reigns of Queen Elizabeth and King James
(1658)

Elizabeth, Princess. The future *Elizabeth 1
appears as a baby at her christening, A/ Is True
(Henry vrir) s.4. AB

Elizabeth, Queen. See Gray, Lapy.

Elizabeth of Bohemia (1596-1662), daughter
of James 1and Anne of Denmark. The festivities
leading to her wedding in 1613 to Frederick, the
Elector Palatine (later, briefly, King of Bohe-
mia), included 20 plays in three months, eight
of which were by Shakespeare. Among these
were The Tempest and The Winter’s Tale, the
surviving texts of which were long claimed to
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have been revisions reflecting the marriage; but
the betrothal masque in The Tempest is unlikely
to have been an addition, and as for the Bohe-
mian setting of The Winters Tale, Prince
Frederick had no Bohemian connection what-
ever in 1613. Elizabeth’s subsequent career re-
flects King Lear more than The Tempest: after
her Protestant husband accepted the Bohemian
throne and then lost it to Catholic invaders,
James, fearing popular support for a militant
reassertion of the claim, forbade her or her
family ever to enter his realms. She lived there-
after in Holland, returning to England only in
the last year of her life. Ironically, the present
royal family descends from her. SO

Elizabethan Stage Society. See Poer, WiL-
LIAM.

Elizabeth theory. One of the crowning glories
of the *Authorship Controversy, the bizarre
claim that Queen Elizabeth 1 really wrote the
Shakespeare canon was made by George Elliott
Sweet in Shake-speare the Mystery (1956). His
claim rests on a peculiarly tortured reading of
the Epilogue to All [s True (Henry viir) and,
obviously, requires all of the Jacobean plays to
be redated, so that according to Sweet The
Tempest, though it alludes to a shipwreck which
ook place in 1609, must have been written in

1582. MD
Schoenbaum, S., Shakespeare’s Lives (1991)

Ellington, Duke (1899-1974), black American
*jazz composer. His suite for jazz orchestra Such
Sweet Thunder (1957) comprises twelve pieces
drawing inspiration from nine different Shake-
speare plays. It was dedicated to the Shake-
spearian Festival in Stratford, Ontario, for
which he also composed incidental music for
Timon of Athens (1963). IBC

Ellis-Fermor, Una (1894-1958), English aca-
demic, first general editor of the second *Arden
Shakespeare, begun in 1951 as a revision of the
‘old” Arden. She has written influentially on
both tragedy (particularly Timon of Athens) and
history (the idea of the statesman-king), but is
perhaps best known for Shakespeare the Drama-
tist (1961). ™

Elliston, Robert William (1774-1831), English
actor and manager, whose Hamlet, Romeo,
Hotspur, and—Ilater—Falstaff were admired,
but who realized his greatest ambition when he
took over Drury Lane, where he applied mod-
ern stage techniques to Shakespeare and en-
gaged Edmund *Kean as lead, restoring King
Lear to the stage in April 1820 (though in a

Queen Elizabeth 1 bestriding her narrow kingdom like a
Colossus in the Ditchley portrait, by Marcus Gheeraerts
the younger, c1592.

127

version which still incorporated a good deal of
Nahum *Tate’s adaptation). RF

Murray, Christopher, Robert William Elliston
Manager (1975)

Elsinore, a scaport containing the fortress of
Kronberg on the east coast of the Danish island
of Zealand in the Sound. The castle is the scene
of Hamlet. The ‘cliff | That beetles o’er his base
into the sea’ described by Horatio 1.4.51-2 is
imaginary (the coast is low). AB

Ely, Bishop of. (1) In Richard ur he gives
Richard strawberries, 3.4, but flees to join
Richmond, 4.3.46. He is based on John Morton
(c.1420-1500), who probably collaborated with
Sir Thomas More in writing his History of
Richard 11, one of Shakespeare’s sources. (2)
He is one of those who encourage King Harry
to make war on France, Henry v 1.2 (based on
John Fordham (d. 1425) ). (3) He appears at
Katherine’s trial, A/l Is True (Henry viir) 2.4
(mute part). AB

Elyot, Sir Thomas (c.1490-1546), ambassador
to Henry vir and humanist scholar. Elyot’s
most famous work was The Book of the Governor
(1531), an educational treatise which considered,
among other issues, the dangers of hubris in
authority, the importance of hierarchy, and the
conflict between friendship and love. On these
subjects Elyot may have influenced Julius Cae-
sar, Henry v and Troilus and Cressida, and The
Two Gentlemen of Verona respectively. JKS

Brooks, H. F., ‘Shakespeare and The Governour,

Shakespeare Quarterly, 14 (1963)

Ely Palace portrait, half-length, oil, dated
1603, inscribed AE. The portrait was discovered
in 1845 and named after its 19th-century loca-
tion when in the possession of the Bishop of Ely.
The image was claimed to be an original for
*Droeshout’s engraving by M. H. Spielmann in
1906; it is now owned by the *Shakespeare
Birthplace Trust in Stratford. cr

Elze, Karl (1821-89), German academic. His
Abhandlungen zu Shakespeare was published
in English as Essays on Shakespeare (1874);
Schoenbaum describes passages on Shake-
speare’s doomed marriage to an older woman in
his Life of Shakespeare (1876) as making Elze ‘a
Spengler of domestic life’. Notes on Elizabethan
Dramatists dates from 1880—6. ™

emendation. Since the 18th century, editors
have made a concerted effort to correct what
they perceive to be errors in Shakespeare’s texts
through a process of emendation. Edward
Capell defined an acceptable emendation as one
that ‘improves the Author, or contributes to his
advancement in perfectness’. Lewis Theobald
famously emended Mistress Quickly’s descrip-
tion of the dying Falstaff in the Folio text of
Henry v, “for his nose was as sharp as a pen, and

EmMPSON, StR WILLIAM

a Table of green fields’, altering the final clause
to read ‘and a’ babbled of green fields’ (2.3.16—
17). Edmond Malone distinguished between his
own ‘restoration’ of readings from early au-
thoritative texts and the mere conjecture prac-
tised by his predecessors who ‘altered or
amended as it was called, at pleasure’.

In the 20th century, the New Bibliographers
championed the principle that emendation
ought to be grounded in an understanding of
how the corruption arose in the transmission of
the text. John Dover Wilson, for instance,
emended the opening line of Hamlet’s first so-
liloquy in Q2 Hamlet from ‘sallied flesh’ to
‘sullied flesh’ based on an analysis of the Sir
Thomas More manuscript which reveals that the
letters ‘a’ and ‘u’ are often indistinguishable in
Shakespeare’s hand. If Q2 was set into type
from Shakespeare’s *foul papers, it would ex-
plain the ‘sallied/sullied” error as well as other
compositorial ‘a: u’ misreadings such as
‘Gertrad’ for ‘Gertrude’ and ‘quietas’ for
‘quietus’. ER

Greg, W. W., ‘Principles of Emendation in
Shakespeare’, Proceedings of the British Acad-
emy, 14 (1928)

Emerson, Ralph Waldo (1803-82), American
poet and essayist. Shakespeare was foremost
among the ‘shades’ to accompany Emerson for
40 years in his study at Concorde. He read
contemporary criticism and the publications of
the Shakespeare Society, remaining convinced
that Shakespeare’s truth was accessible through
the text and not through secondary materials. In
‘Shakspere; or, The Poet’ in Representative Men
(1850) Emerson the puritan regrets that
Shakespeare’s life is not more exemplary and his
plays more edifying; nevertheless acknowledg-
ing the ‘first poet of the world’. ™

Emilia. (1) 7he Comedy of Errors. See ABBEsS.
(2) The wife of *lago and *Desdemona’s
companion in Othello, she unwittingly assists
lago in his plot. (3) A lady attending Her-
mione in 7he Winters Tale, she announces
the birth of Perdita, 2.2. (4) The sister of
Hippolyta, she is beloved of both Palamon and
Arcite in The Two Noble Kinsmen. AB

Emmanuel. See CLERK OF CHATHAM.

Empson, Sir William (1906-84), English aca-
demic, poet, and critic, referring extensively to
Shakespeare in several studies of poetry and its
language. Lines in his own poetry (‘Slowly the
poison the whole bloodstream fills, | The waste
remains, the waste remains and kills’) are widely
regarded as possessing true Shakespearian
power, but his continued critical importance
derives from Seven Types of Ambiguity (1930, rev.
1947), Some Versions of Pastoral (1935), and The
Structure of Complex Words (1961), in all of
which (partly inspired by 1. A. Richards) he
relentlessly pursues the multiple meanings and



ENCHANTED ISLE, THE

larger resonance inherent in individual words of
the text. His Essays on Shakespeare were collected
in 1986. ™

Enchanted Isle, The; or, Raising the Wind
upon the Most Approved Principles. Sce
TempEsT, THE; BURLESQUES.

enclosure, the practice of consolidating land-
holdings, originally scattered in strips through
open fields, into compact areas, defined by
hedges.

The medieval system of cultivation, by which
all landholders were allocated strips in large
open flelds, to ensure fair distribution of good
and bad land, had, by the late 15th century,
come under pressure from those who saw that
consolidation would be more profitable, espe-
cially when enclosed lands were given over to
sheep-grazing. There was much opposition to
enclosure from smaller owners and labourers
whose livelihoods suffered at the expense of the
larger and whose villages were sometimes de-
populated. Warwickshire had witnessed en-
closure riots in 1607 and the proposal in 1614
that enclosure should be applied to the com-
mon lands lying to the north-west of *Stratford
was met with similar opposition from many,
including the town council, whose clerk,
Thomas *Greene, kept a diary of the proceed-
ings. Shakespeare’s land in *Welcombe was al-
most certainly part of the proposed scheme and
as a leaseholder of the tithes he had an add-
itional interest in so far as his income might be
affected by change of land use. References to
him in Greene’s diary are unclear as to Shake-
speare’s stance on the proposal. Violence flared
when the agents of William *Combe, the prime
mover of the scheme, attempted preliminary
work and the affair dragged on for several years,
until the enclosure was abandoned, not occur-
ring in Stratford, by consent and Act of Parlia-
ment, until the 1770s. In Edward *Bond’s play
Bingo (1973), based on the events of 1614-15,
Shakespeare is presented as playing a prominent
part. MM

end-stopped, punctuated art the end of a verse
line or lines, the line ending at the close of a
phrase, a clause or sentence: “This blessed plot,
this earth, this realm, this England, | This nurse
... (Richard 11 2.1.50-1). CB

England’s Helicon, a poetical miscellany
published in 1600 under the auspices of John
Bodenham (c.1558-1610), a wealthy literary
patron. It includes verses by many of the best
poets of the day, among them the lines from
Love’s Labour’s Lostthat had been printed in 7he
*Passionate Pilgrim (1599). SW

England’s Parnassus; or, The Choicest
Flowers of our Modern Poets, an anthology
published in 1600 and compiled by ‘RA’
(Robert Allott); it includes numerous extracts

from Shakespeare’s poems and plays, along with
others mistakenly attributed to him. SwW

English, Elizabethan. The language commu-
nity into which Shakespeare was born was one
in which the majority must have spoken the
regional dialect of the West Midlands—a var-
iety of English normally limited to the spoken
word. The fact that it was so restricted was re-
marked on by John Hart, an early phonetician
and spelling reformer, in 1569; he pointed out
that books should not be printed ‘in the manner
of ... Westerne speeches’, although the wrizzen
form was an acceptable means of communica-
tion between speakers of the same regional
dialect, who might write ‘according to their
mother speech’, and could also do so to a friend
in London, who would be ‘no more offended to
see his writing so . .. than if he were present to
hear him speak’. But if the citizens of Stratford-
upon-Avon wished to converse with someone
from another region, they might find it desir-
able to use what, by the later 16th century, had
become a standard form of speech; as the critic
George Puttenham remarked in 1589, the best
kind of English was to be found at court, and in
London and the surrounding shires up to 60
miles (100 km) around and no further. Not
everyone, of course, had the opportunity of
hearing London English spoken; as John Hart
remarked, not everyone could have ‘conference’
with ‘the lively voice’, i.e. of Londoners.

Such unfortunates included those who had
never attended a performance of a play by trav-
elling actors, who, being London based, would
have spoken Standard English. Even if Shake-
speare spoke with a Warwickshire accent, he
would at least have had the opportunity to hear
Standard English at one of the many perform-
ances given in Stratford by itinerant companies
when he was a youth; and when he came to
London and began writing, he seems to have
lost any trace of his regional dialect. In spite of
many attempts to trace Warwickshire vocabu-
lary, grammar, and pronunciation in his writ-
ings, no one has yet proved beyond doubt that
more than a few of these regionalisms appear in
his works. It is true that he depicted Edgar,
disguised as a countryman in The Tragedy of
King Lear (4.5.234—44), adopting a regional
*dialect, but the only variant forms in his speech
were those of the standard ‘stage’ dialect of the
sort generally adopted by playwrights at the
time, and representing a conventional form of
southern English. [t is somewhat strange that
Shakespeare did not, in fact, exploit his War-
wickshire accent, since he was happy enough to
represent, in phonetic spelling, the non-stand-
ard English accents of French and Welsh
speakers, and the national dialects of Scotland
and Ireland.

In considering Shakespeare’s employment of
the language of his time the modern reader

needs to know which of the many usages
different from current English represent
the Elizabethan norm, and in what respects they
are manipulated by Shakespeare for his own
dramatic purposes; and as a representative of
the norm, the most appropriate material is
the language of the scenes where Shakespeare is
depicting everyday conversation in domestic or
tavern settings, such as those which occur in the
Falstaff plays. Since such scenes have won crit-
ical acclaim from Samuel *Johnson onwards for
their linguistic realism (although, of course,
they do not represent genuine spontaneous
speech but Shakespeare’s imitation of it), they
provide reasonably acceptable data, which will
be cited below, for the analysis of the grammar
and vocabulary of Elizabethan English. They do
not, however, provide accurate evidence of
Elizabethan *pronunciation, since the spelling
represents the sounds of 15th- and early 16th-
century English, which had often changed
radically by Shakespeare’s time. So, for example,
spellings such as mine and make in 15th-century
English seem to depict simple vowels; by 1550
such vowels had changed into diphthongs
through the operation of a phonetic process in
Early Modern English (c.1400-1700) known as
the Great Vowel Shift; the sound had changed
but the original spelling remained. The phon-
etic values of such spellings are much debated
but all that the non-specialist requires is the
ability to recognize Elizabethan puns—much
exploited by Shakespeare—where they no
longer exist at the present day.

In one respect the Elizabethan writer enjoyed
an unusual advantage in sometimes having a
choice between different grammatical forms,
one continuing the usage of the Middle Ages,
and the other being a new form introduced in
the 16th century and on the way to establishing
itself as the sole survivor. Shakespeare could
therefore choose the older or the newer form for
his own dramatic purposes, the older being as-
sociated with formal usage, the newer with a
more colloquial style. He also enjoyed com-
parable alternatives in vocabulary; the enor-
mous influx of loan words (especially from the
classics) which occurred in the 16th century
offered the writer a choice between the native
English term and a modern loan, with different
dramatic effects.

The most important grammatical alterna-
tives available to speakers of Elizabethan Eng-
lish consisted in the introduction of the
unstressed auxiliary verb doin the basic sentence
types of statements, questions, commands, and
exclamations. In statements do was introduced
in the early 16th century, for reasons which are
uncertain, giving forms like 7 do bring good
news, where unstressed 4o has no obvious func-
tion. No doubt the innovation proved popu-
lar with poets because it could be employed
for metrical purposes, to provide unstressed
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syllables as in Sweer birds do sing, and in this
function unstressed 4o survived, in verse, at least
until the late 19th century. It was probably used
by Shakespeare to characterize rhetorical speech
like Pistol’s; as a stressed auxiliary do has sur-
vived to denote emphasis on the associated verb.
Dowas also introduced into question sentences;
the older form of question involved the inver-
sion of subject and verb, as in Know'st thou
Gower? while the newer form is exemplified in
Dost thou understand . . . English? For command
sentences the Elizabethan norm is without o as
in Sweet sir, sit, and when 4o is introduced as in
Do thou stand for me, it seems not to have any
special function. Do also appears in exclamatory
sentences such as What a brawling dost thou
keep!. Do as an auxiliary appeared in negative
sentences—the early 16th century offering al-
ternatives such as By my troth I care notr and the
newer form You do not know me. A comparable
choice occurs in questions like Went you not to
her yesterday?, a variant on the newer form Do [
not bate?, and in commands such as Persuade me
not as opposed to Do not betray me sir. Several
explanations have been advanced for the intro-
duction of auxiliary do; one of the most com-
pelling is the argument that since most verbs are
associated with auxiliaries such as can, may, will,
and shall it is reasonable to suppose that a gap
came to be felt between subject and verb where
no auxiliary was present, and that 4o developed
by analogy to fill that gap.

The introduction of auxiliary 4o into a sen-
tence was not the only influence on its structure;
another was the effect on word order exerted by
the position of adverbs and phrasal groups. If
they were placed at the beginning of a sentence,
it was normal in Elizabethan English to invert
the following subject and verb, a change still
preserved when nor, seldom, never, rarely, and
hardly are in initial position, but otherwise
found only in literary style, e.g. in Down came
the rain. Differences between Elizabethan and
modern English in the individual verb include
the possibility in the 16th century of using a
single tense form to denote both progressive
and single actions; e.g. when Polonius asks
Hamlet “What do you read, my lord?’ (Hamlet
2.2.192-3), where modern English would re-
quire the progressive tense “What are you
reading?” These ‘progressive’ forms began to
develop in the late Middle Ages, and even by
Shakespeare’s time they were sill fairly unusual,
being limited chiefly to verbs of frequent oc-
currence such as come and go. Neither of these
alternatives offered the dramatist a useful
choice; he could, however, exploit another pair
of alternatives, i.e. the form of the third person
singular of the verb (present tense). The older
form was inflected in -ezh (e.g. singerh) and the
newer form in -s. The choice allowed the
dramatist an extra unstressed syllable if he
needed it for metrical purposes. In a few cases
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Elizabethan English offers alternative forms for
the past participle, as in [ have wrote/written;
other grammatical differences between Eliza-
bethan and modern English which the drama-
tist has at his disposal include the availability,
for the purposes of emphasis, of double neg-
ation and double comparison in addition to the
normal forms.

On the margins of grammar and vocabulary
are certain differences between Elizabethan and
current English the significance of which may
not always be realized by the modern reader.
Most important is the choice between thou and
you when a single person is being addressed.
Originally there was a simple distinction of
number between these two pronouns but by the
16th century it appears that you (or ye) had come
to be the norm when one person was being ad-
dressed while thou implied some emotional
connotation, usually affection or contempt, de-
pending on the context. There has been much
discussion of the ways in which Shakespeare
exploits this choice, which is, of course, no
longer available except in some regional dia-
lects. The original plural form was ye, now
found only in religious use, and replaced by you
which is the norm for Shakespeare. Changes
have also taken place in some relative pronouns;
Shakespeare could use who for non-human,
which for human antecedents, while iz, re-
placing his, of it, and thereof, was an innovation
in his lifetime, and first recorded in 1598.

The linguistic choices described above were
available to all Elizabethan dramatists, and
Shakespeare merely selected those most useful
for his purposes. What is more obviously
Shakespearian is his lexical creativity; although
other writers invented neologisms, none did so
in such profusion and with such dramatic power
and relevance. Some of these neologisms, such
as distrustful, reinforcement, and exposure, are
first recorded in his works although they are not
necessarily of his invention; others are likely to
be Shakespeare’s own since they have some
special function, e.g. to comply with the de-
mands of metre; this must be the case with vasty
for wvast, plumpy for plump, and enguard for
guard, where the affix provides an unstressed
syllable. Alternatively, Shakespeare may have
wished on occasion to reduce the number of
unstressed syllables, e.g. by replacing accusation
by accuse, and secret and false by secres-false.
Another reason for the introduction of neolo-
gisms was the need to place stress in the correct
position, e.g. Shakespeare’s introduction of a
new verb in ‘“The flame ... would under-peep
her lids’.

More subtle are neologisms created by
Shakespeare for rhetorical reasons, such as an-
tithesis as in ‘Pay her the debt you owe her, and
unpay the villainy you have done with her” and
in ‘Fathered [‘possessing a father’] he is and yet
he’s fatherless’. Another rhetorical figure played

ENGLISH STAGE COMPANY

a major part in Shakespearian drama, i.e. the
pun, as in “What a plague mean ye to colt me
thus? Thou liest: thou art not colted, thou art
uncolted’ (colt="deceive’ and ‘possessing a colt’),
‘uncolted’ being a neologism for the sake of a
pun.

The most powerful neologisms are to be
found in compound words which allow Shake-
speare to compress many meanings into a smail
space. Several such compounds are terms of
contempt, e.g. Lackbeard, Patchbreech, Tallow-
face, Martext, and Tearsheet—nearly all im-
perative compounds of a highly colloquial
nature, based on a French pattern. Other
neologisms are adjectives characterizing the
bombastic or ornate speech of courtiers like
Armado, such as black-oppressing, and curious-
knotted, or occurring in genuine poetic usage
such as temple-haunting martlet, sky-aspiring
thoughts, lazy-pacing clouds, fen-sucked fogs,
and russet-pated choughs.

But the dramatic energy which particularly
characterizes Shakespeare’s mature style owes
more to his new verbs, whether based on der-
ivation by affixes, by compounding, or by
‘functional conversion’, where one part of
speech is used as another, e.g. noun as verb.
Among the many instances of neologisms based
on existing words to which affixes have been
added to form new verbs are wumsphere and
disedge. Among the many compounds illustra-
tive of functional conversion are ouz-Herod,
out-night, and out-Duke, while the most power-
ful effects are created when single nouns are
converted to verbs, e.g. ‘to lip a wanton’, ‘still
virginalling upon his palm’ (‘playing on his
hand as though it were the virginals’), and are
used metaphorically. Vs

Hope, ]., ‘Shakespeare’s “Natiue English” ’, in

D. S. Kastan (ed.), A Companion to Shake-

speare (1999)
Salmon, v., and Burness, E. (eds.), A Reader in
the Language of Shakespearean Drama (1987)

English comedians. See GErMANY; POLAND.

English Shakespeare Company. Founded in
1986 by Michael *Pennington and Michael
*Bogdanov with the intent of reaching areas
normally missed by English touring companies,
the ESC began with a characteristically bold,
imaginative, and politicized production of
Shakespeare’s two historical tetralogies in a
21-hour marathon. Committed to education, its
schools troupe sustained the company after the
Arts Council cut its funding in 1994, causing the
primary troupe to disband and Pennington to
leave in disgust. In 1997, the troupe re-estab-
lished itself when entrepreneur Karl Watkin
funded the company’s move into the Tyne
Theatre and Opera House in Newcastle. ~ BR

English Stage Company. Founded by George
*Devine in 1956 at the Royal Court theatre in



ENJAMBMENT

London, the company remains committed to
staging vital new writing in English and sig-
nificant foreign plays. Its occasional Shakespeare
productions, fitting house style and artistic
policy, have included a Brechtian Macbethand a
bleakly unredemptive King Lear. The Court has
had a powerful influence on Shakespearian
production as many of its directors, actors, and
designers have gone on to the National and
Royal Shakespeare companies. Two plays by the
Marxist Edward *Bond, Lear and Bingo, chal-
lenged conventional assumptions about Shake-

speare. My

enjambment, the unpunctuated running over
of the syntax and sense of one verse line into the

CB

next.

Enobarbus, Domitius. Antony’s friend, he
deserts him for Caesar, Antony and Cleopatra
3.13, is stricken with remorse, 4.6, and dies, 4.10
(loosely based on Cn. Domitius Ahenobarbus,
consul in 32 BC). AB

entrances and exits. The most common stage
directions in Shakespeare’s texts, entrances and
exits are usually printed in italic, set apart from
the text of the dialogue, and couched in Latin
terms such as exit, exeunt, manet, manent, solus,
and omnes. Entrance directions generally name
the characters entering, but may also specify
props, costumes, blocking, and movement as in
The First Part of the Contention (2 Henry vi):
‘Enter at one door Horner the armourer and bis
Neighbours, drinking to him so much that he is
drunker; and he enters with a drummer before him
and carrying his staff with a sandbag fastened to it.
Enter at the other door Peter his man, also with a
drummer and a staff with sandbag, and Prentices
drinking to him (2.4.58.1~7). ER

epic caesura. Sce CAESURA, EPIC.

epilogue, a short speech delivered after the
close of a play’s action, by a single character
(often also called the epilogue, such as the dan-
cer who speaks the epilogue to 2 Henry 1v),
usually one of the principal actors. By conven-
tion, the epilogue begs indulgence from the
audience, apologizing for any tedium or inad-
vertent offence, and courteously invites
applause. Ten of Shakespeare’s plays have epi-
logues; these are all comedies, romances, or
history plays, the use of epilogues not being
found among the tragedies. CB

epitaph, Shakespeare’s. The stone trad-
itionally believed to mark Shakespeare’s *grave
in *Holy Trinity church, Stratford, bears the
inscription:

GOOD FREND FOR IESVS SAKE FORBEARE,

TO DIGG THE DVST ENCLOSED HEARE.

BLESTE BE Y MAN y' SPARES THESE STONES,

AND CURST BE HE Y' MOVES MY BONES.
The stone at present in place bears no name.
According to Halliwell-Phillipps, writing in

1881, by the middle of the 18th century the ori-
ginal stone ‘had sunk below the level of the
floor’, and about ‘fifty years ago’ (but ‘ninety’ in
the 1889 edition of his Outlines) ‘had become so
much decayed as to suggest a vandalic order for
its removal, and, in its stead, to place a new
slab’. “The original memorial’, he writes, ‘has
wandered from its allotted station no one can
tell whither,—a sacrifice to the insane worship
of prosaic neatness.” Nevertheless Dugdale’s
transcription of the epitaph in his Antiquities of
Warwickshire of 1656 shows that the wording, if
not the spelling, remained unaltered on the
copy. Halliwell-Phillipps, arguing that the epi-
taph was probably commonplace, claimed to
have found in a manuscript of about 1630 an
analogous epitaph on a baker reading:

For Jesus Christ his sake forbear

To dig the bones under this bier;

Blessed is he who loves my dust,

But damned be he who moves this crust.
The curse is no doubt directed primarily at the
sexton in the hope that the bones should not
be dug up and dumped in the charnel house
adjoining the church. The first of several
17th-century sources to ascribe the epitaph—
written in the same verse form as the Epilogue

to The Tempest—to Shakespeare himself is a

manuscript compiled by Sir Francis Fane of
about 1655-6. SwW

Epitaph on Elias James. This six-line epitaph
survives in two slightly different versions. One is
in the same Bodleian manuscript as *‘Shall I
die’, where it is attributed to “W™ Shakespeare’.
The other, unascribed, is among a number of
‘monumental inscriptions’ in the 1633 edition of
John Stow’s Survey of London, where it is said to
have been inscribed on a memorial, no longer
extant, in the church of St Andrew by the
Wardrobe. James, who died in 1610 leaving £10
to the poor, was a brewer in the Blackfriars area
whom Shakespeare is likely to have known.

SwW
epitaphs on John Combe. See COMBE ramiLy.

epyllion, a narrative poem of medium length
on some heroic or mythological subject. The
term has been applied to Venus and Adonis and
to Marlowe’s Hero and Leander. CB

Eros, Antony’s faithful attendant in Antony and
Cleopatra, commits suicide when asked by An-
tony to kill him, 4.15. AB

Erpingham, Sir Thomas (1357-1428). One of
Bolingbroke’s supporters mentioned in Richard
112.1.284, he lends King Harry his cloak, Henry
V 4.1.24. AB

Escalus, an old lord, is appointed Angelo’s
deputy in Measure for Measure. AB

Escalus, Prince of Verona. He tries to main-
tain order in *Verona, Romeo and Juliet 1.1, and
speaks the final words of the play. AB

Escanes. Sce AESCHINES.

Eschenburg, Johann Joachim (1743-1820),
German scholar and translator. Author of the
first German translation of the complete plays of
Shakespeare (177582, rev. edn. 1798-1806), on
whom he also published a monograph (1787),
he saw his translations (in prose) rapidly over-
shadowed by those of *Schlegel. I-SE

Meyen, F., Johann Joachim Eschenburg (1957)

Essex, Earl of. He presents the Bastard and
Falconbridge to John, King John 1.1. AB

Essex, Robert Devereux, 2nd Earl of
(1566—1601), Queen Elizabeth’s last favourite.
Aristocratic, ambitious, impoverished, and im-
provident, he married *Sidney’s widow, courted
the Queen assiduously, participated in a num-
ber of lamboyant and inconclusive military and
naval engagements, and rose to be Earl Marshal.
He was sent with troops to Ireland in 1599 to
quell the continuing insurgency. *Spenser
praises him lavishly in the Prothalamion (ll.
145-56), and Shakespeare in the Chorus to Act
of Henry v imagines him ‘from Ireland coming
| Bringing rebellion broached on his sword” (l1.
31-2), but he failed ignominiously and returned
without permission in disgrace. Elizabeth ban-
ished him from court. In 1601 he commissioned
a revival of Richard 1 by the Chamberlain’s
Men, and the next day led an uprising, in-
tending to march on Whitchall and seize the
Queen; but he was stopped, arrested, tried, and
promptly executed for treason. The Chamber-
lain’s Men were interrogated about the per-
formance, but were exonerated, and performed
for the Queen the night before the execution.
Elizabeth’s archivist William Lambarde reports
that some months later she said to him, ‘I am
Richard the Second, know ye not that?” Later
commentators have seen Shakespearian reflec-
tions of Essex in the indecision of Hamlet, the
arrogance of Achilles, the self-destructive pride
of Coriolanus. SO

Euphronius. See AMBASSADORS.

euphuism, an elaborate prose style ornamented
with numerous figures of speech. Named after
Lyly’s romance Euphues (1578), it is thought to
have been parodied in Love’s Labour’s Lost.

CB
Euripides. See CRITICAL HISTORY; DEUS EX
MACHINA; GREEK DRaMa; SENECA, Luctus
ANNAEUS.

Evans, Dame Edith (1888-1976), English
actress. Although she came to possess an al-
most aristocratic grandeur, she began life as a
milliner. She appeared in 1912 as an amateur
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Evans, SIR HuGH

Edith Evans as a famously witty Rosalind, with Michael Redgrave as Orlando, New Theatre, 1937

playing Cressida for William Poel; there was no
going back to hats. She quickly built a reputa-
tion in London as an original and versatile ac-
tress with a special affinity for Restoration
comedy. Feeling that she had failed as Helena in
a starry production of A Midsummer Night's
Dream at Drury Lane, she went to play, for very
little money, ten of Shakespeare’s women at the
Old Vic. In New York in 1934 she played the
Nurse to Katharine Cornell’s Juliet, a part she
repeated in London in 1936 when Peggy *Ash-
croft was Juliet. Though never conventionally
glamorous, she could enchant audiences with
her vocal skill and timing, and at 48 triumphed
as Rosalind at the Old Vic. Her Cleopatra ten
years later was less happy. In maturity she played
Queen Katherine in Al Is True (Henry viir) at
the Old Vic as well as the Countess in A/’s Well
That Ends Well and Volumnia to Laurence
*Olivier’s Coriolanus at Stratford. She was

a devout Christian Scientist and socially a very
private person. M

Evans, Sir Hugh. He is a Welsh parson who
assists Slender’s pursuit of Anne Page in The
Merry Wives of Windsor. AB

Evans, Maurice (1901-89), British actor. Better
known in the United States, of which he became
a citizen in 1941, than in his native England, he
gained a personal following in London when in
1934 he played Richard 11 and Hamlert at the Old
Vic. He was immediately invited to play Romeo
in America with Katharine Cornell. In New
York he was soon acclaimed as Richard 11 and as
Hamlet in an uncut Folio text. During 1945-7
he toured in his popular GI Hamlet. In 1960 he
appeared in a dull British film of Macbeth.

M

excursions, used in conjunction with *‘al-
arum(s)’ as a stage direction indicating move-
ment of men in batte (e.g. 1 Henry 1v 5.4.
opening). /B

Exeter, Duke of. (1) Based on Henry Holland
(1430~73), he is a supporter of King Henry in
Richard Duke of York (3 Henry vi). (2) Based
on Thomas Beaufort (c.1375-1426), he urges his
nephew the King to claim the French throne
(Henry v 1.2.122—4) and then helps his cam-
paign. In 7 Henry vr his role is mainly to com-
ment on the action, notably at the end of 3.1and
4.1 AB

exploration. See TRAVEL, TRADE, AND COLO-
NIALISM.

Exton, Sir Piers. He hears King Henry wishing
to be ‘rid” of Richard, Richard 11 5.4.2, and
AB

murders him s.5.



F. The bibliographic abbreviation for *folio:
hence ‘Fr {title of work]’ means ‘the first folio
edition of [that work]’, ‘F2 [title of work]’
means ‘the second folio edition of [that work]’,
and so on. In Shakespeare studies ‘F1” almost
invariably means the Shakespeare Folio of 1623
(Mr William Shakespeares Comedies, Historzes
and Tragedies). MD

Fabian is Olivia’s servant who joins in with the
plot against *Malvolio in Twelfth Night. ~ AB

Fabyan, Robert (d. 1513), clothier and sheriff of
London. Fabyan was also an amateur historian
who expanded his private diary into The New
Chronicles of England and France, published
posthumously in 1516. Holinshed, Grafton, and
Halle would all turn to this history though it
was Fabyan’s anecdotes rather than his analysis
of cause and effect that made him popular.

JKS

facsimile editions. Pioneered in 1807, repro-
ductions of the First Folio and the quarto edi-
tions of Shakespeare’s plays proliterated after
the advent of photography in the 19th century.
Such facsimile editions are widely used by bib-
liographers and textual critics, as well as readers
who wish to encounter Shakespeare’s texts in
their original form. Although it is generally as-
sumed that photographic reprints present a
technically exact facsimile of the original, the
notoriously unreliable facsimile of the First
Folio prepared by J. O. Halliwell-Phillipps in
1876 was heavily retouched in pen and ink on
nearly every page. Charlton Hinman’s Norton
facsimile (1968) is made up of various leaves
containing corrected formes from a number of
actual copies, thus creating an ‘ideal’ copy that
exists only in the facsimile. ER

Fair Em. The first quarto edition of this ro-
mantic comedy was published anonymously in
1590. It was catalogued as Shakespeare’s in the
library of King Charles i1, and unconvincingly
attributed to *Greene in 1675. SM

Fairholt, Frederick William (1813-66), English
genre painter. He produced fictional mises-en-
scene from works by English poets, a series of
which, entitled Passages from the Poets, included
scenes inspired by Shakespearian drama. The
works display little artistic accomplishment, but
were engraved and published in weekly maga-
zines, serving to broaden the popular appeal of
the works they illustrated. CcTr

fairies are impossible to define accurately, be-
cause the term is used for beings who range
from the angry or jealous dead of a family to
small and benevolent nature-spirits, with many
categories in between. Fairy beliefs originate in
the ancient world of the Mediterranean, where
fairies take the form of childhood demons or
nymphs, and by the Renaissance stories about
fairies were widespread in the European coun-

tryside. Such stories were especially common in
Scotland, Ireland, the Mediterranean, and
Eastern Europe, and in remote parts of England
like the West Country and Romney Marsh, and
these stories were often cautionary tales about
dangerous beings who could draw those who
saw them into illness, madness, or death. Fairies
could also heal, however, and many cunning
folk relied on them for information about heal-
ing and also about prognostication and finding
lost or buried treasure. The fairies became in-
creasingly sought after as possible sources of
wealth towards the end of the 16th century as
part of both elite and popular enthusiasm for
conjuration as a means of advancement, and
there are numerous accounts of how these be-
liefs were used by the unscrupulous to rob the
unwary, as celebrated in *Jonson’s The Al-
chemist. Such beliefs often stemmed from
Paracelsian doctrines of spirits, through which
fairies came to be elected honorary servants to
magicians, and that may be how demonologists
began identifying them as devils. Another kind
of fairy altogether came from the medieval ro-
mance, and was transformed by *Spenser’s
Faerie Queene into a rather troubled symbol of
benevolence; this was a fairy who signified
wealth and aristocracy, though even she could
not quite escape the connotations of trickery
and ambition that clustered around her di-
minutive relations.

Shakespeare’s fairies were preceded by *Lyly
and followed by others. As with his depictions
of *witches, Shakespeare knew little and cared
less about popular beliefs; he was no folklorist.
In A Midsummer Night’s Dream, his fairies are
an amalgam of fragments of Reginald *Scot
pasted on to *Ovidian gods and goddesses.
*Robin  Goodfellow (Puck), for example,
is much more like the Ovidian and Anacreontic
Cupid than like an English hob. Nevertheless, it
was Puck’s speeches about his mischief-making
that were influential, producing some imitative
poems and prose fictions which are often mis-
taken for folkloric sources. In fact fairies and
fairy lore are supreme instances of Shakespeare’s
power to create popular culture; it is because of
him, and specifically because of A Midsummer
Night’s Dream, that fairies become associated
with lyrical bucolic idylls, and this notion in
turn influences Jonson, Herrick, *Milton, and
the numerous poets of the 18th century whose
weakly pretty fairy verse gives fairies a bad
name. Shakespeare fixed the idea of fairies,
consigning some fairies forever to the dustheap
and conferring immortality on his own cre-
ations. His most important portraits of fairies
occur in The Merry Wives of Windsor, A Mid-
summer Night's Dream, and The Tempest (if
*Ariel is really a fairy, as Trinculo claims, and
not a familiar) but there are many other refer-
ences, most memorably the Queen Mab speech
in Romeo and Juliet, which exerted an enormous




Shakespeare's portrayals of faines licensed the imaginations of Victonan artists to pursue ali sorts of erotic and surreal flights of fancy. Joseph Noel Paton's The Quarrel of
Oberon and Titania, 1849.



influence over other, later, literary fairies. All
Shakespeare’s fairies are associated with jokes,
tricks, and disguise; all are linked with the
countryside and country life. Apart from a ref-
erence to the fairy as a fate (Antony and Cleo-
patra 4.8.12), which recalls *Holinshed’s use of
the term fate for the Weird Sisters, most brief
references sce fairies as one amongst many
vague menaces of the night, with a few more
specific allusions to fairies as child-stealers,
generally as part of scenes concerning children
lost to their parents in pastoral settings (esp.
Cymbeline 3.7.14, 2.2.10, 4.2.217, 5.4.133, and
Pericles 21.142). After Shakespeare, all fairies in
English poetry became more or less funny and
kindly, until the *Romantic poets revived the
menacing fairy of earlier eras. In so far as his
own attitude might be reconstructed, it ap-
proximates Horatio’s response to a long har-
angue about fairies and ghosts: ‘So I have heard,
and do in part believe it.’ Dp
Briggs, Katherine, The Anatomy of Puck (1959)
Latham, Minor, The Elizabethan Fairies (1930)
Purkiss, Diane, Troublesome Things (2000)
Thomas, Keith, Religion and the Decline of Magic
(1971)

Fairies, The. David *Garrick’s musical adap-
tation of A Midsummer Night’s Dream was
performed anonymously in 1755, and Garrick
never printed it under his own name, clearly
anxious about the response which an attempt to
assimilate Shakespeare to the suspect Contin-
ental genre of all-sung opera might inspire. The
opera, which achieved a respectable eleven pet-
formances, omits the mechanicals entirely, and
introduces songs from a wide variety of other
sources, including the works of Ben *Jonson: its
score was by John Smith, a pupil of Handel.
MD

Fairy. She talks to *Robin Goodfellow, A4
Midsummer Night's Dream 2.1. AB

‘Fair Youth” The first 126 of Shakespeare’s
Sonnets are addressed mainly to a young man
(usually assumed to be the same throughout),
sometimes known as the ‘fair youth’, though the
phrase does not occur. A vast amount of com-
mentary has been devoted to attempts to deter-
mine the exact nature of the relationship,
especially whether it was, or became, sexual
(ostensibly denied in 20). Many attempts have
been made to identify the youth (or youths)
with a real person (or persons). Various words
have been interpreted as clues—frequent use of
‘fair’, ‘youth’, ‘beauty’; ‘lovely boy’ (126); in-
citements to marry (1-17); puns on ‘will’ (135—
6), possible pun on ‘hues’ (20), and so on. He
has often been supposed to be the dedicatee,
*Mr W.H.’, described by the publisher as ‘the
only begetter of these ensuing sonnets’. A fa-
vourite candidate in both roles has been Henry
Wriothesley, Earl of *Southampton, dedicatee

135

of Venus and Adonis and The Rape of Lucrece,
who was nine years younger than Shakespeare.
Another is William Herbert, 3rd Earl of *Pem-
broke, born in 1580, dedicatee, along with his
brother Philip, of the First Folio. But if
‘begetter’ means ‘procurer’ rather than ‘in-
spirer’, other possibilities open up. The name of
Robert Devereux, Earl of *Essex, has often been
canvassed, especially by Baconians. Hamnet
Shakespeare (who died at the age of 11) has been
found behind some of the poems, as has
Shakespeare’s brother Edmund. Father Robert
Southwell, executed in 1596, the actor Will
*Kempe, and Prince Harry (of the history plays)
are among the more improbable candidates.

SwW

Schoenbaum, S., Shakespeare’s Lives (1970, rev.
edn. 1991)

Fairy Queen, The. This adaptation of A Mid-
summer Night’s Dream, with ‘singing, dancing
and machines interwoven, after the manner of
an opera’, was first performed at Dorset Garden
theatre in London in 1692 and revived, with a
revised score, the following year. The script,
printed anonymously, was probably prepared
by Thomas *Betterton: the score was certainly
composed by Henry Purcell, and, though it uses
none of the original play’s text, is the closest
thing we have to a Purcell setting of Shake-
speare. The adapration cuts the mechanicals
entirely, and adds a number of lavish special
effects, including a representation of China and
a masque in which Juno appears in a chariot
drawn by mechanical peacocks. The huge re-
vival of interest in baroque music since the
middle of the 20th century has led to Purcell’s
score being recorded several times, most not-
ably by John Eliot Gardiner in 1982, and the
semi-opera has been revived in its entirety with
some success, particularly by the English Na-
tional Opera. MD

Fairy Tale, A, a two-act adaptation of A Mid-
summer Night's Dream hurriedly abbreviated by
George Colman the elder at Drury Lane from a
full-length version of the play which, prepared
in association with David *Garrick, proved a
disastrous failure in November 1763. A Fairy
Tale opened only three days after the longer
version closed, and makes something of a
hasty mess of the original’s structure: Theseus,
Hippolyta, and the lovers disappear, leaving
only the fairies and the mechanicals, who re-
hearse Pyramus and Thisbe but never get to
perform it. MD

Faithorne engraving, attributed to William
Faithorne (1616-91), English engraver. In this
work, a bust of Shakespeare surmounts a rep-
resentation of Lucretia and Collatius. The en-
graving was prefixed to an early edition of The
Rape of Lucrece (1655). CT

FAMous VICTORIES OF HENRY v, THE

Falconbridge, Lady. Mother of Robert
Falconbridge and the Bastard, she admits the
laccer’s father was Richard Ceeur-de-lion, King
John 1.1.253-8. AB

Falconbridge, Philip. See Bastarp, PuiLip
THE.

Falconbridge, Robert. He claims his father’s
estate on the grounds of his elder brother’s il-
legitimacy, King John 1.1. AB

Falstaff, Sir John. See HENRY 1v PARTS 1 and 2;
MEeRrrY Wi1vEs oF WINDSOR, THE; FASTOLF, SIR
JouN; OLDCASTLE, SIR JOHN.

Falstaff's Wedding (1760), William *Kenrick’s
humorous sequel to 2 Henry 1v, was dedicated
to James *Quin, a particularly popular Falstaff.
In a loose political setting, the plot exploits
Falstaffian stereotypes: he marries Ursula for her
inheritance and fights a duel with Shallow who
is vainly pursuing a loan. CMSA

Family Shakespeare. The Revd Thomas
Bowdler (1754—1825) published the 10-volume
‘Family Shakespeare’ in 1818 under his own
name, completing the 20-play edition published
anonymously by his sister in 1807. His stated
object was to remove from the works ‘only those
words and expressions which cannot with pro-
priety be read aloud in a family’. In practice, he
(in collaboration with his unmarried sister
Henrietta, whose name was kept off the title
pages lest her reputation suffer) cut any passage
which in his view smacked of obscenity. So, for
example, he omitted the Porter scene in Mac-
beth, and Hamlet’s teasing of Ophelia before
the play-within-the-play. Bowdler claimed on
the title page of each volume that he added
nothing to Shakespeare’s text, but in fact he
made changes, as at the end of Measure for
Measure, where the last lines are replaced by an
invented passage in which the Duke looks for-
ward to reigning with Isabella as his wife, and
closes with the ‘royal maxim’, “To rule ourselves
before we rule mankind’. The edition was at-
tacked in the British Critic in April 1822, and
Bowdler responded with a long defence. By 1836
the verb ‘to bowdlerize’ was current, with im-
plications of crass and insensitive censoring.

RAF

Famous History of the Life of King Henry
the Eight, The. Sce ALL [s TRUE.

Famous Victories of Henry v, The an an-
onymous play, first performed ¢.1586 and pub-
lished in 1598, perhaps used by Shakespeare for 1
and 2z Henry tvand Henry v. The text we have of
the Famous Victories is debased and possibly
piratical. The original play may have been a two-
part history, concerned with the Prince’s mis-
deeds and his development into a warrior-king.
Similarities between the Famous Victories and
Shakespeare’s plays allow for the possibility that
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The first complete edition of ‘The Family Shakespeare’ The enormous assistance Bowdler received from his
unmarried sister Henrietta is not acknowledged on the title page, since a public admission that she understood the
obscene passages she marked for omission would have harmed her reputation.

Shakespeare knew this debased version but also
provide glimpses of what the earlier play, per-
haps his main source, was like. The Famous
Victories provides the setting of the Eastcheap
tavern and prototypes for the characters who
gather there: Ned Poins and Gadshill, the rep-
robate Prince, even *Oldcastle, though as a
shadow of his future self. The Famous Victorzes
includes scenes that are central to Henry 1vin-
cluding the robbery at Gadshill, the derision of
authority through role play, and the events sur-
rounding the King’s death. Shakespeare may
also have caught the saturnalian spirit of the
JKS
Corbin, Peter, and Sedge, Douglas (eds.), 7he
Oldcastle Controversy (1991)

carlier play.

fanfare. Not a term used by Shakespeare; the
various signals indicated in his plays for
*trumpets, *drums, etc. may be divided into the
military (*alarums, charge, *parley, *retreat)
and the ceremonial (*flourish, *sennet, *tucket).
The music for these in Shakespeare’s plays does
not survive, though an idea of some military
signals may be gained from battaglia pieces of
the period, such as *Byrd’s The Bartell. JB

Fang and Snare are two officers who attempt
to arrest Falstafl, 2 Henry 1v2.1. AB

‘Farewell, dear heart, for I must needs be
gone’, fragment of a song by Robert *Jones
(from The First Book of Songs and Airs, 1600),
sung by Sir Toby, with further extracts con-
tributed by Feste and Malvolio, in Twelfth
Night 2.3.98. JB

Farmer, Richard (1735-97), English classicist
and scholar, author of An Essay on the Learning
of Shakespeare (2nd edn. 1767). Farmer’s work
responds to earlier critics who claimed that
Shakespeare was skilled in both Latin and
Greek. He argues instead that Shakespeare re-
lied on contemporary translations of the an-

M

clents.

Fastolf, Sir John. In 1 Henry vi he deserts
Talbot before Orléans (1.1.130—4) and again at
Rouen (3.5). The outraged Talbot tears Fastolf’s
garter from his leg, 4.1.15. The real Sir John
Fastolf (d. 1459) had been awarded the Order of
the Garter in 1429 bur had it raken from him
‘for doubt of misdealing’ (*Holinshed), though
he had also deserted Talbot at Orléans. He is
thought to have been part of the inspiration for

Sir John Falstaff. AB

Father who has killed his son. See SoLpier
WHO HAS KILLED HIS FATHER.

Faucit, Helen (Saville) (1817-98), English ac-
tress from a theatrical family. She made her
debut in 1836 at Covent Garden, playing Juliet,
Katherine, Portia, Desdemona, and Constance
in her first season. In 1837 she commenced
her professional partnership with *Macready,
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during which she added Cordelia, Hermione,
Rosalind, and Beatrice to her repertoire, per-
forming them in her customary—increasingly
dated—idealized style.

Helen Faucit’s marriage to Theodore Martin
(knighted in 1880 for his biography of Prince
Albert) coincided with Macready’s retirement
and thereafter she acted only on special occa-
sions such as the opening of the Shakespeare
Memorial Theatre, Stratford-upon-Avon, in
1879, when she appeared as Beatrice to Barry
Sullivan’s Benedick. Later that year in the
Calvert Memorial Performance—her age, vocal
delivery, and costume notwithstanding—she
evoked ‘intense admiration’ as Rosalind. Helen
Faucit's On Some of Shakespeare’s Female
Characters (1892) was dedicated ‘by permission’
to Queen Victoria. RF

Faure, Gabriel (1845-1924), French composer.
In 1889 he composed incidental music for Ed-
mond Haraucourt’s play Shylock (based on The
Merchant of Venice), which he revised as a con-
cert suite for tenor soloist and orchestra in 1890.
His incidental music for Julius Caesar (Théatre
Antique d’Orange, 1905) is a reworking of music
originally written for Caligula (1888). IBC

‘Fear no more the heat o’ the sun’, spoken or
sung by Guiderius and Arviragus in Cymbeline
4.2.259. Early settings are unknown, but the
lyrics became popular with English composers
in the 20th century, including Geoffrey Bush,
Dankworth, Walford Davies, Finzi, Gardiner,
Gardner (two versions), Jacob, Lambert, Parry,
Quilter, Vaughan Williams. /B

Fechter, Charles Albert (1822—79), actor, born
in London, brought up in France where, after
studying sculpture, he joined the Théatre
Frangais. In 1860 Fechter moved to London
where he performed his innovatory Hamlet—in
English—the next year. Fechter’s Prince was a
pale Norseman in a flaxen wig whom he em-
bodied with subtlety and depth, eschewing the
traditions of the English stage. In contrast his
Othello (also 1861) was a disaster, only partially
redeemed by his subsequent Iago. The attempts
of the Revd J. C. M. Bellew to secure a prom-
inent place for his protégé in the Shakespeare
tercentenary were thwarted; Fechter spent his
declining years in the United States. RF

Feeble, Francis. He is drafted into the army by
Shallow and Falstaff, 2 Henry v 3.2. AB

Felix and Philiemena. According to Eliza-
bethan Revels accounts, a performance of “The
history of felix and philiomena’ by the Queen’s
Men took place shortly after New Year, 1585.
This lost play was probably based on Jorge de
Montemayor’s Diana enamorada, and may have
served as a source for The Two Gentlemen of

JKS

Verona.
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Felton portrait. See BurpeTT-COUTTS POR-
TRAIT.

feminine ending, the appearance of an add-
itional unstressed syllable at the end of a verse
line; thus in pentameter verse an eleventh syl-
lable, as in most lines of Sonnet 8. CB

feminist criticism. Women’s critical engage-
ments with Shakespeare date from Margaret
Cavendish’s discussion of his plays in her Soci-
able Letters (1664), and have taken many forms,
embracing fiction and performance as well as
literary scholarship and criticism. Such en-
gagements have often been motivated by a de-
sire to defend or praise Shakespeare’s female
characters which can be described as broadly
feminist. When a feminist perspective on
Shakespeare began to emerge within academic
literary criticism in the 1970s, it was initially
informed by a similar approach. This was
counterbalanced, though, by a more challen-
ging critique of Shakespearian constructions of
femininity, which argued that by underwriting
certain versions of womanhood with the power
of the bard, they had a pernicious cultural effect.
In subsequent decades, feminist Shakespeare
criticism has flourished and diversified. Com-
mitted to making connections between the
critic’s cultural moment and the Renaissance,
feminist criticism of Shakespeare seeks both to
intervene in contemporary cultural politics and
to recover a fuller sense of the sexual politics of
the literary heritage. If its primary effect has
been to elicit fresh interpretations of the texts
and their original historical location, it is also
changing the way that Shakespeare is repro-
duced and consumed in education and in
popular culture. KC

Barker, Deborah E., and Kamps, Ivo (eds.),

Shakespeare and Gender: A History (1995)

Chedgzoy, Kate (ed.), Shakespeare, Feminism
and Gender: A New Casebook (2000)

Fencing. See HUNTING AND SPORTS.
Fenton, Geoffrey. See BANDELLO, MATTEO.

Fenton, Master. He is in love with Anne Page
in The Merry Wives of Windsor. AB

Fenton, Richard (1746-1821), English author.
He claimed in his anonymous Tour in Quest of
Genealogy through Several Parts of Wales to own
a manuscript of Shakespeare’s autobiography in
Anne Hathaway’s handwriting, from which this
work quotes. The quoted passages, however, are
hardly to be taken seriously, and the whole
section seems to be a satirical allusion to the
Shakespearian *forgeries of William Henry
Ireland. MD

Ferdinand, Prince of Naples, is separated from
his father in the carefully managed shipwreck
that opens The Tempest, and is subsequently
introduced to Miranda, with all the hoped-for
consequences, 1.2.368 ff. AB

FICTION

Ferdinand, King of Navarre. See NaVARRE,
FerDINAND, KING OF.

Feste, Olivia’s jester, scorned as ‘a barren rascal’
(1.5.80) by *Malvolio, plots revenge in Twelfth
Night. AB

fiction. In addition to his many appearances as
a fictional character (see SHAKESPEARE AS A
CHARACTER) in novels for both adults and
children, Shakespeare has been important to
novelists and fiction-writers in a number of
ways. From very early on in the novel’s devel-
opment as a genre, it was remarked that Shake-
speare had affinities with the novel, not least as
himself a plunderer of prose tales. Charlotte
*Lennox in her Shakespeare Illustrated (1753—4)
was the first to note his debts to the continental
novella and to remark on how much clearer
characters’ motivations were in the originals.
Eighteenth-century novelists, such as William
Goodall in his Adventures of Captain Greenland
(1752), frequently invoked Shakespeare as a
precursor because he was felt to break literary
decorums in much the same way as did the new
form. Hence certain great novelists have been
dubbed ‘Shakespearian’, a term of approval
meant to connote a certain large inclusiveness of
sympathy and social range—such novelists have
included Sir Walter *Scott, James Fenimore
Cooper, George Eliot, James *Joyce, and Victor
*Hugo, to name the most outstanding.

Since *Richardson published his first novel
Pamela (1740) it has been commonplace to use a
liking for Shakespeare as a moral touchstone
by which to try heroines—this has been true
from Richardson’s Pamela, Clarissa, and Har-
riet Byron, Francis Burney’s Evelina, and so to
Jane *Austen’s Fanny Price. Equally, it has
been a common technique to include a staging
or reading of a Shakespeare play within the
novel upon which characters comment self-
revealingly or in which they participate. Perhaps
the most famous examples of this would be
*Dickens’s  Grear Expectations (1860-1), in
which, appropriately enough given the novel’s
concern with the absent or embarrassing father,
Hamlet is performed, or the performance of a
spurious Shakespearian medley by the King and
the Duke in Mark *Twain’s Huckleberry Finn.

More generally, certain novelistic genres have
been since their inception especially prone to
Shakespearian quotation and allusion, a prac-
tice that became particularly widespread in
the Romantic period. (See, for example, the
references to Coriolanus which structure the
discussion of industrial relations throughout
Charlotte Bronté’s Shirley, 1849). Hence the
early *Gothic novels of Horace Walpole, Ann
Radcliffe, and Charles Maturin and the histor-
ical novels of Sir Walter Scott are permeated
with Shakespearian epigraph, quotation, and
allusion. There are several reasons for this:
Shakespeare’s plays, themselves regarded as
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committed to the messy complexities of real life
in defiance of literary convention, offered an
important model to chroniclers of contempor-
ary alienation for the depiction of extreme states
of consciousness, while for novelists more
interested in reanimating history the varieties
of his characters’ personal languages, and the
double-plot mechanism of the history plays
themselves, modelled ways of representing the
imagined past.

Finally, Shakespeare’s plots have served as
the armature for many novels. Measure for
Measure is reworked in Matthew *Lewis’s The
Monk (1796); As You Like It serves as a reference
point for the heroine of George Eliot’s Daniel
Deronda (1874—6), Gwendolen Harleth, while
Hamlet underscores the irresolution of Eliot’s
eponymous hero. In the 20th century Lear
underpins Jane Smiley’s novel A Thousand
Acres and Falstaff haunts Robert *Nye’s novels.
The plots of the last plays, most especially
The Tempest, have structured romance from
Scott’s tales of inheritance reinstated through
to the modernities and postmodernities of
John Fowles’s The Magus (1966/1977), Iris
*Murdoch’s The Sea, the Sea (1978), Margaret
The Diviners (1974), and Isak
Dinesen’s short story “Tempests’ in Anecdotes of
Destiny (1958).

Of all of the plays, Hamlet and Macbeth
have undoubtedly been the most influential in
this fashion, underlying early Gothic (such as
Charles Brockden Brown’s Edgar Huntly, 1799)
and its descendant, classic modern detective
fictions, including Michael Innes's Hamler
Revenge! (1937), Marvin Kaye’s Bullets for Mac-
beth (1976), and numerous others, not to men-
tion the spoof by James Thurber, The Macbeth
Murder Mystery (in itself a mini-essay on why
these plays should have proved so tempting to
the detective aesthetic). (Detective fiction has
also amused itself with discovering, only in the
end to destroy, sundry lost Shakespearian
manuscripts: the most notable examples are
Edmund Crispin’s Love Lies Bleeding, 1948, and
Michael Innes’s The Long Farewell, 1958.) More
generally, Hamlet underpins mainstream novels
as diverse as Laurence *Sterne’s Tristram Shandy
(1759-67) and A Sentimental Journey (1768),
Johann Wolfgang von *Goethe’s Werther (1774)
and his Wilhelm Meister series (1777-1829),
Lillie Wyman’s Gertrude of Denmark (1924),
Virginia *Woolf's Between the Acts (1941), Iris
Murdoch’s The Black Prince (1973), and John
Updike’s Gertrude and Claudius (1999).

The most influendal of late 20th-century
critical work on Shakespeare and the novel was
directed towards examining how women nov-
elists have rethought Shakespeare’s plots within
their home genre (hence, in part, a resurgence of
interest in Mary Cowden *Clarke’s supple-
mentary short stories The Girthood of Shake-
speare’s Heroines, 1851—2). Here, The Tempesthas

Laurence’s

been overwhelmingly influential, especially
among women writing from a consciously
postcolonial perspective—not merely American
and Canadian (such as Constance Beresford-
Howe’s Prosperos Daughter, 1988, and Sarah
Murphy’s The Measure of Miranda, 1987), but
also Indian and Caribbean (Suniti Nahijoshi’s
work, for example). African-American women
writers have also found 7he Tempest peculiarly
hospitable to an exploration of the intersection
of race and gender: both Gloria Naylor’s Mama
Day (1988) and Toni Morrison’s Tar Baby
(1981) can be seen as critical readings of Shake-
speare’s last romance. NJW

Davies, Douglas Brooks, Fielding, Dickens,
Gosse, Iris Murdoch and Oedipal Hamlet (1989)

Novy, Marianne (ed.), Cross-cultural Perform-
ances: Differences in Women's Re-visions of
Shakespeare (1993)

Novy, Marianne, Engaging with Shakespeare:
Responses of George Eliot and Other Women
Novelists (1994)

Noyes, R. G., The Thespian Mirror: Shakespeare
in the Eighteenth-Century Novel (1953)

Osborne, Laurie E., ‘Romancing the Bard’, in
Christy Desmet and Robert Sawyer (eds.),
Shakespeare and Appropriation (1999)

Watson, Nicola, ‘Kemble, Scott and the Mantle
of the Bard’, in Jean Marsden (ed.), The Ap-
propriation of Shakespeare (1991)

fiddler, a broader musical term in Shake-
speare’s time than now, applied to players of the
*rebec and *lute as well as the violin (then a
relatively new instrument in England), or used
abusively to imply a professional musician of
low status, as in The Taming of the Shrew

2.1.157. JB

‘Fidele’ is the name used by Innogen when
disguised as a man in Cymbeline. AB

Field, Nathan (1587-1620), actor (Blackfriars
Boys 1600-13, Lady Elizabeth’s Men 1613-15,
King’s Men 1615—20) and dramatist. Nathan
Field’s father, the Puritan anti-theatricalist John
Field, wrote A Godly Exhortation by Occasion of
the Late Judgement of God at Parris-garden (1583)
which attributed to divine displeasure the Bear
Garden’s fatal collapse during a Sunday per-
formance, but he died before Nathan was old
enough to be dissuaded from the theatrical life.
Nathan Field’s name occurs in the Blackfriars
Boys’ cast lists for Jonson’s Cynthia’s Revels and
Poetaster. In the Sharers Papers of 1635 Cuthbert
Burbage described Nathan as one of the ‘boys
growing up to be men’ (the others were John
Underwood and William Ostler) who joined
the King’s Men after the Blackfriars reverted to
the Burbages in 1608, but in Field’s case this
happened ‘in process of time’, since he appears
in the cast list for Jonson’s Epicoene which was
first performed in 1609 by the Blackfriars Boys,
renamed the Children of the Queen’s Revels, in
their new venue the Whitefriars playhouse. In
1613 the Queen’s Revels Children merged with

the Lady Elizabeth’s Men and Field stayed with
this new company until he joined the King’s
Men, apparently in 1615. As an actor Field was
at the height of his powers (second only to
Burbage and subsequenty Taylor in the King's
Men) when he died. Field sole-authored two
successful plays, A Woman is a Weathercock and
Amends for Ladies, before becoming a King’s
Man, and he collaborated on six after: Four
Plays, or Moral Representations, in One with
Fletcher; The Honest Man'’s Fortune with
Fletcher and possibly Massinger; The Jeweller of
Amsterdam with Fletcher and Massinger; The
Queen of Corinth with Fletcher and possibly
Massinger; The Knight of Malta with Fletcher
and Massinger; and The Fatal Dowry with
Massinger. GE

Brinkley, Roberta Florence, Nathan Field: The

Actor-Playwright (1928)

Field, Richard. Sce ‘Dark LADY’; PRINTING
AND PUBLISHING; SONNETS.

fiends. Joan la Pucelle invokes them in vain, r
Henry vr 5.3 (they are mute). AB

Fiennes, James. Sce Sayg, LORrD.

‘Fie on sinful fantasy’, dance song performed
by the fairies in 7he Merry Wives of Windsor
5.5.92; the original music is unknown. JB

fife, a small transverse *flute for military use,
played with *drum (separately, unlike the one-
person *tabor and *pipe combination); see
Much Ado About Nothing 2.3.14-15. JB

Fife, Thane of. Sce MacpUFF.

Filario (Philario) is present when Posthumus
and *Giacomo set the wager on Innogen’s fi-
delity in Cymbeline1.4. AB

‘Fill the cup and let it come’, song fragment
quoted by Silence in 2 Henry 1v 5.3.54; the ori-
ginal music is unknown. /B

film. See SILENT FILMS; SHAKESPEARE ON SOUND
FILM.

Finney, Albert (b. 1936), English actor. He
proved his worth as Henry v at the Birmingham
Repertory Theatre before playing lesser parts at
Stratford-upon-Avon in 1959 during which he
triumphantly took over from an indisposed
Laurence *Olivier in Coriolanus. He worked in
plays by John Osborne and others and in neo-
realist British cinema and became an inter-
national star. He played Hamlet in the pro-
duction which opened the National Theatre
building on the South Bank in 1976; he also
played Macbeth there in 1978. He evoked the
spirit of the great Shakespearian actor-manager
Donald *Wolfit in the film of The Dresser

(1983). Mj

Finsbury. Fenland immediately north of the
City, the manor of Finsbury was acquired by
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lease, by the city of London, from the Dean and
Chapter of St Paul’s in 1514. Golden Lane which
runs through the manor was the location of the
Fortune theatre, built by Philip *Henslowe in
1600. RSB
Levy, E., ‘Moorfields, Finsbury and the City of
London in the Sixteenth Century’, London
Topographical Record, 26 (1990)
Orrell, J., ‘Building the Fortune’, Shakespeare
Quarterly, 44 (1993)

fires in Stratford-upon-Avon. There were
three great fires in Stratford during Shake-
speare’s life, in 1594, 1595, and 1614. The first
two, said to have broken out on a Sunday, were
popularly ascribed to sabbath-breaking. The
third, which started on Saturday, 9 July, des-
troyed 54 houses and much other property.
SW

First Folio. Sce FoLIos.

First Part of the Contention of the two
Famous Houses of York and Lancaster, The
(2 Henry vi) (see page 140)

Fisher, Thomas. Sece PRINTING AND PUBLISH-
ING.

fishermen, three. They take pity on the ship-
wrecked Pericles, Pericles s. AB

Fiske, Minnie Maddern (1865-1932), Ameri-
can actress, who, although she made early ap-
pearances as the Duke of York in Richard 1r
(1868) and Prince Arthur in King John (1874),
showed little interest in Shakespeare, her only
adult role being Mistress Page (1928). RF

Fitton, Mary. See ‘Dark LaDY’; PEMBROKE,
WiLLiam HErBERT, 3RD EARL oOF; TYLER,
THoMAS.

Fitzwalter (Fitz-walter; Fitzwater), Lord. He
challenges Aumerle and is himself challenged by
the Duke of Surrey, Richard i 4.1. He an-
nounces the execution of two traitors, 5.6.13—-16.

AB

flags were flown over the theatres on days when
performances were to be given. The de Witt
drawing clearly shows one at the *Swan, the
‘Utrecht’ engraving shows flags over the Theatre
and the Curtain, John Norden’s engraved
panorama Civitas Londini shows flags over the
Globe, the Rose, the Swan, and the Beargarden,
and Wenzel Hollar’s Long View of London
shows a particularly tall flagpole at the Hope,
but none at the second Globe. It is possible that
the colour of the flag indicated the genre of the
play but more likely that, as with an inn sign,
the flag told the illiterate the name of the venue.
De Witt shows the Swan’s flag bearing a swan,
and an inset in Norden’s Civitas Londini
mislabels the Rose ‘The Star’, which is easily a
misreading of a flag emblem. GE

139

Flaminius is a loyal servant of Timon in Timon
of Athens. AB

Flanders. See DutcH waRrs; Low COUNTRIES.

flats/shutters. Before the Restoration the
theatres used little or no scenery, but thereafter
it became usual to paint a realistic background
onto canvas stretched over wooden frames
(flats), often using the principle of perspective
foreshortening. A shutter was two flats, each
holding half the background, which could be
run on grooves cut in the stage floor in order to
meet on the stage. Before the Civil War masques
and, less often, plays performed at court used
this technology and John Webb, nephew and
assistant to Inigo *Jones, brought it to the
Restoration stage in his designs for William
Davenant’s The Siege of Rhodes in 1661. GE

Flavius. (1) The two tribunes Flavius and
Murellus (spelled ‘Marullus’ by *Theobald and
later editors), hostile to Caesar, expostulate with
the commoners, Julius Caesar 1.1. (2) Also in
Julius Caesar, Flavius is a follower of Brutus
(mute, appearing 5.3 (under the name Flavio)
and 5.4). (3) He is Timon’s steward, acknow-
ledged by Timon as the ‘One honest man’,
Timon of Athens 4.3.498. AB

Fleance, son of Banquo, escapes when his
father is murdered, Macbeth 3.3. (Fleance is an
invention of Horace Boece, on whose Scozorum
historiae (1527) *Holinshed based the Scottish
part of his Chronicles, a source for Macbeth.)
AB

Fleay, Frederick Gard (1831-1909), English
Shakespeare scholar associated with the Vic-
torian ‘disintegrators’ of the New Shakespeare
Society (1873-94). Fleay championed versifica-
tion analysis as an application of positivist sci-
entific methods to literary scholarship and as
the key to solving questions of chronology and
authorship in the Shakespeare canon, which his
analysis led him to conclude contained the work
of a number of playwrights besides Shake-
speare. HG

Fleetwood, Charles (d. 1747), controversial
English manager whose period at Drury Lane
1734—44 was significant for the appointments of
*Macklin as artistic manager and *Garrick as a

senior player. CMSA

Fletcher, John (1579-1625), dramatist. Like his
collaborator Francis *Beaumont, Fletcher was
born into a well-connected family, but was
driven to writing for the stage by financial need.
Again like Beaumont, he did badly at first. His
first play, an experiment in pastoral tragicom-
edy called The Faithful Shepherdess (1609), was a
box-office failure, although it was admired by
poets such as Ben *Jonson and George *Chap-
man, who contributed commendatory verses to
the first edition, and later John *Milton, who

FLETCHER, JOHN

echoed it in Comus. He preceded the printed
version with a preface “To the Reader’, which
defines tragicomedy for the benefit of the un-
comprehending Jacobean public: ‘A tragicom-
edy is not so called in respect of mirth and
killing, but in respect it wants deaths, which is
enough to make it no tragedy, yet brings some
near it, which is enough to make it no comedy,
which must be a representation of familiar
people, with such kind of trouble as no life be
questioned; so thata god is as lawful in this as in
a tragedy, and mean people as in a comedy’.
This definition fits many of Shakespeare’s
comedies as well as his late plays: in Twelfth
Nighr, for instance, Viola’s life is threatened by
Duke Orsino, while Measure for Measure is
heavy with the fear of death. Accordingly, the
first successful tragicomedy written by Beau-
mont and Fletcher together, Philaster (1620),
features a woman disguised as a page who is
sent, like Viola, to woo another woman for the
man she loves, and is later stabbed by him in a
fit of jealousy, as if to fulfil Orsino’s threats. The
man, Philaster, is one of a series of tormented
heroes in the Beaumont and Fletcher canon, a
fusion of Hamlet and Othello, always balancing
on a knife-edge between hysteria and madness.
Philaster has much in common with Shake-
speare’s Cymbeline—both were written in about
1609—but it is not clear which came first: both
Shakespeare and Fletcher had already written
tragicomedies to which these plays were natural
successors. It would seem thar tragicomedy was
simply the new genre of the moment, and that
Shakespeare, Fletcher, and Beaumont sparked
each other off in their efforts to develop that
genre to its full potential.

Beaumont and Fletcher had good profes-
sional reasons for drawing on situations and
characters from Shakespeare’s work. They
began by writing for children’s companies, in-
cluding the Children of the Queen’s Revels,
who were based at the Blackfriars theatre. When
Shakespeare’s company, the King’s Men, took
over the Blackfriars in 1608, Beaumont and
Fletcher began to write for them, producing
three of their finest plays between 1609 and 1611:
Philaster, A King and No King (published 1619),
and The Maid’s Tragedy (also published 1619).
After this Fletcher seems to have been groomed
to succeed Shakespeare as principal dramatist
for the company. He wrote three plays in col-
laboration with Shakespeare—the lost Cardenio
(c.1612-13), All Is True (Henry vin) (1623), and
The Two Noble Kinsmen (1634)—Dbefore Shake-
speare gave up writing for the stage. Beaumont
stopped writing at about the same time as
Shakespeare, and Fletcher went on to write
many more plays—tragedies, comedies, and
tragicomedies—both alone and with others (his
chief partner after Fletcher was Philip Massin-
ger). But when his dramatic works were pub-
lished in 1647, they bore the title Comedies and

(cont. on page 143)



v

The First Part of the Contention
of the Two Famous Houses of York
and Lancaster (2 Henry vi)

@

he play was originally known and performed as The First Part of the Contention of the Two
Famous Houses of Lancaster and York, with the Death of the Good Duke Humphrey. This title
derives from the first version of the play, published in 1594. The second title is probably editorial

and comes from the more familiar text of the play, longer by about a third, published in the 1623 First

*Folio. Like the titles of the other plays about Henry’s reign, the title 2 Henry vi was given when the Folio

presented all of the English histories in order of kings, even though Shakespeare did not compose the plays

in this order.

The Contention was written in 15901 as the first of two parts.
Its final scenes directly anticipate the opening of Richard
Duke of York (3 Henry vi), written in 1591 and published in
1595. It was composed after the second edition of *Holin-
shed’s Chronicles (1587, see below), and probably after pub-
lication of *Spenser’s The Faerie Queene (1590). In September
1592 the playwright Robert *Greene parodied a line from
Richard Duke of York (1.4.138). His allusion indicates that The
Contention was also written prior to this date, and before
theatres closed because of the plague on 23 June. On 3 March
the manager-owner of the Rose theatre, Philip *Henslowe,
records a ‘new’ performance of ‘Harry the vz’ in his diary.
Conceivably, this entry may refer to any of the three Henry v
plays. But contextual evidence suggests it refers only to Part 1,
which must have been written by August 1592, when Thomas
*Nashe admired its inspiring heroism in Piers Penniless his
Supplication to the Devil. If that is the case, The Contention
and Richard Duke of York would have to have been written
and performed between March and June. But this period has
struck some, but not all, scholars as unrealistically brief, thus
leading to the alternative theory that Shakespeare wrote The
Contention before 1 Henry vi. This explains several historical
inconsistencies between the plays that one would not expect
to find if the latter had come first, in particular the fact that
The Contention makes no mention of Part r's ostensible hero,
Talbot.

TEexT: The play was attributed to Shakespeare prior to the
1623 Folio by the title page of the unauthorized Pavier quarto
of 1619 (Q3), which presented both The Contention and
Richard Duke of York as The Whole Contention between the

Two Famous Houses, Lancaster and York. From the late 18th
century, however, Shakespeare’s whole or part authorship
began to be contested. Most recently the Oxford editors and
Knowles (1999) continue to accept the possibility of Shake-
speare’s collaboration with *Greene, *Nashe, and George
*Peele. Multiple authorship might explain Francis *Meres’s
failure to mention Henry viin Palladis Tamia (1598), which
lists other—but not all—known Shakespeare plays. Other
modern editors believe Shakespeare was the sole author of
The Contention and that the Henry vr plays were written in
chronological order. Certain passages may sound like Greene,
etc. because as a young playwright Shakespeare followed the
normal early modern practice of imitating their verbal styles
as he was developing his own.

Q1 of The Contention was entered in the Stationers’
Register on 12 March 1594 and printed that year. A second
edition published in 1600 (Q2) was based on Q1, as was the
Pavier edition (Q3) in 1619. The provenance of Qr has been
questioned since the 18th century. One theory proposed by
Edmond *Malone in 1790 was that Shakespeare revised and
expanded Q1, which he believed was written by Greene and/
or others. Alternatively, Dr *Johnson and Edward *Capell
speculated that Q1 was some kind of report of the Folio text
made from memory or shorthand. A. W. Pollard supported
this view in 1909 by dividing Shakespeare quarto editions into
‘Good’ legitimate texts, and ‘Bad’ unauthorized and corrupt
ones. In 1928 Madeleine Doran argued that Q1 was deliber-
ately revised and shortened for touring performances outside
London, and (independently) in 1929 Peter Alexander dem-
onstrated that it was constructed from memory by actors who
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had performed the Folio version (probably Pembroke’s Men
after their collapse in August 1593, when they lost possession
of the original playbooks). Alexander’s thesis remains the
accepted explanation of Qr’s origins, notwithstanding valu-
able corrective challenges to the universal applicability of
memorial reporting and to Pollard’s morally inflected ter-
minology. While Doran’s arguments have also been accepted,
with modifications, the derivation and purpose of Qr’s often
detailed stage directions continue to be disputed (namely they
may be intended for readers), as do the reductions in playing
personnel achieved by Q1.

Most modern scholars believe the Folio text is based on
Shakespeare’s manuscript, since several missing, imprecise, ot
discretionary stage directions suggest a draft, still open to
revision, rather than a finished state or fair copy. Shakespeare
also possibly revised several passages in the Folio manuscript
ata later stage in his career (e.g. Clifford’s speech at 5.3.31-49).
Minor adjustments in the Folio, such as its elimination of
Qr’s Buckingham, may reflect topical political sensitivities.
At several points the Folio typesetters consulted Q3 because
the manuscript copy was unclear.

Sources: The Contention is the first of Shakespeare’s
English history plays to make use of Edward *Halle’s Union of
the Two Noble and Illustrious Families of Lancaster and York
(1548), and the compilation edited by Raphael *Holinshed,
Chronicles of England, Scotland, and Ireland (2nd edn. 1587).
The established view is that Halle—traditionally regarded as
more ideologically conservative—was Shakespeare’s chief
source, but recent scholarship has shifted the balance towards
Holinshed. Shakespeare’s presentation of Cade’s rebellion in
Act 4 draws on their accounts of the Peasants’ Revolt of 1381.
The story of Simpcox’s false miracle in 2.1 is from John
*Foxe’s Acts and Monuments (the Book of Martyrs). Details of
Eleanor Cobham’s penance in 2.4 derive from a possible
range of Elizabethan accounts, including The *Mirror for
Magistrates. Robert Fabyan’s New Chronicles of England and
France (1516) is another minor source.

Synopsis: 1.1 Suffolk presents Margaret of Anjou to the
English court, having wooed her by proxy for King Henry.
Her lack of a dowry, and the negotiated repatriation of Anjou
and Maine to the French, appals Gloucester. Winchester and
Buckingham demand his removal as protector, but Salisbury
is sceptical of their motives. York, alone on stage, expresses his
frustrated ambitions for the crown but decides to allow fac-
tionalism to deepen before challenging the Lancastrians. 1.2
Gloucester’s wife Eleanor reveals her dream of supplanting
Henry and Margaret. Gloucester chides her ambitions. She
hires Hume to invite witches to determine her fortunes, but
he is in the pay of Winchester and Suffolk. 1.3 Seeking redress
for feudal grievances, commoners mistakenly petition Suffolk
and Margaret, who dismiss them disdainfully. Gloucester
suppresses his rage against accusations of corruption, while
Margaret tangles with Eleanor. Gloucester appoints a trial by
combat between Peter, one of the petitioners, and Horner,
who accuses him of saying York was true heir to the crown.
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York loses his bid to become regent in France to Somerset. 1.4
During Eleanor’s conjuring, a spirit prophesies ominous
fortunes for Henry, York, Suffolk, and Somerset. York and
Buckingham interrupt the meeting and arrest the partici-
pants.

2.1 Gloucester and Winchester bicker while falconing.
Gloucester exposes Simpcox’s false claims of a miraculous
cure of sight. 2.2 York convinces Salisbury and Warwick to
support his future claim to the throne. 2.3 Eleanor is sen-
tenced to banishment and Gloucester surrenders the pro-
tectorship. Peter defeats a drunken Horner in their trial by
combat. 2.4 Eleanor does public penance and bids her sor-
rowful husband farewell.

3.1 Before a Parliament, Margaret leads allegations against
Gloucester. Somerset reports the loss of England’s remaining
French territories, Gloucester is blamed and arrested, but
Henry defends his innocence. Margaret, Suffolk, and York
conspire with Winchester to kill Gloucester. York is dis-
patched to suppress an Irish rebellion. Alone on stage, York
tells how he has persuaded a physically powerful Kentishman,
Jack Cade, to be his stalking horse by impersonating his dead
ancestor John Mortimer and inciting a civil insurrection
against Lancastrian rule. 3.2 Suffolk reports Gloucester’s death
to Henry, who accuses him of complicity and repudi-
ates Margaret. Gloucester’s dead body is examined in his bed.
Warwick concludes he was murdered and accuses Suffolk,
who is exiled by Henry. Margaret and Suffolk part sadly. 3.3
Winchester, deranged and conscience-stricken, dies in his bed.

4.1 Suffolk is murdered on his way into exile by a sea
captain and his crew, who express popular outrage at his and
other lords’ murder of Gloucester and abuse of the country’s
interests. 4.2—3 Cade’s rebellion breaks out in Kent. The
Staffords confront the rebels but are killed in battle. 4.4~
Henry learns of Cade’s advances towards London. Margaret
grieves over the head of Suffolk, vowing revenge. Cade crosses
London Bridge and sacks the Savoy and Inns of Court. He
arrests Lord Say, charging him with corrupting the country
through education, literacy, and print. Say defends himself
eloquently and his words touch even Cade, but he and his
son-in-law are beheaded and their heads made to kiss on
poles. 4.8. The rioters are confronted by Old Clifford and
Buckingham, who offer Henry’s pardon to those who will
disperse, invoking the patriotic memory of Henry v’s French
conquests. Cade flees. 4.9 Henry pardons the rebels. York is
reported to have returned from Ireland with his army, de-
manding the arrest of Somerset. 4.10 Cade, utterly famished,
takes refuge in the Kentish garden of Alexander Iden, who
fights and kills him.

5.1 Iden presents Cade’s head to Henry and is knighted.
York and his sons Edward and Richard, backed by Salisbury
and Warwick, openly challenge Henry and his supporters.
5.2. The first battle of St Albans. York kills Clifford, whose
son vows revenge, and Richard kills Somerset. Henry and
Margaret are defeated and flee to London. 5.3 The victorious
Yorkists pursue them there.




CriTicaL HISTORY: The Contention has frequently been
better appreciated on the stage than in academic criticism,
which has frequently been preoccupied with issues of text and
authorship (and notwithstanding Ben Jonson’s snipe: ‘three
rusty swords . .
Nineteenth-century German *Romantic critics such as A, W.
*Schlegel situated the play in the wider context of Shake-
speare’s histories as a whole, viewed as an epic national drama
of political evolution. In 1944 E. M. W. *Tillyard’s Shake-
speare’s History Plays adopted this interpretation but empha-
sized the divinely destined triumph of the Tudor dynasty: the
history plays trace a pattern of national transgression, which

. Fight over York and Lancaster’s long jars’).

begins with the deposition of Richard 11, a descent into civil
chaos, and the restoration of order in the political marriage of
Henry vir and Elizabeth of York. Since then, critics have
gradually dismantled Tillyard’s idealizing and totalizing
premisses by studying the multiple perspectives and non-elite
voices in this and other history plays that resist the notion of a
monolithic ideology. The commoners’ petitions and Cade’s
rebellion, although simultancously comical and brutal, viv-
idly express 16th-century traditions of popular radicalism and
political protest against real social inequality and economic
hardships. The play also focuses attention on the political
vacuum created by Henry’s personal weakness, the failures of
public law and systematic justice (which collapse entirely after
Duke Humphrey’s death), and the destructive selfishness of
the country’s feudal rulers. Above all, the unceasing verbal
and physical violence of the play, and its macabre spectacles of
severed heads and suffering bodies, reflects the social disorder
and material culture of Elizabethan society as well as late
medieval England. They continue also to be read in the light
of modern experiences of class conflict and political power
struggles.

STAGE HISTORY: The Contention was probably written for
and performed by Lord Strange’s Men, a large company able
to accommodate the play’s numerous roles. Qr’s title page
does not identify an acting company, but Richard Duke of
York’s does: Pembroke’s Men, who must also have performed
The Contention after they came into being in May 1591. There
is no further evidence of performance until John Crowne’s
The Misery of Civil-War (1680, staged 1681), a Royalist
propaganda piece which adapted material from Cade’s re-
bellion. Crowne then reworked Acts 1—3 as Henry the Sixth
(1681), focusing popular anti-Catholic sentiment on Cardinal
Winchester’s murder of Duke Humphrey. From this point
until the end of the 19th century, The Contention was per-
formed in England only in distant adaptations, including a
tercentenary revival by the Surrey theatre in April 1864. In
Germany and Austria, however, strong interest in Shake-
speare’s histories by Romantic critics stimulated many
innovative productions. F. R. *Benson mounted 7he Con-
tention on 21 April 1899 in Stratford-upon-Avon, and again in
1906 and 1909. On the second occasion all three Henry vr
plays were performed as a historical cycle (another idea bor-
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rowed from Germany). Benson satisfied Victorian tastes for
sumptuous pageantry, but paced the action between scenes
more continuously. Sir Barry *Jackson and Douglas Seale’s
Birmingham Repertory Theatre production in 1951 launched
the play’s modern stage life. Seale successfully alternated be-
tween still and lucid passages of formal verse, and explosions
of factional violence. Barbara *Jefford drew serious attention
to Queen Margaret’s tragic role for the first time. Her
powerful performance was surpassed only by Dame Peggy
*Ashcroft in Peter Hall and John Barton’s legendary Wars of
the Roses for the RSC in 1963—4, later broadcast internation-
ally in a 1965 television adaptation. Barton condensed Part 1
and The Contention up to Margaret’s grief for Suffolk’s death
into one play, Henry vi. He also added hundreds of lines of
Shakespearian pastiche to clarify personal motives and story-
lines. The Contention was performed unadapted in Terry
*Hands’s well-received 1977 RSC production of the whole
trilogy, a precedent followed by Michael Boyd in 2000. In
1986 Michael Bogdanov and Michael Pennington reverted to
Barton’s condensed format—minus his invented lines—for
their spiky ‘post-Falklands’ production, The Wars of the Roses,
for the *English Shakespeare Company, which toured inter-
nationally 1986-9 and is preserved on videotape. Adrian
*Noble followed their format but not their production’s
‘radical’ ideology for his two-play version The Plantagenets for
the RSC in 1988. In America, Pat Patton based his stirring
1991 Oregon Shakespeare Festival production on Noble’s
House of Lancaster. Previous productions of 7The Contention at
Ashland in 1954, 1965, and 1976 had employed strong en-
semble acting and Shakespeare’s full script. RWFM

ON THE scREEN: The play featured as one episode of the
BBC’s An Age of Kingsin 1960, and in Barton’s rewritten form
as part of the televised The Wars of the Roses in 1965. Jane
Howell’s full-text version for BBC TV in 1983, with its
Brechtian asides-to-camera and visible use of the TV studio
space, had Cade (Trevor Peacock, returning as anti-hero after
playing Talbot in 1 Henry vi) leading his followers in a book-
burning reminiscent of Nazi Germany. AD
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Tragedies Written by Francis Beaumont and John
Fletcher, and it is as Beaumont’s collaborator
that he has entered the mythology of the the-
atre.

The extraordinary unity of Beaumont and
Fletcher's work together provoked endless
speculation about the nature of their relation-
ship. John *Aubrey wrote: ‘“They lived together
on the Bankside, not far from the Playhouse,
both bachelors; lay together; had one wench in
the house between them, which they did so
admire; the same clothes and cloak, etc., be-
tween them.” After Shakespeare’s retirement
their plays rapidly outstripped his in popularity,
and remained the most popular and influential
works of the Jacobean theatre for most of the
17th century. They deserve to be better
known. RM

Finkelpearl, Philip J., Court and Country Politics
in the Plays of Beaumont and Fletcher (1990)

Leech, Clifford, The John Fletcher Plays (1962)

McMullan, Gordon, The Politics of Unease in the
Plays of John Fletcher (1994)

McMullan, Gordon, and Hope, Jonathan (eds.),
The Politics of Tragicomedy: Shakespeare and
After (1992)

Maguire, Nancy Klein (ed.), Renaissance Tragi-
comedy: FExplorations in Genre and Politics
(1987)

Florence, the capital of Tuscany, figures in A/’
Well That Ends Well (Florence is the setting of
3.5 and successive scenes). Florence is also men-
tioned in The Taming of the Shrew (1.1.14 and
4.2.91) and ‘Florentines’ (people from Florence)
in Much Ado About Nothing (1.1.10) and Otbello
(r.L.19 and 3.1.39). AB

Florence, Duke of. He appoints Bertram
‘general of our horse” in All’s Well That Ends
Well 3.3.1. AB

Florio, Giovanni (John) (1554—21625), transla-
tor. The English-born son of an Italian Prot-
estant refugee, Florio graduated from Oxford
University and began to translate Italian texts
into English. He produced two grammars,
Florio his First Fruits (1578) and Second Fruits
(1591), and an Iralian—English dictionary (1598),
works that Shakespeare probably knew if, as
seems likely, he studied Italian himself. But
Florio was most renowned for his translation of
Montaigne’s Essais, published in 1603. In a copy
of Volpone that he gave to Florio, Ben Jonson
acknowledged his debt to the translator and
called him a friend to the theatre. He was cer-
tainly a friend to Shakespeare’s drama and
possibly to the man himself. Shakespeare and
Florio may have been acquainted with one an-
other through their shared patron Henry
Wriothesley, Earl of *Southampton. Hence,
Shakespeare may have had access to Florio’s
famous library, and the Italianate aspects of his
plays may have been inspired by the literature
he found there. Florio’s own book, his transla-
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tion of *Montaigne, is the most obvious con-
nection between them. Passages in The Tempest
suggest Shakespeare’s use of Florio’s translation,
in particular Gonzalo’s speech on his ideal
commonwealth. King Lear features more than
100 words, new to Shakespeare’s work, that
could have been found in Florio’s Montaigne.

JKS

Florizel, the son of Polixenes, woos Perdita
(who he thinks is a shepherdess) disguised as
‘Doricles’, a shepherd, in The Winter’s Tale 4.4.

AB

Florizel and Perdita. Sce Winter’s Tale, The;
GARRICK, DaviD.

flourish, a call on *trumpets or *cornets, per-
haps extemporized, usually heralding a proces-
sional entrance; see The Two Noble Kinsmen 2.5
opening (‘short flourish’), and also Richard
1.3.122 (‘long flourish’). JB

‘Flout ‘em and cout ‘em’, fragment sung by
Stefano and Trinculo in The Tempest 3.2.123;
the original music is unknown; Caliban tells the
pair that their tune is wrong; they are corrected
by Ariel on *tabor and *pipe. /B

Flower family. See FLOWER PORTRAIT;
SHAKESPEARE MEMORIAL THEATRE; SHAKE-
SPEARE TERCENTENARY OF 1864.

Flower portrait, half-length, oil on panel,
dated 1609, inscribed “W. Shakespeare’. Now in
the *RSC collection in Stratford, the portrait is
named after its former owner Mrs Charles
Flower, of the Stratford brewing dynasty. Fol-
lowing a late 19th-century trend for identify-
ing likely originals for Martin *Droeshout’s
engraved portrait, the Flower portrait was de-
scribed as an original for the First Folio en-
graving by M. H. Speilmann in 1906. It is much
more likely, however, that it is a later work
based upon it. CcT

Fluchére, Henri (1898-1987), French scholar.
Fluchere gave a decisive impulse to Elizabethan
studies in France after the Second World War
with his Shakespeare, dramaturge élisabéthain
(1948). He edited and prefaced Shakespeare’s
works for the Pléiade two-volume Shakespeare
(1959). Many books followed including a prose
translation of and introduction to Coriolan
(1980). In 1946 he created and directed the
Maison Francaise d’Oxford College, and in
1968 was elected Dean of the Arts Faculty at the
Université d’Aix-en-Provence. In 1977, with
other scholars specializing in 16th-century Eng-
lish literature, he launched the Société Francaise
Shakespeare, a branch of the International
Shakespeare Association, and chaired it for the
first term. ISG

Fluellen, Captain. A Welshman in Henry v; he
quarrels with Macmorris (3.3), Williams (4.8),
and *Pistol (5.1). AB

FOLGER SHAKESPEARE LIBRARY

flute, in Shakespeare’s time a plain wooden
tube with six finger holes; it came in various
sizes, the most usual being the middle-sized in-
strument in D. The term “flute’ then might also
indicate *recorder. /B

Flute, Francis. A bellows-mender in A Mid-
summer Night’s Dream, he plays Thisbe in the
play-within-the-play of s.1. AB

flying. In the drama a supernatural character
(for example a classical god) might best enter by
being lowered from the ‘heavens’ over the stage,
suggesting flight. The actor sat in a carriage at-
tached by ropes to a winch in the stage cover,
and the first playhouse to have a full stage cover
was the Rose. In 1595 *Henslowe paid carpenters
for ‘making the throne in the heavens’, which
was the first known descent machine for flying.
The Globe seems not to have been fitted with a
flight machine until around 1608—9 when the
King’s Men brought it into conformity with
their other playhouse, the Blackfriars, which
had one. Shakespeare’s pre-1608 supernatural
characters—Hymen in As You Like [tand Diana
in Pericles—walk rather than fly onto the stage.
Sound effects (for example thunder) or celestial
music added to the impact of a supernatural
descent and also helped drown the creaking of
the winch. GE

Foersom, Peter (1777-1817), Danish actor and
translator. The first to translate Shakespeare
into Danish verse, he acted Hamlet in the first
ever Shakespeare production at the Royal The-
atre, Copenhagen, 1813. His translations of ten
of the tragedies and histories (1807-18) have
remained influential. I-SE

Rubow, P. V., Shakespeare paa dansk (1932)

Folger Collection. See FOLGER SHAKESPEARE
LiBRrARY.

Folger Shakespeare. This pocket paperback
edition of individual plays issued in Washing-
ton and New York between 1957 and 1964 was
edited by the director of the Folger Shakespeare
Library, Louis B. Wright, with Virginia A.
Lamar. It was aimed at ‘the general reader’, and
proved, with its brief and simple notes on pages
facing the text, and illustrations drawn from old
documents and books in the Folger Library, to
be very popular for use in schools. Using the
same basic format, Barbara Mowat and Paul
Werstine are re-editing the series in the light of
current thinking about Shakespeare’s texts.
RAF

Folger Shakespeare Library, Washington. It
houses the world’s largest collection of Shake-
speare’s printed works, including 79 copies of
the First Folio and 204 quartos, among them a
unique copy of Titus Andronicus (1594). The
collection also comprises an estimated 27,000
paintings, drawings, engravings, and prints






representing or associated with Shakespeare,
including the *Ashbourne (Kingston) portrait.
The collection was amassed and then given to
the nation in 1928 by Henry Clay Folger (1857~
1930) and his wife. SLB

htep:/fwww.folger.edu

folios. A book in which the printed sheet is
folded in half, making two leaves or four pages,
is known as a folio. The prestigious folio for-
mat was used for works by the leading theolo-
gians, philosophers, and historians of the
day: Holinshed’s Chronicles (1587), Richard
Hooker’s Laws (1611), Sir Walter Ralegh’s His-
tory of the World (1614), and William Camden’s
Annals (1615). The groundbreaking edition of
Ben Jonson’s Workes (1616) marked the first
time that the @wuwre of a playwright had ever
been published in folio. But the Jonson folio
had included prose and poetry as well as dra-
matic texts. A folio devoted entirely to plays was
unprecedented before the publication in 1623 of
Mr. William Shakespeare’s Comedies, Histories,
& Tragedies, the First Folio.

We know very little about the planning
stages of the First Folio. It may be that Shake-
speare’s friends and fellow actors in the King’s
Men—chief among them John Heminges and
Henry Condell—were planning an authorized
collection of his plays when they got wind of
Thomas Pavier’s plans to bring out an un-
authorized collection in 1619, or perhaps they
got the idea from Pavier.

In their epistle “To the great Variety of
Readers’, Heminges and Condell describe their
task: ‘It has been a thing, we confess, worthy to
have been wished, that the author himself had
lived to have set forth, and overseen his own
writings. But since it hath been ordained
otherwise, and he by death departed from that
right, we pray you do not envy his friends, the
office of their care, and pain, to have collected
and published them.’

A syndicate of publishers was at some point
formed to underwrite the venture. The colo-
phon on the last page of the Folio is unusual in
that it emphasizes the financial costs of the
undertaking: ‘Printed ar the Charges of W.
Jaggard, Ed. Blount, I Smithweeke, and W.
Aspley, 1623 . Jaggard’s association with Pavier’s
project no doubt involved the accumulation of
rights to plays that had been printed earlier, a
vital component for the production of the
Folio. John Smethwick was probably invited to
join the cartel because he held the copy rights to
Hamlet, Romeo and Juliet, Love’s Labour’s Lost,
and The Taming of the Shrew. Similarly, Wil-

The ‘Flower’ portrait of Shakespeare, now in the RSC
Collection in Stratford. The painting probably derives
from Martin Droeshout's title-page engraving for the
First Folio rather than being, as some have claimed, the
original on which the engraving is based.
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liam Aspley held the rights to 2 Henry 1v and
Much Ado About Nothing.

The imprint claims that the book was
‘printed by Isaac laggard, and Ed. Blount'.
However, Blount was only a publisher; the
printing of the Folio was done entirely in the
shop of William Jaggard and his son Isaac.
Charlton Hinman, in his reconstruction of the
events in the Jaggard printing-house, demon-
strated that the printing of the 907-page Folio
began early in 1622 and took neatrly two years to
complete, during which time as many as nine
compositors worked on the project. Hinman
established that the Folio was set by formes (not
seriatim, as had been previously thought) and
identified the pairs of type-cases used by the
compositors. Apparently the copy was cast off
so that two compositors could work simultan-
eously on the same forme, thereby speeding up
composition in relation to presswork. In setting
the text of The Two Gentlemen of Verona, for
instance, Compositor C set page 30 (signature
C3") while Compositor A simultaneously set
page 31 (signature C4").

The title page advertises the plays within as
‘published according to the true original copies’
and Heminges and Condell distinguish their
authoritative texts from some of the previously
published quarto editions: ‘before you were ab-
used with diverse stolen and surreptitious cop-
ies, maimed, and deformed by the frauds and
stealths of injurious impostors that exposed
them; even those are now offered to your view
cured and perfect of their limbs; and all the rest
absolute in their numbers as he conceived
them.” The publishers apparendy commis-
sioned the professional scribe Ralph *Crane to
prepare transcripts of the original manuscripts
to be used as printer’s copy for The Tempest, The
Two Gentlemen of Verona, The Merry Wives of
Windsor, Measure for Measure, The Winter’s
Tale, and possibly Cymbeline. These were
among the first plays to be printed, so it appears
that Crane had an association with the Folio
enterprise only in its early stages. In addition to
Crane’s transcripts, the Folio compositors had
access to a wide variety of copy. Of the 36 plays
in the Folio, twelve appear to have been set up
from earlier printed quartos that had been an-
notated from a manuscript playbook: Tizus
Andronicus, Richard 11, Love’s Labour’s Lost, A
Midsummer Night's Dream, Romeo and Juliet,
Richard 11, The Merchant of Venice, 1 Henry 1v,
Much Ado About Nothing, Hamlet, Troilus and
Cressida, and The Tragedy of King Lear; the
playbooks themselves were apparently used as
copy for only three plays in the Folio: Julius
Caesar, As You Like It, and Macbeth; another
nine were set from Shakespeare’s foul papers:
The Taming of the Shrew, The First Part of the
Contention (2 Henry vi), Richard Duke of York (3
Henry vi), 1 Henry vi, The Comedy of Errors,
Henry v, Alls Well That Ends Well, Timon
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of Athens, and Antony and Cleopatra; and six
from transcripts made by unidentified scribes:
King John, 2 Henry 1v, Twelfth Night, Othello,
Coriolanus, and All Is True (Henry viri).

Heminges and Condell divided the plays
into the generic categories of the volume’s
title—Comedies, Histories, and Tragedies—
and apparently exercised some care in ordering
the plays so that each section begins and ends
with plays that had not previously appeared in
quarto. The only exception to this rule is 77oilus
and Cressida, the first page of which was initially
printed on the verso of the last page of Romeo
and Juliet, in the middle of the tragedies section;
the text was then reset and re-placed to come
first among the tragedies—or last among the
histories; the table of contents for the Folio
omits the play and thus does not make it clear
to which category it belongs. Heminges and
Condell seem to have made a conscious deci-
sion not to include Shakespeare’s poems in the
collection, and they may have intentionally
omitted some of the late collaborative plays as
well (Pericles, Cardenio, and The Two Noble
Kinsmen).

The first preliminary page of the First Folio
consists of a verse by Ben Jonson on the
*Droeshout portrait, which appears on the fa-
cing title page:

To the Reader.

This figure, that thou here seest put

It was for gentle Shakespeare cut;

Wherein the Graver had a strife

With Nature, to out-do the life:

O, could he but have drawn his wit

As well in brass, as he hath hit

His face; the Print would then surpass

All that was ever writ in brass.

But, since he cannot, reader, look

Not on his picture, but his book.

B.J.

Then follows the dedication to William Her-
bert, 3rd Earl of *Pembroke, and his brother
Philip Herbert, Earl of Montgomery. The next
item is Heminges and Condell’s epistle “To the
Great Variety of Readers’, two commendatory
poems by Ben Jonson and Hugh Holland, the
‘Catalogue of the several Comedies, Histories,
and Tragedies contained in this Volume’, two
more commendatory verses, and finally a list of
the ‘Principal Actors’ in the plays.

The First Folio was expected to be on the
market by mid-1622; it was included in the
Frankfurt book fair’s catalogue as one of the
books printed between April 1622 and October
1622. In the event, however, the Folio did not
actually appear until very late in 1623. On 8
November 1623, Blount and Isaac Jaggard en-
tered in the Stationers’ Register their copy rights
to the plays that had not been previously pub-
lished:

M" William Shakspeers Comedyes, Histor-
ies, and Tragedies soe manie of the said
Copies as are not formerly entred to other
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The title page of the First Folio, 1623. This presentation
copy from the publisher William Jaggard 1s now, along
with more than 70 other copies, in the Folger Shake-
speare Library in Washington.

men. viz'. Comedyes. The Tempest. The
two gentlemen of Verona. Measure for
Measure. The Comedy of Errors. As you
Like 1t. All's well that ends well. Twelft
night. The winters tale. Histories. The
thirde parte of Henry the sixt. Henry the
exght. Coriolanus. Timon of Athens. Julius
Caesar. Tragedies. Mackbeth. Anthonie and
Cleopatra. Cymbeline.
The printing of the Folio was probably com-
pleted shortly thereafter—a copy at the Bodleian
Library in Oxford was sent for binding on 17
February 1624—and the book was then avail-
able in bookshops for the princely sum of £1 (40
times the cost of an individual quarto).

The volume was so successful and demand
apparently so great that a second edition was
required within less than a decade. In 1632,
Thomas Cotes, who had taken over the Jaggard
shop following Isaac’s death in 1627, printed the
Second Folio for a syndicate of publishers that
again included Smethwick and Aspley. The
Second Folio was a carefully corrected page-for-
page reprint of the first that made hundreds of
minor changes in the text, the majority of which
have been accepted by modern editors. The
preliminaries of the Second Folio include John
Milton’s first published poem, ‘An Epitaph on
the Admirable Dramatic Poet W. Shakespeare’.
The elegant paper stock used for the Second
Folio occasioned William Prynne to lament in
Histrio-mastix (1633) that ‘playbooks are grown
from quarto into folio’ and that ‘Shakespeare’s
plays are printed in the best crown paper, far
better than most Bibles.’

The Third Folio appeared in 1663, with a
second issue in 1664 that added Perzcles and six
apocryphal plays: The London Prodigal, Thomas,
Lord Cromuwell, Sir John Oldcastle, The Puritan,
A Yorkshire Tragedy, and Locrine. The Fourth
Folio was published in 1685; 70 pages of this
edition were reprinted c1700 to make up a
shortage and may be considered a Fifth Folio
printing. ER

Greg, W. \¥., The Shakespeare First Folio (1955)
Hinman, Charlton, The Printing and Proof-
Reding of the First Folio of Shakespeare (1963)
Pollard, A. W., Shakespeare Folios and Quartos: A
Stuely in the Bibliography of Shakespeare’s Plays
1594—1685 (1909)
Folio Society Shakespeare. The 37 volumes
of this handsomely printed edition were issued
between 1950 and 1976, using the text of the
New Temple Shakespeare. They are chiefly
notable for the introductions, of varying inter-
est, written mainly by well-known actors and

directors, among them Laurence *Olivier, Paul
*Scofield, Richard *Burton, Peter *Brook, and
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Peter *Hall. The texts are illustrated with re-
productions of costume and stage designs from
the period. Thirty-five of the introductions
were published as a separate book in 1978. The
Folio Society have since reprinted the *Oxford
edition twice. RAF
food and drink. The Elizabethan year (see
CALENDAR) fell into feast and fast periods: both
Wednesdays and Fridays were fish-eating days
until 1585 and the six weeks of Lent were equally
meatless except in the case of pregnant women,

FOOD AND DRINK

children, and invalids. At such times the poor
ate saltfish (such as the ‘poor-john’ Caliban is
said to smell like, 7he Tempest 2.2.25—7), while
the rich might eat sprats or herrings, fresh,
dried, smoked, or salted. Christmas feasting,
during which open house was kept by big
households, ran from 1 November right through
to Twelfth Night (6 January): its special dishes
included boar brawn, mince pies (still made
with spiced meat), and the ‘flapdragon’ men-
tioned in Love’s Labour’s Lost (5.1.42). Other
feasts would include funerals (cf. Hamilet on the
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Shakespeare's greatest glutton, Sir John Falstaff a popular engraving published by Bowles and Carver, 1790,
loosely based on earlier depictions of the actor James Quin in what became his best-loved role.
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reuse of leftovers, 1.2.179-80), weddings (cf.
Taming of the Shrew 3.3), sheep-shearing (as in
The Winter’s Tale, at which the shepherds plan
to eat ‘warden pie’, a pear pie coloured with
saffron and spiced with mace, nutmegs, ginger,
prunes, and sultanas, 4.3.44-8), and harvest-
home.

The richer ate three meals a day, the poorer
more like two. Breakfast, served generally be-
tween 6 and 8 a.m., varied widely from the big
hunting breakfasts recorded as being given for
Elizabeth to private collations: the food ranged
from ale, beer, or wine, boiled beef or mutton,
and bread, to eggs, milk, and butter. In An-
tony and Cleopatra there is admiring talk of
‘eight wild-boars roasted whole at a breakfast’
(2.2.186—7). The poor would be more likely to
eat some sort of cereal made into a pottage.

The main meal of the day, dinner, was served
at 11 a.m. for the gentry, the middling sort eat-
ing at noon. It was laid with great ceremony on
along table, with the wine, wine cups, and basin
and ewer for washing on the ‘court-cupboard’
(not unlike a modern sideboard; cf. Romeo and
Juliet 1.5.6—7). The guests would for the most
part be seated on joint-stools in order of social
rank—hence the dramatic social solecism of
Lady Macbeth’s hasty command to her guests to
‘stand not upon the order of your going’
(Macbeth 3.4.18). The meal might last two,
three, or four hours, and would consist of two
courses, laid in prescribed patterns on the table
for the diners to help themselves. The first
course would consist of ‘gross meats’ or the
equivalent on fish-days, perhaps buttered and
spiced fish pies of sturgeon or salmon; the sec-
ond of poultry, raised pies in ‘cofliins’ of pastry
(cf. Titus’s cannibal version, Titus Andronicus
5.2.185—90), puddings, ‘kickshaws’, or ‘made
dishes’ (e.g. fricasses, carbonadoes, hashes, col-
lops), and salads of cooked, pickled, or raw ve-
getables, herbs, and flowers. The third course
was the ‘banquet’” course. Whereas the first two
courses would have been eaten in either the hall
(now steadily shrinking in size) or the newly
fashionable private dining parlour, the banquet
‘to close our stomachs up | After our great good
cheer’ (Taming of the Shrew 5.2.9—10) would be
taken in another location entirely—another
room (such as the ‘privy chamber’ to which
Wolsey’s most privileged guests withdraw for
their banquet, A/ Is True (Henry vii) 1.3.101-2),
an outside summer house, temporary or per-
manent, or perhaps a gazebo on the roof. There
guests would be regaled on expensive sweet-
meats skilfully prepared by the lady of the
house—sweet biscuits and tarts, a marchpane,
wet and dry ‘suckets’ (preserved fruits), and
fresh fruit, all preceded by a ‘conceited” dish of
sugar sculpture made to represent a bird, ani-
mal, fish, or even, on one occasion, a castle made
of sugar firing tiny guns with real gunpowder at
its besiegers. The witty, whimsical, and luxuri-

ous nature of this food is reflected in Benedick’s
description of Claudio’s affected language in
Much Ado About Nothing as a ‘fantastical
banquet’ (2.3.15). All told, there might be of the
order of thirty different dishes for a humblish
feast, though more like five or six for the coun-
try gentleman not expecting guests (compare
Justice Shallow’s menu in 2 Henry 1v 5.1.22—4).
While the main courses were eaten on wooden,
pewter, or silver trenchers depending on the
wealth of the household, the banquet was served
on glass plates (often hired) and eaten off wafer-
thin wooden or sugar plate trenchers often
decorated on the underside with a verse or epi-
gram called a ‘roundel’” and read out at the end
of the meal. Food was carved with a knife (often
worn at the man’s belt) but eaten with the
fingers—forks were still a novel luxury item.
Fingers were washed at the end of every course
in bowls of rose-water. In between courses there
might be entertainment laid on, music, a
masque, or dancing—hence the appositeness of
the masquing Ariel at the magic banquet in The
Tempest (3.3.52 ff.).

Supper, by contrast, was usually very much
an afterthought. Gentry supped between § and
6 p.m., farmers and merchants not before 7 or 8
p-m., and labourers at dusk. The meal was
light—perhaps eggs and a posset (hot milk for-
tified with sugar, spices, eggs, and wine, brandy,
or ale, and on one notable occasion with add-
itional soporifics by Lady Macbeth, Macbeth
2.2.6-8).

Elizabethan England was full of the excite-
ment of new food imports, and Shakespeare’s
plays reflect this. New fruits and vegetables from
the Americas made their appearance: tomatoes,
and potatoes both sweet and common. With
Dutch refugees came asparagus, cardoons, globe
artichokes, and cauliflowers, and from southern
Europe the apricot, quince, fig, and melon (the
real Richard 1r’s garden would not have featured
the ‘dangling apricot’ of 3.4.30). The more ex-
pensive or exotic the food, the more likely it was
to be regarded as an aphrodisiac—hence Fal-
staff’s excited invocation of potatoes, eringoes
(the candied root of sea-holly), and kissing-
comfits in The Merry Wives of Windsor (5.5.18—
21).

In drinks, too, Falstaff proves to have ex-
pensive tastes. The generality drank ale or beer,
but large quantities of claret, malmsey, madeira,
and sack (a dry Spanish wine not unlike sherry),
sometimes ‘burnt’, that is to say, heated (see
Twelfth Night 2.3.184), were shipped in from
France, Crete, Madeira, and Spain respectively.
Households also produced flower and fruit
wines, often for medicinal use.

Food as a source of Shakespeare’s imagery
was well studied by *Spurgeon, in particular

" bread and candy. Feasts and interrupted feasts

feature importantly; see in particular The Tam-
ing of the Shrew, Macbeth, Titus Andronicus,

Timon of Athens, Antony and Cleopatra, As You
Like It, and The Tempest. But delight in food
and drink in Shakespeare is synonymous with
Falstaff, whose tastes provide such a sharp pro-
file of fashionable gluttony. NJW
Emmison, F. G., Tudor Food and Pastimes (196 4)
Hartley, Dorothy, Food in England (1954)
Lorwin, Madge, Dining with William Shake-
speare (1976)
Pascon-Williams, Sara, The Art of Dining: A
History of Cooking and Eating (1993)
Wilson, C. Anne, Food and Drink in Britain
(1973)

fools. In Shakespeare’s time, fools or jesters
were retained as providers of entertainment to
both the royal court and well-to-do households
like those of Olivia in Twelfth Night and
Leonato in Much Ado About Nothing. They
were usually male, and would often wear a
distinctive costume of ‘motley’ (parti-coloured
cloth), wear a coxcomb on their head (not the
belled hood of later tradition but a removable
cap), and carry a ‘bauble’ or carved stick, which
was often a focus for phallic humour. Some
were professional comedians who adopted a
fagade of folly, others mentally handicapped
individuals, known as ‘naturals’, whose inno-
cent antics were considered humorous. Their
remarks could also be sharply satirical: both
types of fool would be granted much greater
latitude in speaking than would ordinary
courtiers, although King Lear’s fool is threat-
ened with whipping when he goes too far.
Shakespeare began to use fools as stage char-
acters with Touchstone in As You Like It
Scholars have postulated that he may have been
responding to an innovation in a lost play by
George Chapman for a rival acting company, or
to the arrival in his own company of a new
principal comic actor, Robert *Armin. Most of
these figures, including Feste in Twelfth Night
and Lavatch in Alls Well That Ends Well, are
professionals who are consciously wiser than the
jesting roles they adopt, though the Fool in King
Lear may be a ‘natural’. All of them see and
describe the plays’ events in meaningful ways
that are not available in normal social dis-

course. MW
Billington, Sandra, A Soctal History of the Fool
(1984)
Southworth, John, Fools and Jesters at the English
Court (1998)
Welsford, Enid, The Fool: His Social and Literary
History (1935)

fools. (1) Servant of a prostitute, a fool appears
briefly in Timon of Athens 2.2. (2) In The
Tragedy of King Lear a fool accompanies Lear
into the storm, but does not appear after 3.6
(History of King Lear 13). AB

foot, a patterned metrical unit (iambic, trocha-
ic, pyrrhic, spondaic, anapaestic). See METRE.
GTW
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Foote, Samuel (1721-77), controversial Eng-
lish actor and writer. He was trained by
*Macklin and first appeared as Othello to his
mentor’s lago. Best known as a satirist (and
from 1767 as owner of the Haymarket), he was
particularly scornful of the Stratford *Jubilee
but was himself the subject of ridicule—and
some dreadful puns on his name—following

CMSA

the amputation of a leg.

Forbes-Robertson, Sir Johnston (1853-1937),
English actor, who at the outset of his career
(1874) came under the influence of the veteran
Shakespearian actor Samuel Phelps and there-
after sought to uphold his ‘histrionic pedigree’.
Described by Shaw as ‘essendally a classical
actor’, Forbes-Robertson put his natural gifts
and personality to the service of his roles. In
juvenile parts (Hal to Phelps’s Henry 1v in
Manchester, 1874; Claudio with Irving and
Terry at the Lyceum, 1882; and Romeo between
1880 and 1895 to a succession of Juliets, in-
cluding in 1895 Mrs Patrick Campbell who also
partnered him in Macbeth in 1898) he was
judged by some to be rather insipid, but coming
to Hamlet (rather late at 44 in 1897) he captured
the grace, intellect and melancholy of the Dane
in what for many was the definitive perform-
ance of its day. In 1913 (aged 60) he committed
his legendary Hamlet to—silent—film. RF

Forbidden Planet, 1956, American science-
fiction film, inspired by Shakespeare’s The
Tempest, directed by Fred M. Wilcox. The film
is set in AD 2200. On the planet Altair Four a
Prospero-like Dr Morbius (with his Miranda-
like daughter Altaira) unleashes uncontrollable
monstrous forces, apparently from his own id.
The rock musical Return to the Forbidden Planet
(1981) develops this. ™

‘For Bonny sweet Robin is all my joy, snatch
of a ballad sung by Ophelia in Hamlet 4.5.18.
The tune, under a variety of titles with the word
‘Robin’, survives in many arrangements from

the period. JB

Ford, Master Frank. He rtests his wife by
bribing Falstaff to woo her (having taken the
name Brooke (Broome in the First *Folio) to
conceal his identity) in The Merry Wives of
Windsor. AB

Ford, Mistress Alice. With Mistress Page she
devises a punishment for Falstaff, after they find
he has sent them identical love letters, in The

Merry Wives of Windsor. AB
Fordham, John. See Evy, Bisxor or.

foreign words. The renaissance of learning in
16th-century England led to the enrichment of
the English vocabulary with foreign words
largely introduced from classical sources (often
in Anglicized form) via translations from Latin
and French literary and scientific texts. Because
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of the association of Latin with scholarship,
unusual Latin loans became known as ‘inkhorn’
terms, whose introduction was strongly sup-
ported by some, like Sir Thomas Elyot (1490~
1546), and opposed by others, like Sir John
Cheke (1514—57). Shakespeare employed their
misuse by lower-class speakers, like Dogberry,
and their excessive use by courtly speakers, like
Osric, as sources of humour and satire. 14}

forestage, another name for an apron stage, or
an extension to an apron stage. GE

forgery, the practice of counterfeiting an
author’s personal documents or works; specif-
ically in the case of Shakespeare, counterfeiting
his signature, manuscripts of his plays and
poems, annotations in printed copies of his
works, and historical and theatrical documents
pertaining to his career.

The forgery of Shakespeare documents has a
long and extensive history, beginning in his
own lifetime, judging from the number of
spurious plays published under his name or
inidals, and continuing to the present day, as
manuscript experts at major auction houses and
book-dealers can attest. However, the two most
notorious and influential Shakespeare forgers
were William Henry Ireland (1777-1835) and
John Payne Collier (1789-1883).

William Ireland, the son of Samuel Ireland, a
successful London book-dealer, began his for-
ging career as a teenager by tracing over pub-
lished facsimiles of Shakespeare’s signatures and
by acquiring old paper and mixing old formulas
for ink. His forgeries included poems, personal
letters (including a flattering letter sent by
Queen Elizabeth 1), a ‘profession of faith’,
playhouse documents, property and mortgage
deeds, promissory notes, and receipts, all pur-
portedly signed by or involving Shakespeare.
Ireland then progressed to forging partial or
whole manuscripts of Hamlet and King Lear
and produced partial copies of what he claimed
were original manuscripts of the hitherto un-
known Shakespeare plays Vortigern and Rowena
(staged once unsuccessfully in 1796 by Richard
Brinsley Sheridan at Drury Lane Theatre),
Henry 11, and William the Conqueror.

Samuel Ireland published some of his son’s
documents in 1795, convinced that they were
genuine. In the next year, the editor and literary
critic Edmond *Malone denounced the papers
as forgeries produced under the direction of the
elder Ireland in his book Inquiry into the Au-
thenticity of Certain Miscellaneous Papers and in
another pamphlet which was answered by
Samuel Ireland, opening a contentious debate
among the literary community. In the same year
William Ireland finally admitted in his Au-
thentic Account that he had forged the docu-
ments without his father’s knowledge or
assistance. Nevertheless, his attackers continued
to claim his father had been complicit. In 1805

FORGERY

he published his Conféssionsand began trying to
restore his literary reputation by claiming the
unknown Shakespeare plays as his own and in
writing other original plays, poems, and novels.
However, after his death he and his father were
again attacked, this time by C. M. Ingleby, who
succeeded, incorrectly, in convincing the liter-
ary community that Samuel Ireland had indeed
been the mastermind of the Ireland forgeries.

John Payne Collier was already a respected
literary critic and Shakespearian editor when he
claimed in 1852 to have purchased a copy of a
1632 Second Folio of Shakespeare’s works
owned by Thomas Perkins, alleged to have been
a relative of a member of Shakespeare’s acting
company, the King’s Men. Collier published
numerous descriptions of the annotations writ-
ten in Renaissance hand that he claimed to have
discovered throughout the text of the ‘Perkins
Folio’, arguing that they were taken from early
Shakespearian performances. The Folio was
accepted as genuine by many until subjected in
1859 to forensic examination, when it was dis-
covered that the annotations had originally
been written out in pencil and traced over in
ink, and thus were modern forgeries. Many of
Collier’s numerous other purported Renais-
sance literary and theatrical finds, including
Shakespeare’s signature on a letter, and refer-
ences to Shakespeare added to genuine theatri-
cal documents, were then also discovered to be
forgeries. In fact, the same man who had re-
opened the Ireland forgery case, C. M. Ingleby,
exposed many of Collier’s forgeries.

Yet Collier continued to work as a critic and
editor, even insisting that the apocryphal play
Edward 11 be assigned to Shakespeare. Collier
maintained his innocence until his death. The
sale of his library afterwards, however, more
disastrously sealed his reputation as a forger
when many of the documents in it were exam-
ined for the first time and found to be fake.
Collier’s most lasting legacy is that all of the
numerous public and private libraries, includ-
ing the important collections of the Dulwich
College, Heber, and Bridgewater libraries, to
which he had unsupervised access early in his
career still come under suspicion of containing
material that he doctored or forged.

Material exposed as Shakespearian forgeries
still commands interest and attention, and
today is collected in its own right. For instance,
one collection of forgeries by William Ireland
was auctioned at Sotheby’s, London, in 1982 for
£12,000 (and has since increased in value), and
other items by him and Collier still find eager
buyers. GI -

Brae, E. A., Literary Cookery (18s5)

Collier, John Payne, Notes and Emendations to
the Text of Shakespeares Plays from Early
Manuscript Corrections in a Copy of the Folio of
1632 in the Possession of John Payne Collier (2nd
edn. 1853)



FORMALISM
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‘The Qaken Chest; or, The Gold Mines of Ireland, a Farce’, a satire on the Ireland forgery affair, 1796. Among the documents in the foreground are a stock-market quotation on

the going rate for Shakespeare scripts.

Grebanter, Bernard D. N., The Great Shake-
speare Forgery (1966)

Hamilton, N. E. S. A., Inguiry into the Genu-
ineness of the Manuscript Corrections in Mr. J.
P Colliers Annotated Shakespeare Folio 1632
(1860)

Ingleby, Clement M., The Shakespeare Fabrica-
tions (1859)

Ireland, Samuel, Miscellaneous Papers and Legal
Instruments under the Hand and Seal of Wil-
ham Shakespeare (1796)

Ireland, William Henry, Authentic Account of the
Shakespearian Manuscripts (1796)

Ireland, William Henry, Confessions of W H.
Ireland (1805)

Malone, Edmond, Inguiry into the Authenticity
of Certarn Miscellaneous Papers (1796)

Tannenbaum, Samuel A., Shakespeare Forgeries
mn the Revels Accounts (1928)

Whitehead, John, This Solemn Mockery: The Art
of Literary Forgery (1973)

formalism is a term used to describe any crit-
ical approach which emphasizes a work’s liter-
ary language and aesthetic form as opposed to
its historical and culeural content. More spe-
cifically it refers to two separate trends in 20th-
century literary criticism, both of which em-
phasized the importance of language to literary
art like Shakespeare’s.

The Russian Formalists (Victor Shklovsky,
Roman Jakobson, Boris Tomashevsky, Boris

Eikhenbaum) attempted in the 1910s and 1920s
to define the specificity of literary language and
forms, especially their capacity to ‘defamiliarize’
our perceptions of normal reality. Their work
was continued in the 1970s and 1980s by struc-
turalist and poststructuralist critics.

‘American formalism’ is a term sometimes
applied to the American New Criticism de-
veloped by John Crowe Ransom, Alan Tate,
Cleanth Brooks, and Robert Penn Warren,
which championed literature from the 1940s to
the 1960s as a special kind of value-laden lan-
guage best studied through attention to ‘the
texts themselves” outside any historical context.

HG
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Forman, Simon (1552-1611), astrologer and
physician. Though sometimes imprisoned for
illegal medical practices, Forman had a fash-
ionable clientele of Londoners by the 1590s, and
Lord Hunsdon’s mistress Emilia Lanier as well
as Shakespeare’s acquaintances Jane Davenant
and Marie Mountjoy consulted him. Friends,
no doubt, helped him to get the MD degrec in
1603, and yet he had keen interests in prophetic
cures, the occult, and the theatre. Forman wrote
the first existing accounts of Shakespeare’s
Macbeth, The Winter’s Tale, and Cymbeline,
along with notes on another dramatist’s play,
about King Richard 11, which he saw at the
Globe on 30 April 1611. These four reports ap-
pear in The Book of Plays and Notes Thereof per
Forman, S., for Common Policy (that is, afford-
ing useful lessons for the common affairs of
life), the authenticity of which has been ques-
tioned, but the manuscript has been reasonably
established to be Forman’s own. He makes
etrors, and may describe a drama a week or two
after attending a performance. Having seen
Macbheth at the Globe on Saturday, 20 April
1611, he mixes his report with memories of
Holinshed’s narrative about fairies or nymphs
who stopped Macbeth and Banquo as they
came ‘riding through a wood’; the Globe actors
were surely not on horseback. Forman recalls no
cauldron scene and errs in supposing that
Macbeth was made Prince of Northumberland,
but he remembers vividly that at the banquet
‘the ghost of Banquo came and sat down in his
chair behind’ the usurper. By and large, the
report on Macbeth is an eyewitness account.
Forman’s entry on The Winters Tale at the
Globe establishes that this drama existed by the
time he saw it on 15 May 1611. He was impressed
by Leontes who was ‘overcome with jealousy of
his wife’, and by the plan to have a ‘cup bearer’
poison Polixenes, but Forman makes no men-
tion of Hermione’s survival. Nor does he note
that a bear crossed the stage in pursuit of
Antigonus, though he emphasizes a wily
Autolycus, in whom he typically finds a moral
lesson: ‘beware of trusting feigned beggars or
fawning fellows.” He does not say when or
where he saw Cymbeline; he fails to mention the
Queen, calls the heroine ‘Innogen’ (perhaps
accurately), and recounts her adventure in
‘man’s apparel’, but neglects Cymbelines de-
nouement. He probably watched that drama in
the same year as the other plays, but not later
than the summer. Having predicted the date of
his death, Forman, by design or mishap, died
when being conveyed across the Thames on 8
September 1611. PH

forme. Books were printed on large sheets of
paper with a number of pages on each side,
which were then folded and cut at the edges.
The pages that fill either side of one sheet con-
stitute one forme. The pages that will lie on the
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inside of the sheet when it is folded are the inner
forme; those on the outside, the ouzer forme.

ER

Forrest, Edwin (1806—72), American actor,
endowed with a powerful voice and physique,
which required toning down in the Shake-
spearian repertoire. Richard 11 was an early
success as was lago, and in his marturity his
Othello, Macbeth, and Lear were judged to
have improved following his exposure to Eng-
lish actors and audiences in 1836. Although
Forrest won further plaudits for his Macbeth
and Lear during his return to London in 1845,
he also became embroiled in the disastrous ri-
valry with *Macready which culminated in the
Astor Place riot in 1848. Though his inter-
national reputation relied heavily on Shake-
speare, as a patriotic democrat Forrest had an
ambivalent attitude towards British culture.
RF

Moody, Richard, Edwin Forrest: First Star of the
American Stage (1960)

Fortinbras. Nephew to the King of Norway, he
is encouraged to march through Denmark to
attack Poland, instead of claiming land in
Denmark lost by his father (the previous King
of Norway, also called Fortinbras). At the end
of Hamlet he takes the Danish throne, with
Hamlet’s support. AB

‘Fortune my foe’ one of the most frequently
used ballad tunes, especially for *broadside
ballads reporting death and disaster. Many set-
tings for lute or keyboard survive from Shake-
speare’s time, including variations by William
*Byrd. The title first appears in a ballad licence
of 1589; it is misquoted by Falstaff in 7he Merry
Wives of Windsor3.3.60. The original ballad text
survives in various 17th-century *broadsides; see
Claude M. Simpson, The British Broadside
Ballad and its Music (1966). JB

Fortune theatre. See HEensLowg, PHiLp;
THEATRES, ELIZABETHAN AND JACOBEAN.

foul case, a type-case that had pieces of type in
the wrong boxes. Since *compositors did not
look at the faces of the letters as they picked
them up, a foul *case inevitably led to errors. Ifa
case was carelessly overfilled, it was easy for type
to spill over from one box to another, such as
from the ‘a’ box into the adjacent ‘r’ box, which
would account for errors such as ‘faiendship’ for
‘friendship’. ER

foul papers. A playwright's rough draft
manuscript was known in the period by the
descriptive term ‘foul papers’. Presumably,
Shakespeare’s original foul papers would have
been transcribed to make the official *book’ for
use in the playhouse, and the foul papers thus
superseded might be released by the company
t a publisher. The printed texts of Shake-

FRANCE

speare’s plays that appear to derive from foul
paper copy provide a unique glimpse of the
playwright in the act of composition: *stage
directions are frequently open-ended (‘Enter
King, and two or three , ‘ Enter Rosencraus and all
the rest) suggesting that when he began to write
a scene, Shakespeare was undecided about (or
uninterested in?) the precise number of char-
acters who would enter; false starts reveal lines
and passages deleted and revised currente calamo;
the extraordinary variability of speech-headings
(those for Lady Capulet include * Capulet’s Wife,
Wife, Old Lady, Lady, and Mother) suggests that
Shakespeare often conceived of characters by
their relation to others onstage rather than as
autonomous individuals. ER

Foxe, John (1516-87), English Protestant
writer, exiled during Mary s reign. His most
celebrated work was the Acts and Monuments or
The Book of Martyrs, published in 1563, an ex-
haustive history of Protestant martyrdom in
England, particularly under Henry vinn and
Mary 1. During Elizabeth’s reign this book was
not only celebrated but became required read-
ing. It was placed in churches and reprinted in
shorter editions so that many households pos-
sessed a copy. Its popularity was based not only
upon Foxe’s dramatic style, reinforced visually
in a series of woodcuts, but upon its nationalist
agenda. Foxe described England as chosen by
God to overthrow papacy. Among the martyrs
celebrated were Sir John Oldcastle and Thomas
Cranmer, figures whom Shakespeare would
later represent in 1 and 2 Henry 1v and, All Is
True (Henry viir). JKS

France. Although the character of Falstaff left
its mark when English players performed at the
court of Henri 1v in 1605, an interest in
Shakespeare developed fairly late in France.
There are decisive historical reasons for this: the
lack of interest in the bard even in England, the
recurrent conflicts between the two countries,
and the inherent dislike of the English language
by the French. The great discrepancy in theat-
rical aesthetics between England and France
should not be overlooked as Aristotle’s slightly
perverted rule of the three unities (time, place,
and action) prevailed on the French stage, and
decency excluded verbal or corporal violence, as
well as any form of vulgarity, and the principle
of verisimilitude was strictly observed. So the
Shakespearian corpus was altogether discarded.
But as progress in the arts was currently believed
to be necessary and because French tragedy had
reached an impasse, some renewal was essential.
So during the Age of Enlightenment the most
advanced thinkers finally turned to Shake-
speare, the strongest proponent being *Voltaire
(Frangois Marie Arouet, 1694-1778). As he was
exiled to England on account of his free think-
ing between 1726 and 1729, he read the plays
in the original, saw them performed (often in



The great French tragedian Jean Vilar (1g12-71) as Macbeth, with Mara Casarés as Lady Macbeth, 1953.




adapted versions) at Drury Lane, and later
wrote a few far-fetcched imitations in regular,
heroic twelve-foot alexandrines such as Zaire
(1732) inspired by Othello but set during the
Crusades, which met with a great success, Lz
Mort de César, and Sémiramis, after Hamlet. In
his Lettres philosaphiques, Voltaire acknow-
ledged Shakespeare’s genius in his ‘monstrous
farces” ‘full of force and ferocity, of naturalness
and the Sublime’. Pleading for a return to the
text and a mixing of the genres in which the
whole human condition was depicted, he
wanted Shakespeare to rank among the classic
playwrights alongside Corneille, Racine, and
Moliere. He even translated some fragments of
Hamlet twice, first as a French piece, then
keeping closer to the original. However, his early
admiration then turned to an equally fierce
condemnation of the bard as ‘barbarous’.

As late as 130 years after Shakespeare’s death,
in 1746, Pierre-Antoine de La Place (1707-83)
had Le Theatre anglois published (volumes i to v
devoted to Shakespeare) along with ‘Discours
sur le théatre anglais’, a remarkably coherent
theorization to justify his approach. Like many
translators of his time, he did not translate lit-
erally, but instead worked hard to adapr this
unfamiliar kind of drama to French taste. The
plays were reorganized into scenes whenever
characters appeared on stage, alexandrines were
reserved for speeches pertaining to the ‘Beauti-
ful’ or the ‘Sublime’, while other verse passages
were in prose, and further parts only summar-
ized (Henry v was dismissed in five pages) ex-
cluding any comic or vulgar transgression of the
tragic genre. Pierre Le Tourneur (1737-88) took
a different stand. He completed a thorough,
faithful translation in 20 volumes (1776-82)
which was highly praised. But it should be made
clear that the first contact the French had with
Shakespeare was on the page rather than on the
stage. It was not until 153 years after Shake-
speare’s death that the plays were at last seen in
France, and then exclusively under the sole
name of the adaptor. The main author, Jean-
Frangois Ducis (1733-1816), wrote six tragedies
after La Place, in heroic alexandrines with much
altered plot and cast, allowing for long asides by
confidants recalling the neoclassical style:
Hamlet in 1769, Romeo et Juliette and Le Roi
Learin 1783, Macbeth in 1784, Jean-sans-terre; ou
La Mort d’Arthur in 1791, and Othello in 1792,
all performed at the *Comédie-Frangaise then
transferred for a time to the Odéon with great,
lasting success. Very much centred on the
eponymous heroes, these tragedies explore the
individual destiny of exceptional characters
which the famous actor Frangois-Joseph Talma
played in memorable performances until his
death in 1826 (he even performed the role of
Shakespeare himself in a one-act prose comedy
by Alexandre Duval entitled Shakespeare
amoureux in 1804!). With his intonation based
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on that of English actors, he gave life to the
Shakespearian repertoire and paved the way for
Romantic audiences. Shakespeare was now
fashionable on stage. The interest in Shake-
speare increased after the performances by
English actors who were booed in Othello in
1822 (anti-English feeling being at its peak after
the Napoleonic defeats) but highly praised in
1826-8. The players were Edmund *Kean,
Charles *Kemble, and Harriet Smithson as
Ophelia—whom Hector *Berlioz eventually
married, mistaking theatrical illusion for reality.
And so the Shakespearian myth was born. Great
Romantic adaptations followed, starting with
Le More de Venise by Alfred de *Vigny (1829) in
sumptuous settings representing accurate views
of Venice, Cyprus, and palace interiors and
Hamlet by Alexandre Dumas and Paul Meurice
(1847), which strayed from the original (the
ghost only appears at the end as a representative
of divine justice, condemning Hamlet to live
and expiate his sin for having killed more
characters than the evil Claudius), performed at
the Comédie-Francaise until 1886 with Mounet-
Sully (and Sarah *Bernhardt as Ophélia) in
massive settings with heavy machinery, impos-
ing long, awkward interruptions. Hamlet is the
archetypal hero of the period. The stage inter-
pretations followed the lithography by Eugene
*Delacroix (from the performances he saw in
London). The myth was transposed to the
*opera by Ambroise Thomas (1868). Indeed
music provided an outlet for the Romantic
disposition as in Berlioz’ Roméo et Juliette
Symphony (1839), and the opera by Charles
Gounod (1867). The cult devoted to the Shake-
spearian hero in black was far removed from the
original, especially when performed by the great
actress Sarah Bernhardt in her own Théitre de
la Renaissance in 1899. Shakespeare had then
become a recurrent reference in French litera-
ture and the arts with increasing numbers of
translations and adaptations. Among them was
a remarkable rewriting of Le Tourneur’s text in
thirteen volumes by a famous historian and
politician, Francois Guizot, who considered the
dramas in a wider perspective encompassing the
complete spectrum of society. But the main
event was the prose translation of Frangois-
Victor *Hugo (1828-73) in fifteen volumes
written during the family’s exile to Guernsey
between 1859 and 1865. It was introduced by his
father’s William Shakespeare commemorating
the 4ooth anniversary of Shakespeare’s birth, in
which he discussed Shakespeare briefly among
the geniuses of humanity, himself included.
Mostly based on the Folio but including some
apocryphal work such as Edward w1, and two
versions of Hamlet (the 1603 and 1604 quartos),
this collection however does not respect the
Folio classifications but groups the plays ac-
cording to character types, such as ‘tyrants’,
including Macbeth, Le Roi Jean, Richard i,
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‘jealous characters’, ‘tragic lovers’, ‘friends’, and
according to social categories ‘family’ (Coriolan,
Le Roi Lear), ‘society’, and ‘country’. This edi-
tion was to become the literary reference up to
the present day but never found its way to the
stage.

Towards the late 19th century Shakespearian
theatre started to allow for completely antag-
onistic creations. The symbolist movement
turned to magical drama (Le Songe, Macbeth in
the ruined Gothic cathedral of Saint Wandrille
in Normandy) translated by the Belgian French
poet and playwright Maurice Maeterlinck.
Many short-lived companies of players were
set up including Camille de Sainte Croix’s
Compagnie Frangaise du Théatre Shakespeare
founded in 1909. A series of lectures preceded
the plays which staged junior players acting
against plainly painted curtains so as not to di-
vert the attention from the plot or the text.

As a reaction against heavy machinery, rich
settings and also the cult of the hero, Aurélien
Lugné-Poé (1869-1940) promoted ‘Shakespeare
without setting’ in an article after visiting Wil-
liam Poel’s Shakespeare Stage Society. In a
memorable one-night experiment at the Cirque
d’Exé in Paris, he directed a debatable Mesure
pour mesure in 1898 on a reproduction of the
bare Elizabethan stage with some innovative
acting in the auditorium. His success was rec-
ognized in 1913 with a version of Hamlet by
Georges Duval ‘in complete conformity with
the English text’ in a fixed set (a Norman arch
backstage) with only a few movable painted
curtains. His wife Suzanne Després was an
athletic Hamlet and himself a sober Polonius.

Directors paid increasing attention to the text
they chose, individual plays were translated by
writers (Marcel Schwob) or poets (Pierre-Jean
Jouve), and some directors even took part in the
writing themselves (Jacques *Copeau for in-
stance). In his stagings, the naturalist director
André *Antoine (1858-1943) offered a meticulous
reconstitution of the historical setting which
was used as a great fresco in large cast produc-
tions portraying sumptuous crowd scenes:
elaborate Norman arches for Le Roi Learin 1905
(integral version by Pierre Loti), a complex
evocation of Rome for Jules César in 1907, and
Coriolan in 1910 in which the fixed set (Roman
buildings covered with vines) could be partly
hidden behind movable painted curtains figur-
ing the inside of a house or a further perspective,
allowing for an uninterrupted performance.
During the First World War Firmin Gémier
(1869-1933) staged Le Marchand de Venise (1917)
and Antoine et Cléopatre (1918) in the form of a
popular theatre with massive human tableaux
praising the beauty and sensuality of the body
at a time when soldiers were being killed and
maimed by the thousands. After the war he
turned to comedies such as La Mégere apprivoisée
and Le Songe d'une nuit dété in abridged
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versions. Jacques Copeau (1879-1949) had a
completely different approach, advocating a
bare stage and minimal setting. L2 Nuit des Rois
(text by Lascaris much revised by Copeau) at the
Théatre du Vieux Colombier, 1914, is a land-
mark in modern theatre with its stylized setting:
light grey curtains on three sides of a proscen-
ium, a single set, and a touch of melancholy
in the interpretation of Sir Andrew (after
Granville-Barker’s interpretation). He furthered
his staging renovation (abstract architecture
with a backstage gallery) in Le Conte d'hiver
(1920). Charles Dullin (1885-1949) preferred
adaptations (Richard nr by André Obey, Jules
César and Le Roi Lear by Simone Jollivet) to
translations, which allowed a quicker, efficient
performance. In his own portrayal of Richard
11 (1933), which was the main role of his long
career, he played a grinning, devious, deformed
villain, lurching stealthily from the darkened
openings of the circular setting. A few months
later in February 1934 a highly political version
of Coriolan by René-Louis Piachaud, with im-
pressive crowds all giving the, sadly, then fash-
ionable Roman salute, led to right-wing riots in
the streets of Paris and the resignation of the
Comédie-Francaise administrator.

Since the Second World War the interest in
Shakespearian theatre has never failed. The
plays are conceived for large audiences such as
the open-air Avignon Festival where Jean *Vilar
(1912—71) premiered Richard 1 at the 1947
opening season and staged a hieratic Macbeth in
1953, Roger *Planchon gave a post-Brechtian
Richard 111 in 1966, Georges Lavaudant a flam-
boyant Richard 11, and Jean-Louis Benoit yet
another French creation, Henry v; as a tribute to
Sir Laurence *Olivier's film. 1n the cultural
centres based in suburbs which were created
after the war, directors have developed various
perspectives: Jean Dasté (1904—94) in Saint-
Etienne emphasized the role of the actors
(Mesure pour mesure was meant for transform-
able spaces) while Gabriel Garran in
Aubervilliers (Henry viur, Coriolan) and Bernard
Sobel in Gennevilliers (Hamlet, Le Roi Jean,
Coriolan), under Brechtian influence, aimed at
political awakening. Large audience stagings
range from Robert Hossein’s superproduction
of Jules César (the actors speaking through
portable microphones from the audience) to
Ariane *Mnouchkine’s most impressive cycle of
plays transposing the masculine warlike code of
honour of medieval England into Kabuki for
Richard i1 and Henry 1v, and the feminine flu-
idity of La Nuit des Rois into Kathakali, on a
bare stage in which the only props were muld-
coloured silks of great beauty.

Under the influence of Antonin Artaud’s The
Theatre of Cruelty, Peter *Brook advocated a
more intimate, empty space left only to the
actors and the text (Jean-Claude Carriere’s prose
adaptations): Timon d'Athénes, Mesure pour

mesure, and La Tempéte all with a multi-ethnic
cast created an intense experience. Stuart Seide
who translates the plays himself gave a short-
ened two-evening rendering of the three parts of
Henry vr illustrating the blindness of sheer
violence and false alliances; his Romeo et Juliette,
in an immense sculptural setting, showed the
lack of responsibility undermining society.

Some younger directors punctuate their
careers with outstanding full-version texts:
Stéphane *Braunschweig staged Conze d hiver,
Measure for Measure with an English cast (both
invited to the Edinburgh Festival), and Le
Marchand de Venise; Laurent Pelly directed a
very witty Peine d'amour perdue, and a severe
Roi Jean in modern dress. On the other hand
many rewritings explore a single aspect of a
tragic theme, such as the ascent of a tyrant like
Richard 111, Gloucester-Materiau Shakespeare by
Matthias Langhoff or Cacodémon-Roi and
Richard 111 de Shakespeare . . ., both by Bernard
Chartreux.

Some plays, such as Hamlez, are great fa-
vourites and have been staged by very different
directors. Antoine Vitez directed an austere six-
hour performance with a white set opening
onto a long perspective; Patrice Chéreau, in
Yves Bonnefoy’s version, explored the mental
instability of the hero; in his 1977 psychoana-
lytical approach Daniel Mesguich had several
actors playing Hamlet in surroundings entirely
made of mirrors, including the floor; and in his
1986 version he took on the title role as a theatre
director which he played from the side of the
stage. Young companies sometimes prefer rare
plays (Troilus et Cressida by L’Emballage
Théatre conceived as a cartoon in a bare white
set) while amateur companies favour comedies
such as A Midsummer Night's Dream. Some
directors such as Jean-Pierre Vincent (Macbeth,
Tout est bien qui finit bien) say they return to the
Shakespearian repertoire for a lesson in perfect
theatre which will regenerate their creativity.

Itis true that French cinema does not include
many Shakespearian films but Shakespeare
proves a safe bet on stage with a profusion of
extremely diversified performances aimed at
audiences ranging from critical scholars to
teenagers who might thus have their first the-
atrical experience in an otherwise virtual envir-
onment. As a further testimony to Shakespeare’s
lasting popularity, the third La Pléiade edition
will come out in a bilingual collection under the
direction of the leading current translator Jean-
Michel Déprats for the plays and Henri
Suhamy for the poetical works. Shakespearian
studies received a dramatic impetus from emi-
nent scholars with the creation of the *Société
Francaise Shakespeare by Henri *Fluchére in

1977 which has been successively chaired by

Jean Fuzier, Marie-Thérese Jones-Davies, Rich-
ard Marienstras, and Jean-Marie Maguin.
Many university theses cover fields of research

demonstrating that Voltaire’s early appeal has
been answered: Shakespeare is certainly part of
French culture from the university to the

stage. ISG

France, King of. (1) He grants Helen’s request
for Bertram as her husband, A/’s Well That Fnds
Well. (2) He claims the disinherited *Cordelia
as his Queen in the first scene of King Lear. See
also CHARLES v1, King of France; PHiLIp, KiNg
of Francg; Louss, KiNG. AB

France, Princess of. She and her ladies are
courted by the King of Navarre and his lords in
Love’s Labour’s Lost. AB

Francesca (Francisca) is a nun of ‘the votarists
of Saint Clare’, Measure for Measure1.4.  AB

Francis, a drawer (barman) in 1 Henry 1v, is
teased by Prince Harry and Poins, 2.5. AB

Francis, Friar. See Friar Francis.

Francisco. (1) He is a soldier relieved at his post
by Barnardo, Hamlet 1.1. (2) He is a lord
shipwrecked with Alonso on Prospero’s island
in The Tempest. AB

Fratricide Punished. See BESTRAFTE BRUDER-
MORD, DER.

Frederick, Duke. He is the father of Celia and
usurping Duke in As You Like It. AB

Freeman, Thomas (b. c1590), poet. Having
taken his BA at Magdalen College, Oxford, in
1607, Freeman published chiefly epigrammatic
verse. In his sonnet “To Master W. Shakespeare’
(1614), he praises the dramatist’s wit, and implies
that ‘needy new-composers’ borrow as much as

they can from Shakespeare’s plays. PH
freemen’s songs. Sce THREE-MAN SONGS.

Freud, Sigmund (1856-1939), Austrian psy-
choanalyst. Freud’s theories of the human psy-
che, so pervasive in the literature and criticism
of the 20th century, were themselves partly
derived from the evidence provided by myth-
ology, literature, and art, particularly Shake-
speate and Dostoevsky, that most human
mental activity is unconscious, and that the
primary source of psychic energy, even in
childhood, is sexual: “The poets and philo-
sophers before me discovered the unconscious.’
He began reading Shakespeare aged 8, and was
always impressed by his powers of expression
and extraordinary insight into the human mind.
His knowledge of English was good, although
his numerous references and quotations are
mainly from the Schlegel-Tieck German trans-
lation. Commentary upon the plays is widely
dispersed throughout his collected works,
sometimes focused on ‘exceptional’ characters
such as Richard 11 and Lady Macbeth (‘Some
Character-types met with in Psycho-Analytic
Work’, 1915); sometimes on patterns of myth

154



and dream as revealed in plays such as The
Merchant of Venice and King Lear (‘The Theme
of the Three Caskets’, 1913); sometimes on the
disabling neuroses and complexes of parent—
child relationships, as in his comparison of the
characters of Oedipus and Hamlet (The Inter-
pretation of Dreams, 1900, 1914; see also Ernest
Jones, Hamlet and Oedipus, 1949). Late in life,
Freud, always susceptible to the idea of ‘family
romance’ (the discovery of a secret, noble an-
cestry), became convinced by J. T. Looney’s
1920 argument for Edward de Vere, Earl of
*Oxford, as the ‘true’ author of Shakespeare’s
plays. However uncertain his current scientific
status, Freud remains a major force in modern
literature and criticism. ™

Friar Francis officiates at both the weddings of
Much Ado About Nothing, 4.1 and 5.4. AB

Friar John tells Friar Laurence that he has not
delivered his letter to Romeo, Romeo and Juliet
5.2. AB

Friar Laurence. In Romeo and Juliet his at-
tempts to help the young couple ultimately
contribute to the circumstances which cause

their deaths. AB
‘Friar Lodowick’ See VINCENTIO.

Friar Peter aids the schemes of the disguised
Duke Vincentio in Measure for Measure. ~ AB

Friar Thomas. In some editions the friar who
appears in Measure for Measure 1.3 is given this
name. *Johnson first suggested that he is iden-
tical with Friar Peter. AB

Fripp, Edgar Innes (1861-1931), English anti-
quarian and
archives, history, and associations. Products of
his local enthusiasm included Master Richard
Quyny (1924), Shakespeare’s Stratford (1928),
Shakespeare’s Haunts Near Stratford (1929), and
Shakespeare Studies Biographical and Literary
(1930). Shakespeare: Man and Artist (2 vols.,
1938) was published posthumously. ™

cleric, specializing in Stratford

Froissart, Jean (°1333-21400), French historian
and poet who travelled extensively in England.
His Chroniques, a four-volume history of the
Hundred Years War, included a sympathetic
account of the deposition of Richard 1, partly
based on Froissart’s observations at the time.
Translated into English by Lord Berners and
published 15235, the Chroniques was probably
one of Shakespeare’s sources for Richard i1,

JKS

Froth, a foolish gentleman, is arrested with
Pompey by Elbow in Measure for Measure.
AB

Frye, Northrop (1912—91), Canadian academic
and critic, influential, in The Anatomy of Criti-
cism (1957), for confronting the contradictions
of literary criticism with the methodological
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discipline of science. Frye’s invigorating com-
mand of ‘archetypes’ in literature also informs
his best Shakespearian criticism: A Natural
Perspective (1965) and The Myth of Deliverance
(1983). See also Northrop Frye on Shakespeare
(1986). ™

Fukuda, Tsuneari (1912-94), Japanese writer.
Fukuda majored in English at the University of
Tokyo, and in the 1950s emerged as a highly
intelligent playwright. In 1956 he translated and
directed Hamlet, which captivated audiences
with its speed and energy. His translations of
Shakespeare are noted for the attention to the
dynamism of Shakespearian language. K

Fulbrook, a former royal park between
Stratford and Warwick associated in the 18th
century with the legend that in his youth
Shakespeare poached deer. SW

Fuller, Thomas (1608-61), divine. Fuller’s The
History of the Worthies of England (1662) in-
cludes the first printed biographical account of
Shakespeare, who is described as a man of ‘very
little learning’. More colourfully, Fuller im-
agines wit-combats in which Shakespeare was
‘the English man of War’, and Ben Jonson a
slower ‘Spanish great Galleon’. PH

‘Full fathom five’, sung by Ariel in The Tempest
1.2.399; it is one of the very few Shakespeare
songs to have music surviving (by Robert
*Johnson) which is likely to have been used in a
production during his life, even though
Johnson’s setting was not published until 1660
(see WILSON, JoHN). Another 17th-century set-
ting is that by Banister (1675); more recent
composers include Arnold, Honegger, Howells,
Ireland, Martin, Parry, Stravinsky, Sullivan,
Tippett, Vaughan Williams. JB

‘Funeral Elegy, A, a poem of 578 lines pub-
lished independently in 1612 as ‘A Funeral
Elegy: in memory of the late virtuous Master
William Peter of Whipton near Exeter’. The
title page states that itis ‘By W.S.’, and the same
initials appear at the end of the dedication, to
William Peter’s brother John. William Peter, a
Devon gentleman of independent means, was
born in 1582 and educated at Oxford, where he
appears to have lived on and off from 1599 to
1608. He married a Devon woman, daughter of
wealthy parents, in January 1609; they had two
daughters. On 15 January 1612 he was stabbed to
death near Exeter in a dispute over a horse after
a hard day’s drinking. The memorial poem was
registered for publication nineteen days later by
Thomas Thorpe, publisher in 1609 of Shake-
speare’s Sonnets. No bookseller is named on the
title page. Only two copies are known, both in
Oxford.

Written in alternately thyming iambic pen-
tameters interspersed occasionally with coup-
lets, the poem harps insistently on the dead

FURNIVALL, FREDERICK JAMES

man’s virtues in competent but laboured verse
while providing little substantiation of its eu-
logy. It was largely ignored until the appearance
in 1989 of the book Elegy by W.S.: A Study in
Artribution by Donald Foster. Here, Foster
concluded that the author was either William
*Strachey or Shakespeare; in 1996, he came out
firmly in favour of Shakespeare, with support
from a number of fellow American scholars.
The poet writes cryptically of some shame that
he has endured; supporters of Shakespeare’s
authorship have tried to link this with that fact
that Shakespeare’s Sonnets show consciousness
of some ‘vulgar scandal stamped upon my brow’
(Sonnet 112), but the allusions are unspecific. It
is puzzling that although at the time he died
William Peter had been married for three years,
the poet refers to the woman ‘who these nine of
years | Lived fellow to his counsels and his bed’,
raising suspicion that in spite of claims of in-
timacy the two men were not actually well ac-
quainted. Conceivably the poem was written at
the request of the victim’s relatives, perhaps in
the attempt to redeem a reputation sullied by
the manner of his death.

Even those who support the poem’s attribu-
tion to Shakespeare admit that it has little merit.
It bears few if any obvious resemblances to the
way Shakespeare was writing at the end of his
career. Among other obstacles to belief in his
authorship are the poet’s two references to
himself as young: Shakespeare was 47 at the
time of composition. The poem is not printed
in the Oxford edition, but was added in the
Norton and to the revised Riverside and
Bevington editions of 1997. SwW

Foster, Donald, ‘Elegy by W. S.: A Study in At-
tribution (1989)

‘Forum: A Funeral Elegy by W. S, in Leeds
Barroll, (ed.), Shakespeare Studies, vol. xxv

(1997)

Furness, Horace Howard (1833-1912), Ameri-
can scholar and editor. His New Variorum
edition of Shakespeare began in 1871 with
Romeo and Juliet. Furness had published eight-
een volumes of his New Variorum when he died
in 1912, and the work was continued by H. H.
Furness, Jr., J. Q. Adams, and H. E. Rollins.
After 1936 it was issued under the auspices of the
Modern Language Association of America. The
comprehensiveness of the volumes is indisput-
able, although in the nature of things each
passing year produces an exponential growth in
the amount of annotation to be included, in-
evitably slowing down the rate of comple-
tion. ™

furniture. See STAGE FURNITURE.

Furnivall, Frederick James (1825-1910), Eng-
lish literary scholar and editor with a wide range
of interests. Furnivall founded and headed
the New Shakespeare Society (1873—94) in an



FuseLl, HENRY

attempt to organize and modernize what was
then a largely amateur English Shakespeare
scholarship. The Society became embroiled in a
vituperative debate over the propriety of the
verse analysis and theories of disintegration
it propagated in this project and disbanded as a
result. Furnivall founded a number of other lit-
erary societies, was active in Christian Socialism,
and was an early participant in what became the
Oxford English Dictionary project. HG

Fuseli, Henry (1741-1825), English artist of
Swiss origin. Born Johann Heinrich Fussli, the
artist received a broad and scholarly education
on the Continent, aligning himself with the
Anglophile scholar Johann Jacob Breitinger at
an carly stage. While his father and extended
family were well known as accomplished artists,

Fuseli, a self-styled intellectual, became pre-
occupied with the canonical and mythological
literatures of northern Europe—from Shake-
speare to the Nibelungenlied. Two early draw-
ings, executed during Fuseli’s sojourn in Berlin,
depict scenes from King Lear and Macbeth.
Fuseli’s exposure to London’s established artis-
tic community and the visual wealth of the
metropolis from 1764 encouraged him to divert
his energies from philosophy and literature to
painting. The artist’s decision to leave for Rome
in 1770 indicated the seriousness of his artistic
intentions, which were later displayed in his
submissions to Royal Academy exhibitions and
the *Shakespeare Gallery. Boydell’s gallery
offered an opportunity to unite Fuseli’s early
preoccupations with atavistic elements in
northern literature and his artistic talent. Works

such as The Witches in Macbeth (1783, *RSC
Collection and Gallery) and 7#tania and Bottom
(1790, Tate Gallery) display the artist’s aptitude
for mythic narrative and his idiosyncratic ap-
proach to human physiognomy. Fuseli’s treat-
ment of the human figure was heavily criticized
in the popular press, who slandered many of
Fuseli’s exhibits as the works of a madman.
On 20 April 1785, the Morning Post and Daily
Advertiser wrote of Fuseli’s Mandrake, ‘here is
genius run mad, and however strange his
witches, their daughters seem more fashionable
beings’.

The artist ceased to produce paintings for the
Shakespeare Gallery after 1790, considering his
patron Boydell to be keenly pursuing the pro-
ject for lucrative ends. cr
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Henry Fuseli's charactenstically vigorous and idiosyncratic painting of Puck (Robin Goodfellow), engraved by James Parker, 1799. Fuseli shared with his Romantic
contemporaries a passionate interest 1n Shakespeare's depictions of the supernatural.
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Gadshill assists *Oldcastle, *Russell, and *Har-
vey in robbing some travellers, 1 Henry 1v 2.3.
Gads Hill is also the name of the place (to the
west of Rochester) where the robbery takes
place. AB

Gaedertz, Karl Theodor (1855-1912), German
librarian. His 1888 Zur Kenntnis der altenglischen
Biibne (An Introduction to the Early English
Stage) included Johannes de Witt's c1596
drawing of the Swan theatre, together with
Arend van Buchels’s copy of his friend’s
Observationes Londinienses. The original draw-
ing is now in Utrecht. ™

galleries, the wooden structures forming the
auditorium seating around the stage and the
yard (at the open-air playhouses) or around the
stage and the pit (at the indoor hall playhouses),
usually built to provide three levels of seating
stacked vertically. At most of the open-air play-
houses these structures formed the main, vir-
tually circular, body of the venue and had the
typical Tudor ‘overhang’ (each upper level being
larger than the one upon which it rests) seen in
houses of the period. At the indoor playhouses
the galleries were attached to the walls of the
existing hall, but cutting off the corners in order
to make a U shape. GE

galley, a wooden tray with a false botrom, ap-
proximately the size of a printed page, into
which a *compositor would transfer lines of
type after he had set them up in his composing
stick. When the page of text was complete, the
type-block would be tied together with string
and transferred from the galley to a flat table,
the imposing stone, where it would be assem-
bled with other pages for printing, ER

galliard, a more virtuosic type of *cinquepace
with emphasis on male display. Footwork might
include ‘cutting capers’, the equivalent of the
entrechat in ballet; see Twelfth Night 1.3.115—
28. /B

Gallus is sent with Proculeius to Cleopatra,
Antony and Cleopatra 5.1.69, and is part of
Caesar’s train, 5.2 (mute role). AB

Gambon, Sir Michael (b. 1940), Irish actor. In
1962, Gambon began his acting career at the
Gaiety, Dublin. Memorable roles include
Othello for Birmingham Repertory Theatre
(1968), Macbeth for the Forum (1968), Corio-
lanus for Liverpool Playhouse (1969), Benedick
for the National Theatre, Antony in Antony and
Cleopatra, and Lear for the Royal Shakespeare
Company (1982). BR

Gamelyn, Tale of, an anonymous 14th-century
narrative poem which influenced Thomas
Lodge’s Rosalynde, and thus, indirectly, As You
Like I. The argument that Shakespeare drew
upon Gamelyn directly is based on verbal echoes

and minor plot details shared by Gamelyn and
As You Like Itbut not found in Lodge.  JKS

‘Ganymede’ is the name Rosalind takes when
disguised as a boy in As You Like I. AB

Gardener. The Queen and her ladies overhear
the Gardener’s politically inflected conversa-
tion, Richard 11 3.4. AB

Gardiner first appears as Wolsey’s protégé and
Henry's secretary in All Is True (Henry vim).
He becomes Bishop of Winchester and leads the
attack on Cranmer, Act 5. He is based on Ste-
phen Gardiner (c1483-1555), Bishop of Win-
chester 1531. AB

Gardiner, William (1531-97), a wealthy and
corrupt justice of the peace in Southwark. In
1596 Francis Langley, owner of the Swan theatre,
accused him and his stepson William Wayte
(d. 1603) of endangering his life; Wayte, appar-
ently acting as Gardiner’s agent, countered with
similar accusations against Langley and William
Shakespeare. Leslie Hotson (Shakespeare versus
Shallow, 1931) found that Gardiner cheated
Wayte of his inheritance, and proposes that in
The Merry Wives of Windsor, Shakespeare sat-
irizes Gardiner as Shallow and Wayte as Slen-
der. Wayte died of the plague. SW

Gargrave, Sir Thomas. In 1 Henry vi 1.6, Tal-
bot, Sir William Glasdale, Salisbury, and Sir
Thomas Gargrave are looking at the French
defences at the siege of Orléans. Gargrave and
Salisbury are killed by a cannon shot. AB

Garnet, Henry (1555-1606), a Jesuit priest exe-
cuted for involvement with the Gunpowder
Plot. The Porter in Macbeth may refer to
Garnet’s equivocation during the trial, when he
declares ‘Faith, here’s an equivocator’ (2.3.8),
and in ‘Here’s a farmer that hanged himself
(2.3.4), ‘Farmer’ being Garnet’s alias. cS

Garrick, David (1717—79), actor, manager, and
writer, and often credited with ensuring Shake-
speare’s 18th-century survival and reputation.
Born in Hereford, the third of seven children of
Peter Garrick and Arabella Clough, he returned
with his family to Lichfield where his father was
stationed with the dragoons, and where he re-
ceived his early education. He was taught sub-
sequently by *Johnson at Eidal and they set off
for London together in 1737.

His firse play, Lethe; or, Aesop in the Shades,
with a prologue by Johnson, was presented at
Drury Lane in 1740 and the same year he per-
formed at St John’s Gate, the premises of the
Gentleman's Magazine where Johnson worked
and lodged. His early professional appearances
were anonymous but he began to perform
under his own name after his triumphant re-
ception as Richard 111 at *Goodman’s Fields in
October 1741. He became most closely associ-
ated with Drury Lane, playing Hamlet in his
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‘Garrick reciting the Ode at the Jubilee, surrounded by Shakespearean characters, by Robert Edge Pine, engraved by Caroline Watson, 1784. This posthumous
tribute to the 18th century's greatest actor charactenstically identifies him as Shakespeare’s earthly spokesman.



GASCOIGNE, GEORGE

opening 1742 season, and sharing its manage-
ment with Lacy from 1747, and over a long
career his name became synonymous with
Shakespeare.

As an actor, ‘a master both in tragedy and
comedy’ (*Johnson), he was acclaimed as Lear
(1742, coached by *Macklin), as Hamlet (1742
and his own adapration of 1772), and as Mac-
beth, Benedick, Romeo, and
Leontes. While famed for a naturalistic playing
style, his moments of extravagant artifice such as
his start at the apparitions in Richard nr and
Hamlet's hair standing on end as he encounters

Posthumus,

the Ghost were hugely popular moments. He
was frequently painted in role and many of the
finest portraits are now in the possession of the
Garrick Club.

Garrick’s adaptations, usually reduced to the
main plot and presented in three acts, re-
established popular Shakespeare and his ver-
sions of The Taming of the Shrew (Catherine and
Petruchio), The Winters Tale (Florizel and
Perdita), A Midsummer Night’s Dream (The
Fairies), and Romeo and Juliet survived well
beyond his era. He extolled Shakespeare in
many of the prologues and epilogues he wrote
for new productions and new theatres, and his
‘Ode to Shakespeare’ proved the most enduring
feature of his 1769 Stratford *Jubilee and its
subsequent London staging,.

As a manager Garrick reformed stage prac-
tice, banishing the public from the playing and
backstage areas and abolishing the practice of
admitting spectators for half price at the end of
the third act. He introduced new costumes, a
large corps of dancers, and, most innovatively,
employed John Oram as a scene-painter and,
from 1773, used the lighting and mechanical
systems of scenery of Philippe de Loutherbourg.
He promoted new acting talent and, always in
competition with Covent Garden, established
Drury Lane as the premier Shakespeare theatre.

In a letter to William Powell of 1764 Garrick
advised ‘Never let your Shakespear be out of
your hands, or your Pocket—Keep him about
you, as a Charm.” He collected editions (he lent
his quartos to George *Steevens in 1765) and
Shakespeariana, and erected a Temple to
Shakespeare in the grounds of his house at
Hampron. His grand funeral at Westminster
Abbey, with a mourning procession not far re-
moved from his own stage practice, attested to
his achievements, his public popularity, and his
success in making acting, the stage, and
Shakespeare socially acceptable and of national
significance. CMSA

Gascoigne, George (1542—77). At various
times a law student, courtier, farmer, and sol-
dier, Gascoigne was also a highly innovative
poet and dramatst. Whilst fighting in the
Dutch wars, he published A Hundred Sundry
Flowers (1572), a collection of poetry and prose

including one of the earliest English novels, 75¢
Adventures of Master F.J., which tells the story of
an adulterous affair and was condemned as li-
bellous. Gascoigne returned to England in 1574
to a scandal and had to revise the edition, re-
publishing it the following year as The Postes.
He then worked hard to improve his reputa-
tion, publishing many didactic works whilst
finding increasing favour for his poetry. On the
brink of triumph, having just acquired a
wealthy patron, poetic fame, and a position at
court, Gascoigne died. He was a pioneer in
various genres including satire, literary crid-
cism, and drama. Jocasta (1566) is the first re-
corded English translation of a Greek drama.
Another play of the same year, Supposes, a
loose translation of Ariosto’s [ suppositi, is the
first extant prose comedy in English. One of
the ‘supposes’ or confusions of identity that
Gascoigne used in this play formed the basis of
the Bianca sub-plot in The Taming of the
Shrew. JKS

Gastrell, Francis (d. 1772), a vicar (not of
Stratford) who in 1756 bought from Sir John
Clopton the house that had replaced Shake-
speare’s New Place, along with its gardens.
Following altercations with the corporation he
had the house demolished in 1759. Around the
same time he or his wife—in order to vex his
neighbours, according to Dr Johnson—cut
down the *mulberry tree supposed to have been
planted by Shakespeare, to the great profit of
souvenir manufacturers. SW

Gates, Sir Thomas (fl. 1596-1621), Governor of
Virginia, wrecked off Bermuda en route to the
colony in the Sea-Adventure in 1609. Various
accounts of the incident, including William
Strachey’s in Samuel Purchas’s Pilgrims, Rich-
ard Rich’s News from Virginia, and Sylvester
Jourdan’s A Discovery of the Bermudas, are pos-
sible sources for The Tempest. cs

gatherers were the collectors of money from
spectators at the playhouses. This was the only
playhouse occupation open to both men and
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women.

Gaunt, John of. He is Richard’s uncle and
Bolingbroke’s father in Richard 1. Richard uses
his death (2.1), hastened by Bolingbroke’s ban-
ishment (see 1.3.134—7), as an occasion to con-
fiscate his land (2.1.160-3). He is based on the
Duke of Lancaster (1340-99), fourth son of
Edward 111, Bolingbroke’s father by his first wife
Blanche, and an ancestor of the Beaufort-Tudor
line (i.e. Henry vir) by his third wife Catherine

Swynford. AB

Gautier, Théophile (1811—72). One of the most
perspicacious literary critics of his time period,
Théophile Gautier advocated the graphic real-
ism of Shakespearian dramatic expression, all
the while deploring the lack of historical ver-

acity in French adaptations which tended to
border on the ridiculous due to exaggerated
exotic details. More significantly, Gautier was
one of the few critics to understand fully that
the success of French adaptations depended
largely upon textual modifications—purifying
the language, plotting, and characterization—
quintessential elements for creating symmet-
rical works in harmony with the implacable
logic of the French temperament. AC

Gautier, Théophile, ‘Hamlet’ in Histoire de ['art

dramatique (6 vols., 1858—9), vol. iv.

Geijer, Erik Gustaf (1783-1847), Swedish his-
torian and poet. His Macbeth (1813), modelled
on *Schiller’s version, was the first Swedish
translation of a Shakespeare play; it was written
after a stay in England where Geijer saw
*Kemble in Hamlet and *Cooke as Shylock.
I-SE

Geijer, E. G., Impressions of England (1932)

Genest, John (1764-1839), English cleric. His
history of the stage, Some Account of the English
Stage from the Restoration in 1660 to 1830 (10
vols., 1832), provides a basis and source of ref-
erence for all later histories. ™

Geneva Bible. Sce BisLE.

Gentleman, Francis (1728-84), actor, play-
wright, and dramatic critic. Gentleman wrote
The Dramatic Censor; or, Critical Companion
(1770), a series of essays on specific plays, almost
a third of which are devoted to Shakespeare’s
works. He illustrates his commentary with nu-
merous quotations from the plays and refer-
ences to contemporary productions. Gentleman
was also responsible for the introduction and
notes to John *Bell’s acting edition of Shake-
speare. His copious notes stress the plays in
performance and provide a record of the staging
of Shakespeare during the 18th century.
Gentleman is particularly enthusiastic regard-
ing Garrick’s renditions of Shakespeare’s works.

M

Geoffrey of Monmouth (d. 1154), Oxford
canon and historian whose Historia regum
Britanniae (c1137) described Britsh history
from Brut’s founding of the nation to the reign
of King Arthur. The Historia was extremely
popular in the Middle Ages and its influence
extended into the 16th century when it formed
the basis for a number of English histories,
in particular *Holinshed’s Chronicles. Whilst
Shakespeare certainly had recourse to the latter,
he may also have used Geoffrey’s work directly,
in the Latin text since no English translation
existed. A few details in King Lear and Cym-
beline, absent from Holinshed, suggest this.
JKS

George 11 (1738-1820), King of England
(reigned 1760-1820), who remarked in 1785
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(before his madness): “Was there ever such stuff
as great part of Shakespeare? only one must not
say so! But what think you>—Whar? Is there not
sad stuff? What>—What? I know it’s not to be
said! but it’s true. Only it’s Shakespeare, and
nobody dare abuse him’ (in Fanny Burney’s
Letters and Diaries, 1846). ™

Gerald, a schoolmaster in The Two Noble
Kinsmen, teaches country folk a morris dance
which they perform to Theseus and his com-
panions, 3.5. AB

Gerard, John (1545-1612), herbalist, superin-
tendent of Burghley’s gardens. His Herbal; or, A
General History of Plants (1597)—a description
of plants, their localities, medical virtues, and
nomenclature—provides a useful gloss for the
resonances of plant references in Shakespeare’s
plays, including King Lear and Love’s Labour’s
Lost. cs

Germany. Within Shakespeare’s lifetime Eng-
lish players travelling to courts and towns of
Central Europe acquainted German audiences
with professional acting, performed garbled
versions of some Shakespeare plays from their
repertoires, and left a few literary offshoots be-
hind, such as a play by the Duke of Brunswick
derived from Titus Andyonicusand A. Gryphius’
farce Peter Squenz adapted from A Midsummer
Night'’s Dream. But their migrations practically
ended with the Thirty Years War. Shakespeare’s
name remained unknown; an encyclopedia first
mentioned it in 1682 with obvious lack of first-
hand knowledge.

Reliable knowledge came in the 18th century
via France, especially through *Voltaire’s re-
ports from London and French editions of
“Addison’s Spectator. A rationalist culture and a
classicist aesthetic was thus confronted with
Shakespeare’s unruly art. The first German
translation, C. W. von Borck’s Julius Caesar in
alexandrine verse (1741), immediately met with
the authoritative verdict on the play’s disregard
for Aristotelian unities pronounced by J. C.
Gottsched, who, however, also published an
essay by J. E. Schlegel in which criticism of plot
and structure was balanced by an appreciation
of ‘natural’ characterization, long before *Les-
sing, in his Literaturbrief (1759) and later in the
Hamburgische Dramaturgie (1767-8), declared
that Shakespearian drama was indeed compat-
ible with the true spirit of Aristotelian rules and
recommended Shakespeare, and English drama
in general, as a model better suited for German
drama than what the tyranny of French classi-
cism had imposed upon it. Though Lessing’s
views, indebted as they were to English classicist
critics from *Dryden and *Pope to Dr *John-
son, were not so radical as to deserve later
comparisons with the glorious battes in the
Prussian wars with which they coincided, they
did spark off an enthusiasm for Shakespeare
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that resulted in a cult. While C. F. Weisse’s
Richard 11 (1759) and Romeo and Juliet (1768)
were still classicist ‘imitations’, a solid basis for
the cult was provided by C. M. *Wieland’s
translation, mostly in prose, of 22 plays (1762—
6), which, while paying attention to the critical
notes in the Pope—Warburton edition, insisted
on translating Shakespeare’s faults along with
his beauties. Wieland’s interest in the literary
presentation of the marvellous explains his pre-
dilection for The Tempest, of which he arranged
an amateur performance in his home town
Biberach (1761), the first one of a ‘pure’ Shake-
speare play in Germany. His translation was
later revised and completed by J. J. *Eschenburg
(1775-82).

A substantial body of Shakespearian drama
thus being available to German readers, its lit-
erary quality came to be debated with increasing
intensity. While classicist objections never quite
subsided, avant-garde writers extolled Shake-
speare passionately, insisting that the work of an
original genius should not be judged by nor-
mative (not even Aristotelian) rules—a point
developed philosophically by J. G. Hamann
and given resonance by his pupil J. G. Herder,
who, in Blitter von deutscher Art und Kunst
(1773), praised Shakespeare’s art, along with
Ossianic and Nordic popular poetry, as result-
ing from an act of independent creation,
analogous to the divine one. Hence young
dramatists of the ‘Storm and Stress’ movement,
such as H. L. Wagner, F. M. Klinger, R. Lenz,
and the young *Goethe, felt encouraged to cre-
ate unrestrained prose plays the powerful form-
lessness of which outdid Shakespeare in
Shakespeare’s name.

Professional performances of Shakespeare’s
own plays were less daring. F. L. *Schroder,
who in 1776 launched a series of ten produc-
tions in Hamburg, beginning with Hamler,
used his own adaptations of Wieland’s and
Eschenburg’s translations and kept revising
them for subsequent productions, always
avoiding what might be offensive to middle-
class audiences. Domesticating Shakespeare
plays for the stage was, indeed, general theatre
practice. Even J. W. Goethe, for all his lifelong
interest in Shakespeare, came to realize that his
poetry was too vast for the stage, imposed classic
control on his influence, and, as theatre director
in Weimar, reduced Romeo and Juliet to the
essentials required by the plot (1811). In his
novel Wilhelm Meisters Lebrjabre (1795) he
described a process that leads the semi-
autobiographical hero from a subjective reading
of Hamlet to an objectified performance; the
resulting interpretation also fuelled the per-
manent Teutonic preoccupation with this tra-
gedy in political, philosophical, and fictional
contexts. *Schiller’s early plays, too, were in-
debted to Shakespeare; he often referred to him
in his correspondence with Goethe and even-
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tually convinced himself that the ‘naive’ nature
of Shakespearian drama had to be transformed
into a more idealist, ‘sentimentalist’ mode, and
tried to do so in his translation of Macbeth (1801).

Dissenting pleas for unchanged perform-
ances came, around 1800, from the Romantic
school. This followed logically from an appre-
ciation of Shakespeare’s autonomous organic
poetry, whose total effect depends on the
interrelatedness of all its elements, as A. W.
*Schlegel explained in his critical writings. This
enabled him to achieve a metrical translation of
sixteen plays, including all the histories (1797—
1810), which paid sensitive respect to the nu-
ances of form as well as to semantic meaning. It
shared its style with German serious drama of
that period, which adopted blank verse as its
medium, and thus constituted an intense act of
appropriation. After Schlegel abandoned the
project and before it was completed under the
supervision of *Tieck in 1833, the book market
encouraged several rival translators to come
forward; among the earliest were *Voss (dis-
tinguished translator of Homer) and his sons,
whose harsher alternative (1818-29) strove to be
faithful to the otherness and even the obscurities
of the source text, aiming at enriching German
poetic language instead of merely using it.
Other complete translations trying to be either
more spiritual or more popular included those
of J. Meyer (1824-34), ]. W. O. Benda (1825),
and Philip Kaufmann (1830-6), but the
‘Schlegel-Tieck’ one continued to be admired
for its beauty and achieved a privileged status.
Tieck himself assiduously studied Shakespeare’s
texts and their historical background and
ascribed to Shakespeare numerous anonymous
plays, some of which he translated; as a poet he
dealt with Shakespeare’s life and theatre in
several novellas, and exploited the ironic mode
of Shakespearian comedy in his own plays; and
his stage production, in 1842, of A Midsummer
Night’s Dream was unusually close to the ori-
ginal principle of consecutive acting.

The Romantic approach to Shakespeare
came under attack after 1830, when it was
blamed—by *Heine, for instance—for its lack
of a theoretical framework. Scholars came for-
ward to provide it. In the wake of Hegel, *Ulrici
diagnosed the unifying ideas of each play, and
*Gervinus exhibited Shakespeare’s ethical ideals
for Germans to look up to. But their idealist
theorizing and eulogizing itself was challenged
by historical assessments of Elizabethan theatre
conditions (G. Riimelin) and also by quests for
realist drama (H. Hettner). More controversies
followed; the Shakespeare cult was attacked (by
the dramatist C. G. Grabbe as early as 1827) and
defended vigorously by the dramatist’s ad-
mirers. And yet Shakespeare’s impact upon
19th-century German culture was omnipresent,
not only on dramatists such as G. Biichner, H.
Kleist, F. Grillparzer, or F. Hebbel, some of






whom aimed at a kind of symbiosis between
Greek and Shakespearian dramatic form; but
also on visual artists—Boydell’s English prece-
dent encouraged several ‘Shakcspearc Galleries’,
among whose participants were F. A, M.
Retzsch, W. von Kaulbach, L. Richeer, A.
Menzel, and others; on composers of songs and
operas from *Mendelssohn to *Wagner; on
novelists fictionalizing Shakespeare’s life (H.
Kénig, 1839) or exploring Shakespearian themes,
as did J. Eichendorff or A. Stifter.

Shakespeare’s productive reception, later
praised as having shaped the German mind,
subsided after the 1860s, when Germany was on
its way towards national unity. The veneration
was then institutionalized, most ostentatiously
by the foundation in Weimar of the *Deutsche
Shakespeare-Gesellschaft in 1864, whose inten-
tion of popularizing Shakespeare’s work may
have been more ambitious than what was
practicable with learned publications and a
revision of the ‘Schlegel-Tieck’ translation
(1867-71). But performances became frequent
everywhere; newly polished collective transla-
tions were provided by men of the theatre (F.
Dingelstedt, 1867; F. Bodenstedt, 1867-81);
leading actor-managers such as H. Laube or E.
and O. Devrient emphasized the visual effect
made possible by the technical resources of ad-
vanced theatres. The Duke of Meiningen’s
troupe, which travelled all over Europe, became
famous for its historicist designs and choreo-
graphed crowd scenes of Julius Caesar and The
Merchant of Venice. Near the end of the 19th
century, however, such opulence was rejected
by Jocza Savits, who, on his Munich Shake-
speare Stage, like Poel in London, by restoring
Elizabethan acting conditions once again ap-
pealed to his audiences’ active imagination.

By 1900, Shakespeare’s appropriation as the
‘third German classic’ (alongside Goethe and
Schiller), as propagated for half a century,
seemed definitive (if only for another so years),
theoretically buttressed as it came to be by
*Gundolf's cult book Shakespeare und der
deutsche Geist (1911). This permitted ongoing
performances in both the First and the Second
World Wars, when most authors of enemy na-
tions were banned from the stage. Theatre art-
ists revealed fresh aspects—M. Reinhardt, for
instance, who ever since his Berlin production
of A Midsummer Night'’s Dream (1905) had used
techniques of the realist theatre to explore the
realms of the Shakespearian imagination, or L.
Jessner, who experimented with expressionist

By the early 19th century Shakespeare had already
been adopted as an honorary father of German litera-
ture. In ‘The apotheosis of Schiller, c180s5, the spirit of
the writer who had established himself as Germany's
national playwright is eagerly welcomed into Heaven
by the English dramatist he had imitated.
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stylization, especially in his Richard 1r (1920),
and also the emerging *Brecht, whose concept
of a non-Aristotelian epic theatre was to have a
profound influence. Such innovation, includ-
ing modern-dress performance, was, however,
rejected during the Third Reich, when fitting
political and heroical interpretations were im-
posed upon many Shakespeare plays, if only in
theory. Performances remained more or less
traditional until well into the 1950s, supported
by the dominance of the Schlegel-Tieck trans-
lations, which to many appeared unsurpassable
except by God’s special grace. Attempts to re-
place their poetic beauty by a more modern and
more theatre-conscious style were nevertheless
made—by Hans *Rothe, for instance, who
from 1922 used a free, colloquial idiom that
elicited conservative protest and was temporar-
ily banned by the Nazis; or by Richard Flatter’s
efforts to render the theatrical energies of
Shakespeare’s versification. In the later 20th
century, alternative translations were often
commissioned for theatre productions (from,
for instance, Erich Fried or Frank Giinther) or
else shaped in the production process itself.
After the Second World War, claims to a
specifically German Shakespeare collapsed
along with German nationalism. Instead,
Shakespeare’s reception was affected by the
political East—West division of the country, es-
pecially when the 1964 quatercentenary of his
birth was also marked by the ideological
splitting-up of the Deutsche Shakespeare-
Gesellschaft, accompanied by aggressive propa-
ganda on both sides. In East Germany (GDR),
the Socialist Union Party assumed dictatorial
control of theatre politics and decreed that
Shakespeare was to be part of the humanist-
realist cultural heritage and that performances
were to suggest the resolution of historical
conflicts in the socialist present—a principle
whose dramaturgic realization remained a mat-
ter of debate and was increasingly subverted in
practice. But Brecht’s adaptation of Coriolanus,
posthumously produced by his pupils of the
Berliner Ensemble (1964), became an inter-
national event. In West Germany (FRG), a
new generation levelled protest against restora-
tive post-war tendencies, and the theatre
contributed to it by subjecting classics such as
Shakespeare to iconoclastic treatments and
adaptations inspired by the theatre of the
absurd, Artaud’s theatre of cruelty, and again
Brechtian concepts, if not by the decon-
structivist theorizing that was in the air. The
resulting pluralism of Shakespeare productions
did not always go into postmodern extremes, as
did those by Peter *Zadek or Giinter Heyme
that polarized audiences in the 1970s. Even so
Shakespeare never ceased to be the author most
frequently performed in both East and West
Germany, and since 1990 in reunited Germany
as well. Indeed the disappearance of the East

GHOST OF PRINCE EDWARD

German state from history was reflected in two
major productions, one of Hamler in Berlin
directed by Heiner *Miiller which also included
the latter’s Hamletmachine, and one, in Wei-
mar, of A Midsummer Nights Dream by L.
Haussmann. In any case trends of both per-
formance and criticism by now tend more easily
to cross national boundaries. WH
Blinn, Hansjiirgen, Der deutsche Shakespearel
The German Shakespeare (1993)
Hortmann, Wilhelm, Shakespeare on the Ger-
man State: The Twentieth Century (1998)
Stellmacher, Wolfgang (ed.), Auseinander-
setzung mit Shakespeare (2 vols., 1976, 1985)
Williams, Simon, Shakespeare on the German
Stage 1586—1914 (1990)

Gertrude, Queen. Hamlet’s mother, on the
death of her husband King Hamlet, has married
his brother King Claudius, before Hamlet be-
gins. AB

Gervinus, Georg Gottfried (1805—71), German
scholar. His Shakespeare (4 vols., 1849~50),
translated into English as Shakespeare Com-
mentaries (1863), offers a trial table of the order
of Shakespeare’s plays and uses verse-tests to
divide the works into four periods, attempting
to trace the development of Shakespeare’s art as

™

a coherent whole.

Gesta Grayorum, an account of entertain-
ments at Gray’s Inn during Christmas 1594,
including ‘Dancing and Revelling with Gentle-
women; and after such Sports, a Comedy of
Errors (like to Plautus his Menechmus) was
played by the Players’. Shakespeare’s play might
have been written for this indoor performance:
it is suitably short and has a five-act structure
unsuited to the open-air amphitheatres of the
time. GE

Bland, Desmond (ed.), Gesta Grayorum; or, The
History of the High and Mighty Prince Henry
Prince of Purpoole, Anno Domini 1594 (1968)

‘Get you hence, for 1 must go, sung by
Autolycus, Dorcas, and Mopsa in The Winter’s
Tale 4.4.295. A setting attributed to Robert
*Johnson may have been used in the original
production. /B

Ghost of Banquo. See Banquo.
Ghost of Caesar. See Julius Caesar.

Ghost of Hamlet (the late King of Denmark).
He describes his murder and tells his son
Hamlet to take revenge, Hamlet 1.5. AB

Ghost of King Henry vi. He appears to Richard
11 at *Bosworth. AB

Ghost of Posthumus’ mother. See GHosT OF
SiciLius LEONATUS.

Ghost of Prince Edward. He appears to
Richard 11 at *Bosworth. AB



GHOST OF SICILIUS LEONATUS

Ghost of Sicilius Leonatus. The ghosts of
Posthumus’ father Sicilius Leonatus, and his
unnamed mother and brothers, appear to
Posthumus in a dream, Cymbeline s.s. AB

ghosts. A ghost is usually the spirit of a dead
person, but even this may go too far. In Shake-
speare’s day, people preferred to speak of ap-
paritions or spirits, suspending the question of
what kind of entity they faced. Once the Ref-
ormation had abolished Purgatory, orthodox
Protestant theology claimed that since damned
spirits could not return, and blessed ones would
not wish to, then any entity claiming to be a
deceased person was a deceit of the devil.
However, orthodox theology was often ignored
by popular culture. The 16th and 17th centuries
did see a number of poltergeist stories; polter-
geists could be the spirits of the dead, or could
be devils or intrusive witches whose spirits could
walk abroad separately from their bodies. On
the other hand, revenants accepted as genuinely
the spirits of the dead also appeared. After the
battle of Edgehill in 1642, for instance, the
battle site was said to be haunted by the Royalist
army, led by their deceased standard-bearer.
Generally, such ghosts shared with the ghosts of
the stage a purpose of amending some fault or
rectifying an incomplete life. They confessed to
unsolved crimes, or drew attention to buried
treasure, or insisted that overdue loans be re-
paid, or called on the living for vengeance.
Sometimes, again as on the stage, they were
general warnings of disturbed times to come.
Ghosts in the theatre in any case owed less to
such notions than to the conventions of Roman
tragedy and comedy; both *Seneca and *Plautus
use ghosts as dramatic devices, to reveal hidden
aspects of the plot, or to set revenge in motion.
Shakespeare’s early and highly Senecan Richard
11 is accordingly thick with ghosts; Richard is
ambushed by an entire legion of them at the
end, and there are many references to them in
the history plays. See among others 2 Henry 1v
2.3.39; 1 Henry v1 1152, 4.7.87, 5.2.16—a typ-
ical Senecan appearance by the ghost of Talbot;
The First Part of the Contention (2 Henry vi),
3.2.160, 230, 372; King Jobn 3.3.84; Richard 11
3.2.158; and Henry v 4.0.28, where the Chorus
imagines Henry’s army as already a ghost army,
like that at Edgehill. Any murdered person in
the Shakespearian ewuwvre is likely to make a
ghostly appearance, if not on stage then at
least in the minds of one or more surviving
characters; Tybalt, for example (Romeo and Ju-
lier 4.3.55). This of course anticipates the three
great stage appearances by ghosts in the
Shakespearian canon: Julius Caesar, Banquo,
and the elder Hamlet, all of whom appear for
reasons which harmonize both with classical
tradition and with popular culture; they are
murder victims, and they come to punish those
who have wronged them. Although Hamlet, in

particular, canvasses questions of belief in a
thoroughly intellectual fashion, these are never
really resolved; the Ghost’s authenticity remains
open to question until the end, though (pace a
famous essay by G. Wilson *Knight) no one
ever suggests he is a demon, as Protestants
might have hoped. Rather, the question seems
to be whether the Ghost should have the power
to drive the plot and turn the play into the kind
of Senecan bloodbath in which a ghost might
feel at home. Whether the dead should have
authority over the living is one of the central
questions of both tragedy and ghost stories,
which is just one reason why it seems natural to
think of them together. Dp

Felton, D., Haunted Greece and Rome: Ghost
Stories from Classical Antiquity (1999)

Lavater, Ludwig, De spectris, lemuribus et magnis
arque insolitis fragoribus (1570), trans. Of
Ghostes and Spirits Walking by Night (1572)

Thomas, Keith, Religion and the Decline of Magic
(1971)

ghosts of Posthumus’ brothers. See GHost
or SiciLius LEONATUS.

Giacomo  (lachimo; Jachimo) deceives
Posthumus into thinking Innogen has been
unfaithful with him in Cymbeline. AB

Gide, André (1869-1951), French writer. Under
the pen of André Gide translations of Shake-
speare began to burgeon with the original ro-
bust force and provocative flavour particular to
Elizabethan dramatic expression. His transla-
tion of Hamlet marked an unprecedented mo-
ment in the history of French interpretations of
the English bard. In dispensing with alexan-
drines, Gide succeeded in restoring the original
mixture of prose and blank verse to plays de-
prived of the unconventional literary language
which had been the hallmark of Shakespearian
art. In so doing, Gide put an end to the vogue
for French neoclassicism whose aftermath had
extended over into the 19th century. AC

Shakespeare, W., Euvres completes: Hamler,
trans. André Gide (1959)

Gielgud, Sir John (1904—2000), British actor
and director of great fame. In a career of 75 years
he appeared in countless productions inter-
nationally in theatre, film, radio, and television,
and was deluged with awards and honours, in-
cluding a knighthood in 1953. Along with
Laurence *Olivier, Gielgud became synonym-
ous with high standards and conscientiousness
in acting. His remarkable voice, which he put to
powerful effect in Shakespeare, was nonetheless
a point of controversy because he often used it
with rhetorical flourishes that recalled earlier
models of elocution. Olivier complained that
Gielgud was vocally out of touch with the
modern age; Gielgud later recognized the just-
ice of this view, yet well into the 1950s and 1960s
could be heard singing Shakespeare’s lines on

stage, particularly in platform recitals like The
Ages of Man (1958). The grand-nephew of Ellen
*Terry, Gielgud’s Shakespearian fame began at
the Old Vic in 1929 with three characteristic
roles: Antonio in The Merchant of Venice,
Richard 11, and Oberon. In the 1930s, while
becoming a matinée idol in other work and
appearing in many films, he also appeared in
numerous Shakespeare plays. Hamlet and
Prospero were preferred parts—he played
Hamlet over 500 times—and he invested both
with great intelligence and a sense of melan-
choly. The rivalry with Olivier reached a high
point in 1935 in Gielgud’s own production of
Romeo and Juliet, designed by *Motley and with
Peggy *Ashcroft and Edith *Evans. Gielgud
played Mercutio to Olivier’s Romeo, then after
six weeks the two switched roles, highlighting
their contrasting vocal styles. Gielgud first
played Lear when he was only 26, and in 1940
was directed in the role for a short period by his
idol Granville *Barker, who had come out of
retirement for the occasion. Gielgud first ap-
peared at Stratford in 1950, as Angelo in a
memorable production of Measure for Measure
by Peter *Brook, and the next year was Leontes
in Brook’s imagistic version of The Winter’s
Tale in London. As he grew older he main-
tained a vigorous presence on stage and film,
often playing bitter old men in contemporary
plays like Edward *Bond’s Bingo (1974, where
the role was that of William Shakespeare) or
Harold Pinter’'s No Man’s Land (1975), and
directing a number of productions himself.
Though he took fewer Shakespeare parts, he
was seen to great effect at the National Theatre
as Prospero (1974) and Caesar (1977). He
seemed to have said his farewell to Shakespeare
as the lead in Peter Greenaway’s film Prospero’s
Books (1991), but recorded a radio Lear for the
BBC three years later. On his goth birthday in
1994 the Globe theatre in Shaftesbury Avenue
was renamed for him. His six books of memoirs
(e.g. Stage Directions, 1963; An Actor and bis
Time, 1979; Notes from the Gods, 1994) are most
readable and useful. DK

Mortley, Sheridan, The Authorised Biography of

John Gielgud (2001)
Tanitch, Robert, Gielgud (1988)

Gilburne, Samuel (fl. c1594—21620), actor
(King’s Men 1605). Gilburne is named in the
actor list in the 1623 Folio. He was apprenticed
to Augustine Phillips, whose will left him ‘the
sum of 40 shillings and my mouse coloured vel-
vet hose and a white taffeta doublet suit, my
purple cloak, sword, and dagger, and my bass
viol’. GE
Gildon, Charles (1665-1724), critic, editor, and
playwright. Gildon wrote numerous essays on
literature, including an effective response to
Thomas Rymer’s attack on Othello and a con-
tinuation of Gerard *Langbaine’s catalogue of
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English drama. He also wrote an operatic
adaptation of Measure for Measure (1700). After
the publication of Rowe’s edition of Shake-
speare, disreputable publisher Thomas Curll
brought out a so-called volume vii of the Works
containing Shakespeare’s poems as well as two
critical essays by Gildon, one a history of the
stage and the second, ‘Remarks on the Plays of
Shakespeare’, the first extensive discussion of

Shakespeare’s works. JM

Giovanni (Fiorentino), Ser (14th century),
[calian writer, author of a collection of prose
cales called 7/ pecorone (The Dunce), published
in 1558. This collection seems to have been read
by Shakespeare in the Italian as it was not
published in English until 1632. The main plot
of The Merchant of Venice and details of The
Merry Wives of Windsor have been attributed to
JKS

Girlhood of Shakespeare’s Heroines. Scc
CLARKE, MarYy COWDEN.

this source.

Giulio Romano. The supposed statue of Her-
mione in The Winter’s Taleis said to be his work
(5.2.96). Giulio (or Julio) Romano (1492~1546)
was a painter, architect, and student of Raphael:
see also ART. AB

Glamis, Thane of. This is one of Macbeth’s
AB

Glasdale (Gladesdale; Glansdale), Sir Wil-
liam. See GARGRAVE, SIR THOMAS.

titles.

Glasgow Citizens’ Theatre. Founded in 1943
by James Bridie, in a Victorian theatre, now
splendidly refurbished, in the working-class area
of the Gorbals, it has since 1969 staged at
popular prices visually stunning, audacious
productions (including Shakespeare and the
Jacobeans), often featuring cross-dressing and
nudity. MJ
Coveney, Michael, The Citz (1990)

Glendower, Owen. See GLYNDWR, OWAIN.

Glingannati, anonymous play, one of three
Italian plays on the theme of mistaken identity
(the others written by Niccolo Secchi and
Curzio Gonzaga), all called Gi’'inganni (Decests).
Of these, Glingannarn was the most popular.
First published in 1537, it had run into eight
editions by 1585 and had been translated into
French several times. In 1595 1t was performed in
Latin at Cambridge University. There is no
evidence that Shakespeare knew it. However, in
1602 John *Manningham noted a similarity
between Twelfth Nightand an Iralian play called
Inganni. Of these three plays, Glingannat is the
closest to Shakespeare’s comedy. JKS

Globe Centre. See GLOBE THEATRE RECON-
STRUCTIONS.

Globe Shakespeare (1864). Prepared by Wil-
liam George Clark and William Aldis Wright as
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The definitive romantic Hamlet for the 20th century” John Gielgud as Hamlet, New Theatre, 1934.

a spin-off from their *Cambridge Shakespeare,
this one-volume edition of the Works became
for along time a standard compact Shakespeare,
offering a plain text of all the works, with a
glossary at the end of the volume. Although it
retained such features as the traditional scene
locations added in the 19th century, e.g. ‘An-
other part of the island’ (Tempest 2.1), it was
textually advanced for its time, and continued
to be used long after it began to seem outdated,
largely because the revised Globe edition of 1891
supplied act, scene, and line references to the
works for *Bartlett’s Concordance. RAF

Globe theatre. The primary playing space of
the Chamberlain-King’s Men between 1599 and
1608, and thereafter their summer venue alter-

nating with the indoors Blackfriars playhouse in
winter. The Globe was located in the *Bankside
district of south London, famous for its animal-
baiting rings and brothels, and near to the *Rose
theatre operated by Philip *Henslowe. Built
from the recycled timbers of the company’s
previous home, the Theatre, the Globe was an
open-air, virtually circular, amphitheatre with a
diameter of between 80 and 100 feet (2430 m)
and a thatched roof. Although associated with
several of Shakespeare’s most famous plays
which received their first performance in it, the
Globe was built because James *Burbage’s in-
tended new home for the company, the indoors
Blackfriars playhouse, was prevented from
opening in 1596 by the objection of local resi-
dents. Despite its inauspicious beginning, the



GLOBE THEATRE RECONSTRUCTIONS

Globe’s long-term economic success is attested
by the decision to rebuild it ‘far fairer’ than
before after it burnt down during a performance
of Shakespeare’s All Is True (Henry vii) on 29
June 1613. The appearance of this second Globe
is recorded in Wenzel *Hollar’s Long View of
London (1641), the preliminary sketch for
which, supplemented by information obtained
during the archacological excavations of 1989—
90, was used as the basis of the modern replica
of the first Globe which was officially opened on
Bankside in 1999 (see GLOBE THEATRE RE-
CONSTRUCTIONS).

The Globe was owned and operated by a
syndicate of the leading players in the *Cham-
berlain’s Men. Hitherto playhouses were owned
by entrepreneurs working singly or in pairs to
build and maintain venues hired out to acting
companies for a share of the takings, usually the
money collected in the galleries, with the in-
come from standing spectators going to the
actors. Expenditure on the abortive Blackfriars
project left James Burbage without sufficient
capital to provide a replacement for the Theatre
but by forming a syndicate and by taking the
Theatre’s timbers with them, the Chamber-
lain’s Men were able to finance the Globe. Thus
leading members of the acting troupe, such as
Shakespeare, were also shareholders (‘house-
keepers’) in their own theatre. Thisarrangement
proved to be particularly stable and the same
procedure was followed when, in 1608, the
Blackfriars project was resumed.

Because the Globe’s timbers were merely
those of the *Theatre reassembled on a new site,
and because it is unlikely that the old joints in
the wood were sawn off and remade, the new
building must have been the same size and
shape as its predecessor. The Theatre’s name was
intended to evoke the Roman amphitheatres
whose circular shape it emulated, and the
Globe’s name extended this association to assert
the microcosmic correspondence of the world
of drama and the world of everyday life. This
correspondence was made explicit in a number
of Shakespeare’s plays written for the Globe,
for example in Jaques’ comment that ‘All the
world’s a stage’ (As You Like It 2.7.139) and in
Hamlet’s polysemic reference to ‘this distracted
globe’ (Hamlet 1.5.97), meaning his head, the
theatre, and the world. There is, however, little
evidence to support the frequently repeated
claim that the Globe’s identifying flag repre-
sented Hercules supporting the earth and
nothing at all to suggest that its motto was
“Totus Mundus Agit Histrionum’ (the ‘whole
world moves the actor’, but often mistranslated
as ‘all the world’s a stage’).

The second Globe, recorded by Hollar, was
built on the foundations of the first and so
presumably it was the same size and shape. If so,
the original groundplan of the Theatre, built in
1576, survived in this form until the closing of

the playhouses in 1642. Hollar’s sketch of the
second Globe was made with an accurate op-
tical instrument, but estimates of the Globe’s
size derived from this sketch are undermined
by his muldple sketching lines and by detail
hidden behind obstacles. Even if the modern
replica is as much as 10% too large the increase
in average human body size over the last 400
years renders the replica about as relatively
roomy to us as the original was to its users.
Contemporary accounts record audiences as
numerous as 3,000, about 1% of the London
population. With its stage extending into the
middle of the yard, the Globe allowed an
actor to stand almost at the centre of a
densely packed cylinder of spectators, although
experiments in the replica do not conclusively
show that this central spot is the ideal place to
deliver the most powerful lines of Shakespeare’s
plays.

Twenty-nine plays of the period, fifteen of
them by Shakespeare, seem to have had their
first performance at the first Globe. None calls
for a character to ‘fly’ and so it is unlikely that
the Globe had a flight machine when first buil.
Shakespeare’s first use of flight was in Cymbeline
(written 1608) and around this time staging
practices at the Globe were brought into line
with practices at the Blackfriars, so presumably
a flight machine was then added to the Globe.
Dramatic use of below-stage space is evinced by
the stage direction ‘ghost cries from under the
stage’ (1.5.157) in the second quarto of Shake-
speare’s Hamlet and by music from ‘under the
stage’ (4.3.10) in Shakespeare’s Antony and
Cleoparra, but extensive exploitation of the
‘hell’ (as it was called) would have been limited
by the marshiness of the land on which the
Globe was built. GE

Gurr, Andrew, and Orrell, John, Rebuilding
Shakespeare’s Globe (1989)

Globe Theatre reconstructions. Built from
the transplanted timbers of the *Theatre, and
rebuilt after the fire of 1613, the Globe theatre
was in some sense always a reconstruction.
Modern attempts to produce a working replica
of the original Globe, however, date only from
1900, when William *Poel petitioned the Lon-
don County Council for a site on which to
build a replica, but was denied. The desire to
have Shakespeare’s plays performed in a mu-
seum approximating to their first home has
since then been particularly associated with the
*United States. John Cranford Adams designed
a replica for the 1933—4 Chicago World’s Fair,
and although Adams’s design was discredited by
scholars in 1948, it was not until 1971, at the 1st
World Shakespeare Congress, that Shakespear-
ian scholars arrived at another feasible design.
Several modern reconstructions have since been
attempted around the world, notably in San
Diego (California), Tokyo, and Prague.

In 1924, W. W. Braines determined the
Globe’s original location, in what had by then
become a rather Dickensian district of derelict
warehouses, but it was not until 1970 that a
formal campaign was initiated to build a replica
of the theatre as close as possible to this site. In
that year the American actor Sam Wanamaker
(1919—93) formed the Globe Playhouse Trust,
using much of his own capital to buy Bankside
properties. In the planning and design process,
Wanamaker worked closely with the stage his-
torian Glynne Wickham, the then director of
the *Shakespeare Institute, Terence Spencer,
and designer Richard Southern. The four men
decided to reconstruct the original 1599 Globe
for which Shakespeare wrote the majority of his
plays, rather than the rebuilt 1614 Globe about
which more was known.

In April 1972, Wanamaker tried to spark
interest in the reconstruction by organizing a
Shakespeare’s  birthday celebration featuring
lectures by academics such as Nevill Coghill and
Jan *Kott and a reading by John *Gielgud. That
summer he produced Keith Michell’s Hamler.
During the summer of 1973, he produced the
Tony Richardson-directed Antony and Clegpatra
starring Julian Glover and Vanessa *Redgrave.
In 1975, a temporary metal structure was erected
to produce the Oxford University Dramatic
Society’s Pericles and Charles *Marowitz’s
Hamlet. Unfortunately, all three seasons were
financial failures.

In the 1980s, the reconstruction project
picked up steam, with theatre historians An-
drew Gurr and John Orrell and designer Theo
Crosby becoming major driving forces in
planning the reconstruction. In 1982, the Inter-
national Shakespeare Globe Centre Trust was
founded to co-ordinate fund-raising for the
project, and Gurr and Orrell were instrumental
in determining the final 100-foot (3-m) diam-
eter and 300-foot (9o-m) circumference for the
new building. Crosby found a location in
Southwark where the three-storey reconstruc-
tion (33 feet (10 m) to the eaves, 45 feet (14 m)
overall) would not be dwarfed by its surround-
ings. Much of this decade was spent contro-
versially negotiating possession of this site
against those who wanted to use it for council
houses: even some Shakespearian scholars, sus-
picious of what they saw as a bid to displace
local people in the interests of the transatlantic
‘heritage industry’, sided against Wanamaker’s
project. Crosby also resolved that the Globe
should be reconstructed using only materials
and technologies available to original contractor
Peter *Street. During the actual reconstruction,
architect John Greenfield and master carpen-
ter Peter McCurdy followed this resolution
devoutly. However, certain exceptions were
made to accommodate both modern safety re-
gulations (such as the need to fireproof the
thatching, install a sprinkler system, and include
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well-marked exits) and contemporary theatrical
demands (such as floodlights to enable evening
performances).

In 1989, construction workers demolishing
an office building accidentally uncovered the
foundations of the *Rose theatre. Encouraged
by the find, archaeologists excavated part of the
site of the original Globes. They uncovered the
foundations of a turret stairwell attached to a
section of outer wall and a section of the interior
gallery wall. Unfortunately, the location of
subsequent buildings limited further investiga-
tion to sonar. The excavation proved that the
Globe had 20 (not 24) sides and provided valu-
able information about the original bays. In
1992, trial bays were constructed. By 1993,
shortly before Wanamaker’s death, a rough
stage was ready for the Bremer Shakespeare
Company’s German production of a (translated
and cut) The Merry Wives of Windsor. By 1995,
newly named artistic director Mark Rylance was
ready to assay a workshop season in the nearly
complete Globe, and the theatre opened for a
‘preview’ season in 1996 with The Two Gentle-
men of Verona. ‘Shakespeare’s Globe’, as it is
known, built into a complex called the Inter-
national Shakespeare’s Globe Centre (including
an exhibition space, conference facilities, res-
taurants, and a reconstruction of Inigo *Jones’s
indoor Cockpit-at-Court theatre), officially
opened in 1997 with Richard Olivier’s produc-
tion of Henry v, with Rylance in the title role.
To date its acting company has performed only
in the summer months (to large, multinational
audiences largely composed of people who
rarely attend other theatrical events), although a
permanent year-round repertory using the Inigo
Jones theatre during the winter is envisaged. In
general its productions have been warmly en-
joyed by the audiences they have attracted, but
have not pleased critics.

In 1999, several practical structural changes
were made, including reducing the bases of the
two central pillars and extending the balcony to
allow more room for musicians and provide a
better playing space. A side effect of this change
was that the discovery area was enlarged, mak-
ing it visible to the entire audience. BR

Day, Barry, This Wooden ‘O’: Shakespeare’s Globe
Reborn (1996)
Mulryne, J. R., Shakespeares Globe Rebuilt

(1997)
Orrell, John, The Quest for Shakespeare’s Globe

(1983)
Shakespeare Survey, s2 (‘Shakespeare and the
Globe’) (1999)

Gloucester, Duchess of. (1) Dame Eleanor
Cobham (d. 1454) practises sorcery against King
Henry, The First Part of the Contention (2 Henry
vi). (2) Eleanor de Bohun (d. 1399) appeals to
Gaunt to avenge her husband’s murder in
Richard 1 1.2. AB
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Gloucester, Duke of. (1) Humphrey (1391—
1447) was the youngest son of Henry 1v. In 2
Henry 1v he appears in 4.3 and 5.2. He aids his
brother’s campaign in France in Henry v. In 1
Henry v1, now Lord Protector, he quarrels with
the Bishop of Winchester (later called Cardinal
Beaufort). Still Protector in The First Part of the
Contention (2 Henry vi) he falls after the disgrace
of his wife, the Duchess of Gloucester, and is
found murdered, 3.2. (2) Richard (1452-85)
was the fourth son of the Richard, Duke of
York, of the Henry v1 plays. For his role in The
First Part of the Contention (before he is made
Duke of Gloucester) see RICHARD, CROOKBACK.
Also see RicHaRD DUKE OF YORK (3 HENRY V1)
and RicHARD 111. AB

Gloucester, Earl of. Drawn in part from the
Prince of Paphlagonia in *Sidney’s Arcadia, his
fate echoes that of Lear in King Lear. AB

Gloucestershire, an English county men-
tioned twice by *Slender in The Merry Wives of
Windsor 3.4.42—3 and s.5.177. In Richard 1
*Northumberland finds himself in the ‘high
wild hills and rough uneven ways’ of Glouces-
tershire, 2.3.2—5 (see also 5.6.3). In 2 Henry 1v
Falstaff’s reference to it at 4.2.79 indicates that
it is the home of Shallow and Silence in 5.1 and
5.3, and therefore also the scene of Falstaff’s
recruiting, 3.2. See also 1 Henry 1v 1.3.241 and
3.2.176. AB

Glyndwr, Owain. He defeats and captures
Mortimer (described 1 Henry 1v 1.3.92-111).
Mortimer marries Glyndwr’s daughter and
GlyndWwr joins him in supporting *Hotspur’s
rebellion, though neither is present at *Shrews-
bury (Act 5). Glyndwr’s death is announced 2
Henry 1v 3.1.98. He is based on Owain ap
Gruffydd (c1359—c1416), Lord of Glyndwr
(Glendower). AB

Gobbo, Lancelot’s father, gives Bassanio a ‘dish
of doves’ he had originally intended for Shy-
lock, The Merchant of Venice 2.2.129. AB

Gobbo, Lancelot. See LaNcELOT.

Godfrey, Derek (1924-83), British actor. With
his fine voice and often sardonic appearance, he
was a loyal company actor who revealed an in-
tuitive grasp of the dark characters in Jacobean
plays by Ford, Marston, and Webster. At the
Old Vic from 1956 his Shakespearian parts in-
cluded Tachimo and Enobarbus and at Stratford
from 1960 Orsino, Hector, Petruchio, and
Malvolio. Mj

‘god of love that sits above, The'. Fragment
of a mid-16th-century ballad sung by
Benedick in Much Ado About Nothing s.2.25;
the tune exists under various titles, including

‘Turkeyloney’. /B

Goethe, Johann Wolfgang von (1749-1832),
major German poet. Goethe’s early attraction

GOODMAN'S FIELDS THEATRE

to Shakespeare, stimulated by *Dodd’s Beauties,
Wieland’s translations, and Herder’s enthusi-
asm, influenced his historical prose tragedy
Gtz von Berlichingen (1773). In his novel Wil-
helm Meisters Lebrjabre (1795) the semi-
autobiographical protagonist is involved in a
production of Hamlet. As theatre director in
Weimar (1791-1817), Goethe staged some
Shakespeare plays himself, including King John
(r791), Hamlet (1795), King Lear (1796), and a
reduced Romeo and Juliet (1811). His own later
tragedies are subjected to classic control, while
he continued to value Shakespeare’s place in the
history of poetry rather than of theatre, as his
essay Shakespeare und kein Ende! (Shakespeare
and No End!, 1815) reveals. WH

Golding, Arthur. See Ovip; sOURCEs.

Gollancz, Sir Israel (1864-1930), English aca-
demic, British Academy secretary (1903). He
edited the Temple Shakespeare (40 vols., 1894—6)
and, for the tercentenary of Shakespeare’s death,
The Book of Homage to Shakespeare (1916). He
founded the Shakespeare Association, arranging
lectures and meetings and publishing books and
monographs, including a series of quarto fac-

™

similes.

Goneril is Lear’s eldest daughter and wife to
Albany in The Tragedy of King Lear (spelled
‘Gonoril’ in The History of King Lear). Her
marriage fails and her sister Regan becomes her

rival for the love of Edmond/Edmund. AB

Gonzaga, Curzio, Italian author of Glinganni,
published in 1592, one of three plays of that title
which may have influenced Shakespeare’s
Twelfth Night. Its relationship to the latter is
slight. The strongest link is the fact that in
Gonzaga’s play the disguised woman calls her-

self Cesare. JKS
‘Gonzago’. See PLAYERS.

Gonzalo, one of Alonso’s attendants, is ship-
wrecked with him on Prospero’s island in The
Tempest. AB

Goodbody, Buzz (Mary Ann) (1947—75), Brit-
ish director. Goodbody joined the RSC from
the feminist Women’s Street Theatre in 1967,
and in 1974 became artistic director of The
Other Place. Her radical, populist productions
included a notable King John (1970), a minim-
alist King Lear (1974), and a challenging Hamlet
(1975): her suicide just before its press night cut
MD
Callaghan, Dympna, ‘Buzz Goodbody: Direct-
ing for Change’, in Jean Marsden (ed.), The
Appropriation of Shakespeare (1991)

short a brilliant career.

Goodfellow, Robin. See RosiN GooDFELLOW.

Goodman'’s Fields theatre, the second theatre
on a site near the Tower of London, was opened



GORING, MARIUS

by Thomas Odell c1730. First managed and
later owned by Henry Giffard, who rebuilt it, it
was the venue for *Garrick’s first public but
anonymous appearance as Harlequin in 1741.

CMSA

Goring, Marius (1912-98), British actor. Stylish
and intellectual, he was as much at home acting
in French and German as in English. He toured
Europe with the Compagnie des Quinze. At the
Old Vic in 1940 he co-directed John Gielgud
in The Tempest and played Ariel. At Stratford-
upon-Avon he played Richard 111 and Octavius
Caesar in 1953, returning in 1962 as a self-

flagellating Angelo. MJ

Gosson, Henry. See PRINTING AND PUBLISH-
ING.

Gosson, Stephen (1554-1624), playwright and
anti-theatrical polemicist. His three assaults on
the immorality of the stage, The School of Abuse
(1579), An Apology of the School of Abuse (1579),
and Plays Confuted in Five Actions (1582), were
the most intelligent and widely imitated texts of
the Elizabethan anti-theatrical lobby. RM

Gothic literature, fiction driven by the ma-
cabre, fantastic, or supernatural, in exotic set-
tings of castles, ruins, subterranean caverns, and
wild landscapes. The first Gothic novel, Horace
Walpole’s The Castle of Otranto (1765), was
programmatically Shakespearian. Walpole bor-
rowed the plot of guilt and remorse laced with
supernatural terror from Macbeth and Hamlet,
supplied comic servants for ironic contrast, set
his action in a 16th-century Italy full of danger
and sexual intrigue derived from the problem
plays, took the romance of the lost heir from the
last plays, and saturated his text with Shake-
spearian tags and epigraphs. His successors,
Ann Radcliffe, Matthew *Lewis, and Charles
Maturin, would elaborate these strategies;
*Byron and *Scott would send them up; and the
interview between Hamlet and his father’s ghost
would remain an important model throughout
the 19th century. It continues to haunt the
Gothic novel’s surviving descendant, detective
*fiction. N/W

Gough, Matthew. Sce ScaLes, Lorp.

Gough, Robert (d. 1624), actor (King’s Men by
1611 t0 1624), brother-in-law of Augustine
Phillips. Gough was probably the ‘R. Go’
named in the plot of 2 Seven Deadly Sins (per-
formed before 1594, possibly by Strange’s Men)
and his being called ‘Mr’ Gough in a stage
direction in The Second Maiden’s Tragedy (first
performed 1611) suggests that he was by then a
King’s Men sharer. Gough played Peregrine in
Jonson's Volpone and is named in the 1619
King’'s Men patent and in the 1623 Folio list of
actors. GE

Gounod, Charles Francois. See FRANCE;
OPERA.

Governor of Harfleur. He surrenders Harfleur
to King Harry, Henry v 3.3.127-33. AB

Gower. (1) He is a messenger in 2 Henry Iv2.1.
(2) Based on the poet John *Gower, he acts as a
Chorus, summarizing and commenting on the
action and bridging the years in Pericles. He
speaks mainly in the octosyllabic couplets of the
Confessio amantis (a source of Pericles). AB

Gower, Captain. He is an English caprain,
friendly with Fluellen, in Henry v. AB

Gower, John (c.1325-1408), English poet and
contemporary of Chaucer. Gower published a
number of allegorical and didactic works on
moral and social issues including Speculum
meditantis (c.1378), Vox clamantis (c.1382) and
most famously Confessio amantis, published in
English in 1390 and 1393. The latter, a collection
of tales illustrating the seven deadly sins, was
popular in 16th- and 17th-century England. The
Comedy of Errors, A Midsummer Night's Dream,
and The Merchant of Venice may all have drawn
upon it. In particular, Gower’s retelling of the
story of Apollonius of Tyre inspired a number
of plays and prose works on this theme.
Shakespeare’s Pericles certainly draws upon it to
the extent that a number of passages of the play
appear to be paraphrases of the Confessio.
Moreover, Shakespeare explicitly acknowledged
his debt by writing Gower into the play as the
Chorus who presents the drama, describes the
gaps in time across which it moves, and offers,
in the Epilogue at least, a moral perspective on
the action. Gower would have been recogniz-
able to the audience not only because he named
himself and was associated with the Apollonius
story, but because he spoke in the octosyllabic

verse of the Confessio. JKS

Gower memorial, Stratford-upon-Avon, com-
pleted in 1888 by Lord Ronald Gower. The
memorial is comprised of a seated figure of
Shakespeare, surmounting a plinth shrouded
with laurels. The monument’s base is embel-
lished with statues of Lady Macbeth, Hamlet,
Falstaff, and Hal. CT

Gowrie conspiracy, an alleged plot in 1600,
against King *James vi1 of Scotland, resulting in
the deaths of John Ruthven, Earl of Gowrie,
and his brother Alexander, Master of Gowrie,
and the abolition of the name of Ruthven.

John and Alexander Ruthven were two of the
sons of William, 1st Earl of Gowrie, executed in
1584 for plotting with other ultra-Protestant
lords. William had impoverished himself in the
service of the Crown whilst Treasurer of Scot-
land, leaving a debt of more than £80,000
which King James owed to his son John, when
he was restored to his dignities in 1592. The
non-payment of this debt was a source of dis-
content to the Earl.

In August 1600, King James, hunting at
Falkland, was allegedly lured to Gowrie’s house
in Perth by an urgent message brought by
Alexander, Master of Gowrie. After dinner, the
Master and the King retired upstairs, where a
quarrel broke out and the King, later claiming
an attempt on his life, called for help from a
window. In the mélée both the Earl and his
brother were slain. James claimed that he had
foiled a plot to abduct or kill him, but sup-
porters of the Ruthvens suggest that it was in
fact a scheme by James to rid himself of an in-
convenient debtor and a family he distrusted.
The true story will probably never be known.
Theories put forward include an assault on the
virtue of the Master by the King and revenge
against a fancied lover of Queen *Anne.

A play based on these events was twice per-
formed in 1604 by the King’s Players but may
have been subsequently banned because, as John
Chamberlain suggested in a letter of 18 Decem-
ber that year, it was ‘unfit that Princes should be
played on the Stage in their Lifetime’.

MM

Chambers, E. K., William Shakespeare: A Study

of Facts and Problems (1930)
Kay, Dennis, Shakespeare: His Life, Work and
Era (1992)

Grafton, Richard (c.1513-1572), printer of two
early bibles in English and responsible for
editing and publishing Edward Halle’s Union of
the Two Noble and lllustrious Families of Lan-
caster and York in 1548. Grafton’s own English
history, the Chronicle ar Large (1569), was based
closely on Halle’s work and may have supple-
mented Shakespeare’s reading of Halle, par-
ticularly in the first tetralogy. JKS

grammar school, Stratford-upon-Avon. It
was, in Shakespeare’s day, conducted in prem-
ises, still standing, belonging to the Stratford
Corporation. Ithad its origin in the educational
provision made by the town’s medieval Guild of
the Holy Cross, whose members paid for the
construction of a purpose-built schoolroom in
1427/8. In 1482 Thomas Jolyffe provided this
school with a generous endowment. The guild
was suppressed in 1547, but the arrangements
made for continuing the payment of the
schoolmaster’s salary suggest that the school
continued in existence. Under the town’s char-
ter of incorporation of 1553, it was formally re-
established as a free grammar school, with the
corporation responsible for the payment of the
schoolmaster’s salary and the provision and
maintenance of appropriate accommodation.

The effigy of John Gower in Southwark cathedral, near
the Globe. Shakespeare took the plot of Pericles from
one of the books that here provide Gower's pillow,
Confessio Amantis: the actor who first played Gower
may have worn an imitation of this effigy’s costume.
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GRANDPRE, LORD

‘What 15 your genitive case plural, William?' (Merry Wives of Windsor 4.2.52) The interior of the Stratford grammar school: a late and not very reliable tradition claims that
Shakespeare's desk was the third from the front on the left-hand side.

No records of the school itself have survived,
and knowledge of its operations is confined
mainly to the arrangements made for the ap-
pointment and payment of the schoolmasters
and to the expenditure by the corporation on
the upkeep of the buildings. A persuasive case
has been made, on the evidence of the plays,
that Shakespeare had a grammar-school *edu-
cation, and, as his father was a leading figure in
the town, it is very likely that this was the school
that Shakespeare actended. RB
Fox, Levi, The Early History of King Edward vi
School Strutford-upon-Avon, Dugdale Society
Occasional Paper no. 29 (1984)
Orme, Nicholas, Education and Society in
Medieval and Renaissance England (1989)

Grandpré, Lord. A French commander, he
speaks disparagingly of the English army before
Agincourt, Henry v 4.2.38-ss, but lies among

the slain 4.8.99. AB

Granville-Barker, Harley (1877-1946), English
actor, director, playwright, and critic, influ-

enced by William *Poel, for whom he played
Richard 11 at a single matinée in 1899 and, in
1903, *Marlowe’s Edward 1. His first Shake-
speare production, in 1904, was The Two
Gentlemen of Verona at the Court theatre,
London, with Lewis Casson in the small role of
Sir Eglamour and himself as Speed. The first of
his revolutionary productions at the Savoy was
The Winter’s Tale, in 1912, with his first wife,
Lillah McCarthy, as Hermione and Henry
Ainley as Leontes. Its innovatory use of an
almost complete text and of an apron stage,
of non-realistic backgrounds painted on silk
drops, the stylization of movement, and the
speed of the speaking provoked hostility in
some critics, but others hailed it as a return to
true Shakespearian values. It was followed by,
and for a while played along with, a Zwelfih
Night in which only 20 lines were cut, and
which was far more successful with the public,
partly because of the play’s greater familiarity.
In 1914 came A Midsummer Nights Dream
whose breaks with tradition included the cast-

ing of Oberon as a man, the use of folk tunes
arranged by Cecil Sharp in place of Mendels-
sohn’s incidental music, and gilded fairies.

For each production Barker (who adopted
the hyphenated form of his name around 1921)
prepared an acting edition sold for sixpence
(roughly the price of a quarto in Shakespeare’s
time) in which the text was preceded by a
‘Producer’s Preface’ outlining his directorial
principles. These were the forerunners of his
Prefaces to Shakespeare, originally conceived as
introductions to a projected multi-volume edi-
tion known as The Playet’s Shakespeare. Seven
volumes only appeared, from 1923 to 1927.
Some of these pieces were later revised as the
Prefaces to Shakespeare, first series 1927 (Love’s
Labour’s Lost, Julius Caesar, and King Lear),
second series 1930 (The Merchant of Venice,
Cymbeline, and new prefaces to Romeo and
Juliet and Antony and Cleopatra). Prefaces to
Othello appeared in 1945 and to Corolanus,
posthumously, in 1947. More revisions were
made for the two-volume edition of 1946—7,
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and More Prefaces to Shakespeare, collecting
the early work, appeared in 1974. These writ-
ings, unique in thetwr tdme in their combin-
ation of scholarship with detailed practical
attention to the texts’ theatrical values, exercised
an immense influence for the good on main-
stream 20th-century Shakespeare production.
Granville-Barker, more of a textual purist than
Poel burt less austere in the visual aspects of his
staging, believed that the director should above
all trust and serve the author.

He virtually retired from the theatre during
the 1920s, but in 1940 assisted Lewis Casson in
directing John *Gielgud as Lear at the *Old Vic
in a production which showed that the play
could succeed in a full text played in Elizabethan
costume. Sw

Kennedy, Dennis, Granville Barker and the
Dream of Theatre (1985)

Gratiano. See Graziano.

grave, Shakespeare’s. Shakespeare’s sup-
posed gravestone in *Holy Trinity church,
Stratford-upon-Avon, bears an *epitaph but no
name; the tradition that it is his dates back well
into the 17th century. According to Halliwell-
Phillipps, the present stone is a replacement,
dating from the late 18th or early 19th century,
for the original. Tt is prominently situated be-
fore the steps leading to the altar rails; most of
the other stones in the row are dedicated to
members of his family. Shakespeare’s monu-
ment is placed on the wall to the left of the row.
Its laudatory inscriptions mention only his
surname. This, along with certain features of its
design, has led to the conjecture that it was in-
tended to surmount a tomb on which more
facts would have been inscribed burt that this
part of the plan was abandoned. In the floor,
close to the monument, is the stone commem-
orating Shakespeare’s widow. Although Anne
died seven years after her husband, her stone,
not his, lies directly under the monument. To
the right of Shakespeare’s stone are those com-
memorating Thomas *Nash, then Shake-
speare’s son-in-law Dr John *Hall, then Hall’s
wife Susanna. The other two stones in the row
are not dedicated to members of Shakespeare’s
family. The one at the extreme right, which is
badly defaced but dates from the early 18th
century or later, is partly covered by the altar
steps, which project forward at this point.

It is often said that Shakespeare had the right
to be buried in the church rather than the
churchyard because he was a tithe-holder. This
does not adequately explain why his gravestone
lies not merely in the chancel but as close to the
altar as it is possible to get. There are no grave-
stones in the chancel other than the row made
up mainly of members of Shakespeare’s family.
The floor is paved with black and white

lozenge-shaped slabs. In some old churches the
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Donald Calthorp as Puck (Robin Goodfellow) with the First Fairy in Harley Granville-Barker's fluid, vivid, and

colourful production of A Midsummer Night's Dream, Savoy Theatre, 1914.

entire chancel floor is covered with gravestones.
Shakespeare died in 1616. The members of his
family whose stones lie on either side of his died
respectively in 1623, 1647, 1635, and 1649. It
seems possible that at some point the Stratford
chancel floor was relaid, that decaying grave-
stones were removed and replaced by the merely
decorative stones that lie there now, and that at
the same time some or all of the gravestones
most worthy of note were preserved and re-
placed in the star spots.

Shakespeare’s  gravestone itself is short.
Anne’s stone measures § feet (1.5 m); the others
are 5 feet 7 inches (1.7 m) long. Shakespeare’s is
only 3 feet 7 inches (1.1 m) in length. This might
be because it has been broken or cut off and the
remnant discarded, or it could be hidden under
the altar steps, like part of the stone at the other
end of the row.

And may there be any connection between
the shortness of the stone and the fact that it
bears no name? His widow’s stone bears a me-
morial brass inscribed with Latin verses but is
otherwise unmarked. The three neighbouring
stones dedicated to members of Shakespeare’s
family are carved with both a coat of arms and a
memorial inscription.

It seems odd that there is nothing on the
stone carved with what is generally believed to
be Shakespeare’s epitaph to link it with Shake-
speare. Yet several 17th-century visitors to
Stratford transcribed the epitaph as his, and the
belief has persisted. Nicholas Rowe, writing in
1709, said that the stone lay ‘underneath’ the
monument, which might mean that at that
time it lay directly below it, with the result
that no identification was necessary. But the
shortness of the stone and the absence of any



GRAVEDIGGER AND COMPANION

identification may arouse suspicion that at some
time it was carved with an inscription in add-
ition to the epitaph, or even that it, too, bore a
memorial brass.

Though the altar steps seem not to have been
in place when the stone at the end of the row
was laid, they are depicted very much as they are
now in a painting attributed to Sir William
Allan belonging to the Shakespeare Birthplace
Trust which shows Sir Walter *Scott, who
visited Stratford in 1828, paying tribute at the
grave. Conceivably, then, a part of the original
stone lies hidden under the steps, and might be
carved with Shakespeare’s name or bear marks
indicating that it once bore a memorial brass.
This could be investigated: but only by some-
one bold enough to run the risk of invok-
ing Shakespeare’s curse. SwW

Gravedigger and companion. See cLOWNS.

Grave-Makers, The. An anonymous *droll
composed for clandestine performance during
the Commonwealth, consisting entirely of
Hamlet’s dialogue with the gravediggers in s5.1.
It is significant that this scene had come
iconically to stand in for the entire play as early
as the 1650s. MD

Gray (Grey), Lady (1437-92). In Richard Duke
of York (3 Henry vi) Edward 1v makes her his
consort. In Richard i1, now Queen Elizabeth,
she fails to protect her sons from Richard, but
nevertheless promises her daughter in marriage
to him, 4.4. AB

Gray, Lord. He is executed by Rarcliffe, Richard
17 3.3, and his ghost appears at *Bosworth. Sir
Richard Gray (or Grey, d. 1483) was Dorset’s
brother and youngest son of Queen Elizabeth
(Lady Gray) by her first husband Sir John Gray.

AB

Gray, Terence (1895-1986), British director.
Originally an archaeologist, he ran from 1926
to 1933 the innovative Festival Theatre at
Cambridge which had more in common with
continental than with insular English stage
practice. He remodelled a dilapidated old play-
house by stripping away the proscenium and
footlights, and staged aggressively anti-realist
productions. Though some found his approach
to Shakespeare iconoclastic (Rosalind dis-
guised as a Boy Scout, Celia as a Girl Guide;
Aguecheek on roller-skates), others thought his
banishing of illusion and stress on stylization

achieved an almost Elizabethan dimension.
My
Marshall, Norman, ‘“Terence Gray and the Fes-
tival Theatre Cambridge’, in The Other The-

atre (1947)

Gray, Thomas (1716-71), English pre-
Romantic poet, author of the famous FElegy.
Gray praises Shakespeare’s poetry, anticipating
later image criticism, in a 1742 letter to his Eton

school-friend and fellow poet Richard West
(1716—42): ‘In truth, Shakespeare’s language is
one of his principal beauties . . . every word
in him is a picture. (See POEMS ON SHAKE-
SPEARE) ™

Gray’s Inn. See CoMEDY OF ERRORS, THE;
Gesta GravoruM; Inns oF COURT.

Graziano (Gratiano). (1) A friend of Antonio
and Bassanio, he marries Nerissa in The Mer-
chant of Venice. (2) Brabanzio’s brother, he is
in Cyprus, Othello, Act 5, to witness events at
the climax of the tragedy. AB

Greece. Extracts from Shakespeare began to
appear in Greek translation from 1818, but the
carliest published translation of a complete play
was lakovos Polylas’'s The Tempest, in prose
(Corfu, 1855). Since then notable translations of
individual plays have been made by Dimitrios
Vikelas (five tragedies, 1876-82), Angelos
Vlachos (five tragedies, 1904—s), Constantinos
Theotokis (four plays, 1914-30), Michael
Damiralis (21 plays, in prose, 1928~9), Klearchos
Kartheos (seven plays, 1932, 1938, 1939, 1947,
1950, 1955, 1964), Vassilis Rotas, the complete
works (1970s).

The earliest known performances by Greek
actors took place outside Greece: Julius Caesar
in Constantinople, Othello in Odessa (1863),
and Hamlet and Othellp in Smyrna (1866-7).
Nikolaos Lekatsas (1847-1913) triumphed as
Othello, Hamlet, Lear, and Romeo in Athens in
1882, using Vikelas’s translation, and in 1883
played these roles on tour in Turkey, Romania,
Russia, Egypt, and Cyprus.

At least six plays were given at the Royal
Theatre in Athens from 1900 to 1908 and in
1922 Emilios Veakis played Macbeth and
Othello ‘subtly and without bombast’. In 1926
Marika Kotopouli was a fine Lady Macbeth,
and Alexis Minotis succeeded as Antony in Ju-
lius Caesar. Shakespeare productions increased
in popularity during the 1930s, when Katerina
Andreadi (b. 1909) toured the country with
successful productions of Othello and The
Merchant of Venice. Katina Paxinou (1900~73)
delighted as Olivia in 1935, and 1937 saw an
acclaimed production of Hamler by Dimitris
Rontiris with Veakis, Paxinou, Minotis, and
Manos Katrakis in the leading roles. Later, the
State Theatre of Northern Greece presented a
number of plays, giving, for instance, The
Taming of the Shrew in thirteen towns in 1965.
During the later part of the 20th century
Shakespeare’s plays have rivalled the classic na-
tive drama in popularity.

During the 19th century, criticism was con-
fined to introductions to translations. Costis
Palamas (1859-1943) published ‘Miranda’, a
poem (1892), and C. P. Cavafy (1863-1933) two
essays on Shakespeare as well as ‘King Claud-
ius’, a poem. Nikos Kazantzakis (1883-1957)

wrote Othello Returns, a play, in 1937, and
published an ode to Shakespeare (1938). His
travel book England (1941) discusses Shake-
speare at length. Other important contributions
are Othello (1932), a critical study by Pelos
Katselis, Eros and Time (1938) by Dimitris
Kapetanakis, and Shakespeareana (1959) by
Stathis Dromazos. Alexis Solomos’s 7heatrical
Notebook (1962) examines Shakespeare’s art, as
does Minotis’s Experimental Theatre Education
(1972). Panos Karagiorgos’s Shakespeare Studies
(1995) contains a dozen essays on Shakespeare’s
life and works and includes a Greek Shake-
speare bibliography. PK

Greek drama. In Hamlet 2.2, Polonius praises
the actors’ abilities: ‘Seneca cannot be too
heavy, nor Plautus too light.” The representa-
tives of tragedy and comedy chosen are not
Greek but Roman. In this respect, Polonius
describes the preferences of the English Re-
naissance theatre which knew Greek drama
second hand, through Roman adaptations.
Plautus and Terence adapted the Greek New
Comedy to their Roman style, largely through
their adaptations of Menander’s comedies.
Seneca produced his own versions of tragedies
by Sophocles, Euripides, and Aeschylus. The
drama of ancient Rome seems to have been fa-
voured by 16th-century readers and audiences.
Even some Renaissance scholars who had
studied Greek tragedies in their original lan-
guage adjudged Seneca t be the equal of his
classical predecessors.

Since Jonson described Shakespeare as hav-
ing ‘small Latin and less Greek’, the absence of
any direct Greek influence upon Shakespeare’s
work has often been attributed to this problem
of accessibility. Greek was not taught at gram-
mar schools and it is highly unlikely that
Shakespeare knew more than a few words, cer-
tainly not enough to read a play. Nevertheless,
there were Latin translations of all extant Greek
tragedies and there is evidence of performances
in English of Terence, Euripides, Sophocles,
and Plautus before 1560, though not on the
public stage. On this basis, similarities have
been proposed between for example King Lear
and Sophocles’ Oedipus Coloneus, and Hamlet
and Sophocles’ Electra. Emrys Jones has argued
for the widespread influence upon Shakespeare
of Euripides’ Hecuba. Nevertheless, whilst
Shakespeare was profoundly interested in clas-
sical mythology and history, and whilst his plays
share some structural and thematic features
with their Greek predecessors, Shakespeare's
‘classical’ drama was Roman and not Greek.

JKS
Baldwin, T. W., Shakespeare’s Small Latine and
Less Greeke (2 vols., 1944)
Jones, Emrys, The Origins of Shakespeare (1977)
Whitaker, Virgil K., Shakespeare’s Use of Learn-
ing: An Inquiry into the Growth of his Mind and
Art (1953)

172



Green, a supporter of Richard, is condemned
with Bushy by Bolingbroke, Richard 11 3.1.
AB

Greenblatt, Stephen. See NEW HISTORICISM.

Greene, John (c.1575-1640), and Thomas (d.
1640). John Greene was a lawyer of Clement’s
Inn who also became much
Stratford’s legal affairs. He became a trustee of
Shakespeare’s *Blackfriars Gatehouse in 1618,
acting for Susanna Hall (see SHAKESPEARE,
Susanna). His brother Thomas, also a lawyer,
was Stratford’s town clerk from 1603 to 1617. He
had studied at the Middle Temple from 1595,
was called to the Bar in 1600, and continued to
keep chambers in London. In diary entries of
1614 and 1615 he regularly writes of ‘my Cosen
Shakespear’. The exact relationship is unclear,
but an earlier “Thomas Greene, alias Shakspere’
had been buried in Stratford in 1590. Greene’s
first children to be baptized in Stratford were
named Anne (1603/4) and William (1607/8); the
Shakespeares may have been their godparents.
Thomas’s diary includes a Latin poem written
in December 1614 when his wife was about to
have another child; he may be the Thomas
Greene who published as a booklet a competent
poem, A Poet’s Vision and a Prince’s Glory, in
honour of King James in 1603, and a sonnet
printed in the 1605 edition of Drayton’s The
Barons” Wars. In 1609, while waiting to move
into their own house, he and his family lived at
*New Place. His the
*Welcombe enclosure crisis, which include
notes on conversations with Shakespeare and
John *Hall, hint vividly at the turmoil it in-
duced, and at his personal anxieties about it. He
left Stratford in 1617 for London, where he had
SwW

involved in

diary entries on

a successful career as a barrister.

Greene, Joseph (1712—90), master of Stratford
grammar school from 1735 until 1772. Greene
made a number of contributions to the study of
Shakespeare’s life and in particular to his local
background. In 1746, he played a leading partin
the restoration of Shakespeare’s bust in Holy
Trinity church, and was involved in the Garrick
*Jubilee celebrations of 1769. RB
Fox, Levi (ed.), Correspondence of the Reverend
Joseph Greene, Dugdale Society Publication 23
(1964)

Greene, Robert (1558—92),
poet, and playwright. Greene was extremely
interested in his own image and carefully
constructed himself as a libertine and then as
a devout penitent in a number of semi-
autobiographical works including Greene’s
Groatsworth of Witand The Repentance of Robert
Greene, published after his death. He described
with some relish his dissolute behaviour in Italy
where he travelled after completing a BA at
Cambridge. He became notorious in England
for drunkenness, blasphemy, and lechery, and

prose-writer,
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for having abandoned his wife and child. His
early death was attributed by Gabriel Harvey,
an enemy, to a surfeit of wine and pickled her-
rings. But for all this celebrated self-indulgence,
Greene was a prolific writer who achieved suc-
cess in various genres, from his euphuistic novels
to imitations of Greek romances, Menaphon
and Pandosto, from his dramatic adaptation of
Ariosto’s Orlando furioso to the famous coney-
catching pamphlets which chronicled London’s
criminal underworld.

Greene’s career began in 1583 when he com-
pleted an MA at Oxford and published
Mamilia, a courtesy book for Elizabethan
women, written in the euphuistic style. Greene’s
considerable debt to *Lyly in the early part of
his career is further apparent in Euphues, his
Censure to Philautus published in 1587. But it
was also in this year that Greene seems to have
written his first play, Alphonsus, King of Aragon,
suggesting his indebtedness to another con-
temporary, Christopher *Marlowe. Alphonsus
features a tyrannical and bombastic hero whose
rise to power against fearful odds is the play’s
main action. But the play did not achieve the
success of Marlowe’s Tamburlaine, and com-
parison between the plays was to Greene’s dis-
advantage. Greene defended Alphonsus but
abandoned this style, casting aspersions against
Marlowe in his later works. He turned to ro-
mantic comedy with Friar Bacon and Friar
Bungay (c.1589) and James 1v (1591). It was in this
dramatic form that Greene became the innov-
ator. His interweaving of main and sub-plots,
fusion of history and comedy, and creation of
courageous and sympathetic heroines provided
a model for Shakespearian comedy.

That Greene perceived himself in relation to,
if not in competition with, Shakespeare is sug-
gested by Greene’s Groatsworth of Wit. Here,
Greene famously warned his fellow playwrights
against the ‘upstart crow, beautified with our
feathers, that with his tiger’s heart wrapped in a
player’s hide, supposes he is as well able to
bombast out a blank verse as the best of you’.
Here Greene quotes a line from Richard Duke of
York (3 Henry vi) suggesting that the identity of
this upstart crow is Shakespeare, a connection
made explicit by Henry *Chettle. This criticism
can be interpreted in various ways: as an attack
on Shakespeare’s presumption in challenging
the university-educated dramatist; as an accus-
ation of plagiarism in general; as an attack on
Shakespeare’s plagiarism of Greene. It has been
suggested that the Henry v plays were based on
early plays by Greene or written in collabor-
ation with him. If Shakespeare’s debt to the
dramatist in Henry vI remains obscure, it is
blatant in The Winter’s Tale, based on Greene’s
novel Pandosto: The Triumph of Time (1588).
When The Winter’s Tale was performed in 1611,
Greene had been dead for nineteen years, his
play was old, and its genre and subject matter
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recognizably old-fashioned. But Shakespeare’s
recurrence to Pandosto in this play, and to Friar
Bacon and Friar Bungay in The Tempest, sug-
gests the long shadow Greene cast over the
‘upstart’s’ work. JKS
Davis, Walter K., Idea and Act in Elizabethan
Fiction (1969)
Gesner, Carol, Shakespeare and the Greek Ro-
mance: A Study of Origins (1970)

‘Greensleeves’ was originally a *broadside
ballad, licensed in 1580; it is mentioned twice in
The Merry Wives of Windsor (2.1.60 and 5.5.19).
The earliest surviving version of the tune (based
on the *passamezzo antico) is in William
Ballett’s MS Lute Book (¢.1600). /B

Greenwich Palace. Birthplace of Henry vi,
Mary, and Elizabeth, the Greenwich estate
came into Crown ownership in 1447 with the
palace being developed by Henry virand Henry
viir. It was used as a venue for performances for
royalty and their guests but was more popular
with the Tudor than the Stuart monarchs.

RSB

Cherry, B., and Pevsner, N., The Buildings of
England. London 2: South (1990)

Greet, Sir Philip Barling Ben (1857-1936),
English actor-manager, who, after an appren-
ticeship with Sarah Thorne, made his London
debut as Caius Lucius (in Cymbeline) in 1883,
followed by the Apothecary in Mary *Ander-
son’s Romeo and Juliet (1884). In 1886 Greet set
up in management, specializing in open-air
performances of Shakespeare and contributing
to the Stratford-upon-Avon festivals. By 1914
Greet had long-established networks for his
companies in America as well as Britain, but he
answered Miss *Baylis’s patriotic call to the Old
Vic, where by 1918 he had produced 24 Shake-
speare plays to which schools matinées were
central. Greet continued to promote Shake-
speare in education and encouraged the found-
ing of the *Open Air Theatre in Regent’s Park
(1933), appearing as Touchstone and Friar
Laurence. RF
Isaac, Winifred F. E. C., Ben Greet and the Old
Vic: A Biography of Sir Philip Ben Greet (1964)

Greg, Sir Walter Wilson (1875-1959), English
librarian and bibliographer. Together with A.
W. Pollard and R. B. McKerrow he revolu-
tionized the textual study of Shakespeare and
his contemporaries in the 20th century, direct-
ing attention to what survived of Elizabethan
dramatic documents and manuscripts (in Dra-
matic Documents of the Elizabethan Playhouses,
1931); to the early printed editions of Eliza-
bethan and later plays (in A Bibliography of the
English Printed Drama to the Restoration, 4 vols.,
1939—59); and above all to the printing and
publication of Shakespeare’s own plays (in
Principles of Emendation in Shakespeare, 1928,
The Editorial Problem in Shakespeare, 1942, 2nd.
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edn. 1951, and The Shakespeare First Folio, 1955).
His vast knowledge of the early English book
trade, including copyright and censorship, is
reflected in Some Aspects of London Publishing
between 1550 and 1650 (1956). Greg’s textual
principles included: the complete and accurate
collation of all early printed copies; the crucial
selection of a single authoritative copy text; no
emendation of that text without clearly dem-
onstrable error (subjective eclecticism in the
choice of readings was anathema); and the exact
reproduction of original spelling. At the time,
this represented a methodological revolution,
and even now, only the exact reproduction of
original spellings has been largely abandoned.

™

Gregory. (1) He is one of Petruccio’s servants
(see The Taming of the Shrew 4.1.108 and 122).
(2) One of Capulet’s servants, he and his fellow
servant Samson instigate a brawl, Romeo and

Juliet 1.1. AB

Gremio is an old rich suitor of Bianca in The
Taming of the Shrew (called Cleandro in *Ari-
osto’s [ suppositi, one of Shakespeare’s sources).

AB

Greville, Fulke (1554-1628), poet, patron, pol-
itician, and friend of Sir Philip Sidney. He
wrote (probably before 1600) an intelligent col-
lection of sonnets and lyrics, Caelica, and the
political closet dramas Mustapha and Alaham
(1633). David Lloyd claimed in 1655 that
Shakespeare was Greville’s servant in his youth.

RM
Grey, Lady. See Gray, LapDy.
Grey, Sir Richard. See Gray, Lorp.
Grey, Thomas. See DoRrsET, MARQUIS OF.

Grey, Sir Thomas. See CAMBRIDGE, RICHARD,
EARL OF.

Griffith, the gentleman usher of Katherine in
All Is True (Henry virl), appears 2.4 and 4.2. He
is based on Griffin Richardes, her receiver-
general. AB

Griffith, Elizabeth (1727-93), Anglo-Irish,
briefly an actress in Dublin and Covent Garden.
She wrote The Morality of Shakespeare’s Drama
[llustrated, dedicated to Garrick, in 1775. She
provides summaries of 36 plays, uses quotation
to illustrate general and specific moral points,

CMSA

and comments on character.

Grimestone, Edward (?1528—99), translator of
S. Goulart’s Histoires admirables et memorables
de nostre temps (1606). The work, which
Grimestone published in 1607, contains an
analogue for the Isabella plot in Measure for
Measure, in which the victims are husband and
wife (not siblings) and there is no final for-
giveness. ()

groundlings, Hamlet’s amusing name for the
spectators in the yard open-air amphitheatre
(3.2.11), derives from the fact that they stood on
the ground, but may also allude to the name of a
fish with a large open mouth and small body.
GE

Grumio is Petruccio’s jocular servant in The
Taming of the Shrew. AB

Guiderius kills Cloten, Cymbeline 4.2, but is
tacitly forgiven by Cymbeline (his father) at the
end of the play. AB

Guild chapel, Stratford-upon-Avon. It stands
on the corner of Church Street and Chapel
Lane. Its lofty nave and prominent tower date
from a late 15th-century rebuilding while it was
still in use by the Guild of the Holy Cross.
Following the suppression of the guild in 1547,
ownership of the chapel passed to the Stratford
Corporation. In John Shakespeare’s year as
chamberlain (1563/4) payments were made for
the defacement of its images. Whether this in-
cluded the whitewashing over of the wall-
paintings, rediscovered in 1804, remains in
doubt. RB
Davidson, Clifford, The Guild Chapel Wall
Paintings at SWag%rd—upon—Avon (1988)
Styles, Philip, ‘Stratford-upon-Avon’, in Vie-
toria History of the County of Warwick, vol. iii
(1945)

Guildenstern. See ROSENCRANTZ.

Guildford, Sir Henry (1489-1532). He wel-
comes the ladies to Wolsey’s feast, All Is True
(Henry vl 1.4. AB

guilds, also known as livery companies, were
formal structures that regulated crafts and
trades in the city of London. Livery companies
became the principal socio-economic organ-
izations as the legal practice of crafts and trades
could only be undertaken by freemen. Freedom
of the city could only be obtained through guild
membership. RSB
Archer, L, The Pursuit of Stability: Social Rela-
tions in Elizabethan London (1991)
Rappaport, S., Worlds within Worlds: Structures
of Life in Sixteenth-Century London (1989)

Guinness, Sir Alec (1914—2000), British stage
and film actor. He early impressed critics in
parts like Osric and Aguecheek at the Old Vi,
where in 1938 he played Hamlet in modern
dress and in its entirety under Tyrone Guthrie’s
direction. After war service he returned to the
Old Vic Company and gave brilliant, subtle
performances as the Fool to Laurence Olivier’s
Lear, and as a wily Menenius in Coriolanus.
Never a romantic actor, he divided critics as
Richard 11 and again in 1951 when he both dir-
ected and played in Hamlet. Later Guthrie in-
vited him to head the first Shakespeare festival
at Stratford, Ontario, as Richard 111 and as the
old King in Alls Well That Ends Well. He be-

came a major star in films. He was hurt by the

reviewers’ hostile reception of his Macbeth in a

Brechtian production at the Royal Court in

1966. He was Shylock at Chichester in 1984. His

autobiography recalls many talented, eccentric

players, some of them Shakespearians. M]
Guinness, Alec, Blessings in Disguise (1985)
O’Connor, Garry, Alec Guinness, Master of Dis-

guise (1994)

Gundolf, Friedrich (1880-1931), German aca-
demic. His 1911 Shakespeare und der deutsche
Geist (Shakespeare and the German Spirit) and
1928—9 Shakespeare: Sein Wesen und Werk
(Shakespeare: His Life and Work) were notable
agents in the 20th-century cultural exchange
between Britain and Germany. His translations
of the plays appeared between 1908 and 1923.
™

Gunpowder Plot (1605), a conspiracy of cer-
tain younger Catholic gentry to remove King
*James from the throne of England, and restore
Catholicism.

Before his accession to the throne of England
in 1603, James v1 of Scotland had been ap-
proached, as the heir of Mary, Queen of Scots,
by the leading Catholics in England, to whom
he made non-committal promises of toleration.
The hopes thus raised were dashed when, in his
first Parliament, he supported the enactment of
increasingly harsh penal laws. Led by Robert
Catesby, of Ashby St Legers, Northampton-
shire, a group of young men determined to
blow up Parliament when it met. Their plan
was to kill the King and the Prince of Wales,
and proclaim as queen the young Princess
Elizabeth, who would be educated as a Catholic
monarch. Most of the conspirators had Mid-
land connections, the exception being Guy
Fawkes, a Catholic mining expert recruited to
supervise the digging of a tunnel under the
Parliament House. Postponements in sum-
moning Parliament delayed execution of the
plot for ten months and it is certain that the
government knew at least the broad outline,
although it is impossible to determine whether
Burghley orchestrated events to suit his pur-
poses. In early November 1605 most of the
conspirators were in Warwickshire, ready to
seize Elizabeth from Combe Abbey, near Cov-
entry, and, on the discovery of Fawkes in the
cellars of Westminster on 5§ November, fled
north through the Midlands, being finally sur-
rounded at Holbech House, Staffordshire,
where Catesby and three others died. The rest
were captured and either died in prison or were
executed for treason.

Most English Catholics were appalled by
news of the plot, realizing the slim chance of
success, and that failure would lead to further
repression. The peripheral involvement of the
Jesuits gave the government the opportunity to
invoke the severest penalties against Catholic
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clergy who, the evidence suggests, had been
strongly against the plot.

References to the events of 1605 have been
proposed in King Lear and Macbeth, both first
performed around 1606. In September and
October 1605 a double eclipse of the sun and
moon was assumed to presage ill times. The
events of the following months seemed to jus-
tify the foreboding and Shakespeare probably
drew on this in King Lear 1.2.100-6, *Glouces-
ter remarking, ‘These late eclipses in the sun
and moon portend no good to us
cools, friendship falls off, brothers divide; in
cities, mutinies; in countries, discord; in palaces
treason.” In Macbeth the references are more
oblique but more numerous. Allusions to the
plot occur most notably in the speech of the
*Porter whose remarks about equivocation ap-
pear to refer to the allegations that the Jesuits
encouraged lying in the cause of religion (2.3.7—
11). The analogy is possibly continued in the
equivocal prophecies of the Weird Sisters,
telling Macbeth that he would ‘never van-

... Love
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quished be until | Great Birnam Wood to high
Dunsinane Hill | Shall come against him’
(4.1.107—9) and further bolstering his confi-
dence with the assurance that ‘none of woman
born | Shall harm Macbeth’ (4.1.96—7) MM

Fraser, Antonia, The Gunpowder Plot: Terror
and Faith in 1605 (1996)

Gurney, James. He attends Lady Falconbridge,
King John 1.1. AB

Guthrie, Sir Tyrone (1900—71), English direct-
or, knighted in 1961. The great-grandson of the
Irish actor Tyrone Power, Guthrie made his
mark as an inventive Shakespearian director
starting with Measure for Measure (1933) at the
Old Vic. In 1937 he directed Laurence *Olivier
in a famous Hamletthat toured to Elsinore and a
Henry vthat influenced Olivier’s film version. A
modern-dress Hamlet in 1938 starred Alec
*Guinness. After the war Guthrie experimented
with the open stage with the designer Tanya
Moiseiwitsch, a collaboration which culminated
in the creation of the Stratford Shakespearian

GUTHRIE, SIR TYRONE

Festival in Ontario, which Guthrie led from 1953
to 1957. A stage of vaguely Elizabethan archi-
tecture was placed in the middle of a huge can-
vas tent, with the audience seated in a semicircle
around it; drawing on the traditions of William
*Poel and *Granville-Barker, Guthrie estab-
lished a lively choreographic method that was
widely imitated (see page 65). His first produc-
tions (Richard ir and All’s Well That Ends Well
in 1953, both with Guinness, and a Wild West
Taming of the Shrew in 1954) foregrounded the
actors and the verse in simple settings that often
relied on ceremonial movement. Guthrie and
Moiseiwitsch collaborated on a second version
of their open plan in Minneapolis in 1963, in a
house subsequently called the Guthrie theatre,
and their work affected construction of new
spaces in Chichester, Sheffield, and elsewhere,
just as Guthrie’s dynamic style of direction
greatly affected Shakespeare production in the
second half of the 20th century. DK

Guthrie, Tyrone, A Life in the Theatre (1959)
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Haberdasher. He presents Katherine with a
hat, which Petruccio rejects, 7he T aming of the
Shrew 4.3.62-8s. AB

Hacket, Marian. See Hostess.

Hackett family. James Henry Hackett (1800~
71) was an American actor-manager, whose
Falstaff was acclaimed for its symmetry of in-
tellect and sensuality in America (1828) and
England (1833). A keen student of Shakespeare,
Hackett wrote detailed descriptive notes of
Edmund *Kean’s Richard 111 (pub. 1959). By his
second wife, the English-born actress Catharine
Lee Sugg (1797-1848), Hackett had a son, James
Keteltas  (1869~1926), who played leading
Shakespearian roles under *Daly and collabor-
ated with Joseph Urban in a scenically signifi-
cant revival of Othello (1914).

Hagberg, Karl August (1810-64), Swedish
scholar and Shakespeare translator. Initially a
classicist and translator of Aristophanes, he
produced the first Swedish translation of the
complete plays of Shakespeare (1847—s1). Re-
markable for its imaginative transmission of
Shakespeare’s language, it remains a national
classic. I-SE

Hakluyt, Richard (:1552-1616), English clergy-
man and geographer who attempted to fan the
flames of colonial ambition with his travel-
writing, in particular 7he Principal Navigations,
Voyages and Discoveraes of the English Nation . . .
published in 1589 and expanded into three vol-
umes (1598-1600). Shakespeare’s familiarity
with this work is suggested by some of the exotic
details of Othello’s travel narratives, while
Twelfth Night refers to ‘the new Map, with the
augmentation of the Indies’, included in the
second edition (3.2.74—s). JKS

Hal. *Oldcastle/Falstaff’s name for Prince
Harry in the Henry 1v plays. AB

Hales, John (1584-1656), English scholar.
Gildon (1694) and Rowe (1709) report an old
debate at Eton, on Shakespeare’s superiority to
the Ancients. Contestants included Sir John
Suckling, William Davenant, Endymion Porter,
Hales himself, and Ben Jonson. Gildon makes
Hales the initiator; Rowe, Ben Jonson. What-
ever the cause, Shakespeare’s repuration tri-

umphed. ™
Hall, Arthur. See HoMEr.

Hall, Elizabeth (1608—70), Shakespeare’s last
descendant, daughter of his eldest child Su-
sanna *Shakespeare and her physician husband
John *Hall. Eight at the time of Shakespeare’s
death, she was left most of his silver in his *will.
After her mother’s death she inherited a lot
more of her grandfather’s estate, and lived in
*New Place for a while with her first husband,
Thomas *Nash. After Nash’s death she remar-
ried John Bernard (d. 1674) and moved to

Northamptonshire. In her will she bequeathed
Shakespeare’s *birthplace to her cousin George
Hart, and New Place to her husband, whose
heirs sold it. MD

Hall, John (c.1575-1635), Shakespeare’s son-in-
law, born in Bedfordshire and (like his father
Dr William Hall) a physician. He graduated
from Queens’ College, Cambridge, in 1593—4
and took his MA in 1597. Though he is not
known to have taken a medical degree, he may
have studied medicine in France, perhaps at
Montpellier. He settled in Stratford at some
unknown date, and his father’s assistant Mat-
thew Morris appears to have followed him; his
master bequeathed him £4 and all his astrology
and astronomy books in 1607 so that he could
teach these skills to John.

John Hall married Susanna *Shakespeare on
s June 1607. Her father gave her 107 acres (43
ha) of land in *Old Stratford when the marriage
was arranged. They may have lived in the house
in Old Town now known as *Hall’s Croft.
Their only child *Elizabeth was baptized on 21
February 1608. In 1613 their marriage was
afflicted by scandal; Susanna sued John *Lane
for defamation after he had stated that she
suffered from a venereal infection adulterous-
ly contracted. Hall was an executor of Shake-
speare’s will, for which he was granted probate
in London on 22 June 1616. New Place was the
family home at least from the time of Shake-
speare’s death in 1616 until Hall died on 25
November 1635. His gravestone in the chancel
of Stratford church carries a flattering Latin
epitaph.

Hall enjoyed considerable fame as a phys-
ician in and beyond Warwickshire, and treated
a wide range of patients, some humble, some
distinguished, including the Earl of Warwick,
the Earl and Countess of Northampton, and the
poet Michael *Drayton. Although he was a
Protestant with Puritan leanings, he did not
refuse to treat members of the many recusant
families living in the area. In 1626 Charles 1, on
his coronation, offered him, and many others, a
knighthood as a money-raising ruse. Hall re-
fused, paying a fine of £10 instead. After twice
refusing to serve as a burgess because of the
demands of his practice, he accepted election to
the town council in 1632; in that year one of his
patients complained bitterly that the magistrates
ought not ‘to lay this burden upon you whose
profession is to be most abroad and cannot be
effected by an apprentice as theirs may’. His
period of office was turbulent, and he was fined
for missing sessions. In January 1633 he was re-
buked for making ‘abusive speeches’ against the
bailiff, and in October was expelled for ‘the
breach of orders wilfully and sundry other
misdemeanours contrary to the duty of a bur-
gess ... and for his continual disturbances at
our halls’. In 1635 he and his friend the Puritan



vicar Thomas Wilson sued the corporation on
the grounds that, though Hall had sold his lease
of the tithes to the corporation for at least £100
less than they were worth in the hope of boost-
ing the vicar’s salary, it had been reduced, and
also that they had failed to maintain the
schoolmaster’s salary. He took an active part in
the affairs of the church, to which he presented a
carved pulpit in 1629, and was churchwarden in
1628—9.

Hall died, a wealthy man, in 1635. By an oral
will dictated to his son-in-law Thomas *Nash,
he left property and money to his wife and
daughter and his ‘study of books’ to Nash, with
permission to burn his manuscripts ‘or else do
with them what you please’. His widow sold
two of his manuscripts, ‘both intended for the
press’, to James Cooke, a Warwick surgeon,
who translated parts of them from Latin and in
1657 published Hall's Select Observations on
English Bodies. It records many picturesque case
histories, including those of Hall’s wife and
daughter, but not his father-in-law. One of the
manuscripts, owned successively by David
Garrick and Edmond *Malone, is now in the
British Library; the whereabouts of the other—
if it survives—is unknown. It has often been
stated that the notebooks record no cases before
1617, but although this is the earliest date ex-
plicitly mentioned, some of the case studies pre-
date it. Nevertheless, if the other manuscript
were to turn up it might tell us more about the
illnesses of Shakespeare’s family, and perhaps
even of Shakespeare himself. SW

Lane, ]., John Hall and his Patients: The Medical
Practice of Shakespeare’s Son-in-Law (1996)

Hall, Joseph (1574-1656), satirist and later
Bishop of Exeter and Norwich. Hall’s Virgide-
marium (1597, 1598) alludes to Edward *Alleyn
playing Tamburlaine (book I, third satire), ar-
guably an influence on Ulysses’ description of
Patroclus as ‘a strutting player, whose conceit |
Lies in his hamstring’ in Troilus and Cressida

(1.3.153~4). cs

Hall, Sir Peter (b. 1930), English director and
manager, founder of the *Royal Shakespeare
Company. After literary study at Cambridge,
Hall worked in Oxford and London before
directing Cymbeline (1957) and Coriolanus(1959)
at Stratford, the latter starring *Olivier. In 1960
he assumed the management of the Shakespeare
Memorial Theatre, which he renamed the Royal
Shakespeare Theatre, and his changes were
revolutionary. By the next year he had formed
the Royal Shakespeare Company along Euro-
pean ensemble lines, with actors, directors, and
designers on multi-year contracts, and had
opened the Aldwych theatre as a London home.
He also bid for dramatically increased govern-
ment subsidy, expanded the mandate to include
new plays, and encouraged radical revisions like
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Peter Brook’s King Lear of 1962. He was sur-
prisingly effective with all of his projects and
soon the RSC was producing some of the most
exciting theatre in the world. Hall’s own dir-
ecting was central to the new enterprise, par-
ticularly The Wars of the Roses (1963—4), the
history plays from Richard 11 to Richard 11
performed in seven parts in celebration of
Shakespeare’s quatercentenary. Adapted with
John Barton and influenced by Brecht as well as
by Jan Kott’s view of the histories as a cycle of
unending bloodshed, the productions aban-
doned ideas of royal elegance for rough-hewn
leather, clanging metal, and a sense of the hor-
ror and futility of war. Hall’s Hamler of 1965,
with the young David Warner as a contem-
porary, conversational student, struck a chord
for a generation. Hall resigned as director of the
RSC in 1968 to pursue opportunities in opera
and contemporary plays but was soon invited to
replace Olivier as director of the National The-
atre, a post he held for fifteen years from 1973,
despite difficulties with the new building and
declining subsidies. Knighted in 1977, he dir-
ected some ten Shakespeare plays at the Na-
tional, the most notable being Coriolanus (1984)
and a trilogy of the last plays (Cymbeline, The
Winter’s Tale, The Tempest) as his farewell in
1988. He founded the Peter Hall Company that
year, directing a series of high-profile produc-
tions at the Old Vic and elsewhere including
The Merchant of Venice (1989), Hamlet (1994),
and King Lear (1997). He returned to Stratford
for All’s Well That Ends Well (1992). DK

Hall, Peter, Peter Hall’s Diaries, ed. John God-

win (1983)
Hall, Peter, Making an Exhibition of Myself
(1993)

Halle, Edward (c.1498-1547), lawyer and his-
torian to Henry viir. Halle’s admiration for the
Tudor monarchy inspired him to compose 7%e
Union of the Two Noble and Illustrious Families
of Lancaster and York, in which Henry Rich-
mond ends the cycle of bloodshed caused by the
murders of Richard 11 and Henry v1. Published
posthumously by Richard Grafton in 1548, the
Unionwas to form the basis for various works of
English chronicle history, in particular *Hol-
inshed’s  Chronicles. 1t was particularly re-
nowned for its emphasis on the horrors of civil
war and the inevitability of divine retribution,
and for its portrayal of characters such as Rich-
ard 11 and Joan of Arc. The Union’s influence
upon Shakespeare is most apparent in the Henry
vr plays. JKS

Halliday, F(rank) E(rnest) (1903-82), English
schoolmaster. Author and compiler of A Shake-
speare Companion (1952, rev. edn. 1964), an al-
phabetical guide to every aspect of Shakespeare;
Shakespeare: A Pictorial Record (1956); and
Shakespeare in his Age (1960). Sometimes dis-
paraged as popularizations, such compendia, if

HALLSTROM, PER

accurate and adequately documented, serve an

™

educational function.

Halliwell-Phillipps, James Orchard (1820-
89), English scholar. A founding member of the
Shakespeare Society (1840), he published a Life
of Shakespeare in 1848; an edition in fifteen
volumes (1853—61); and from 1850 onwards a
series of Stratford archives and legal documents,
many of them collected into his Outlines for the
Life of Shakespeare (1881). A scholar of great de-
termination, not seeking controversy, his career
was nevertheless marked by public scandal: as a
young man, he was accused of stealing rare
books and manuscripts from Trinity College,
Cambridge; in his maturity he was hounded by
his father-in-law Sir Thomas Phillipps for the
theft and mutilation of one of two extant copies
of the first quarto of Hamles, his old age was
marred by disputes with the New Shakespeare
Society, the Birthplace Trustees, and the cor-
poration of Stratford—the town which fur-
nished him with most of his genuine and
important biographical discoveries. ™

Hall’s Croft is a timber-framed house in Old
Town, Stratford-upon-Avon, named after John
*Hall, believed, on the evidence of an early 19th-
century statement, to have lived there from the
time of his marriage to Shakespeare’s elder
daughter Susanna in 1607 undil 1616, when, on
Shakespeare’s death, he and his family moved
into *New Place. The oldest part of the present
structure, the Hall and Parlour, with range of
small rooms behind, dates from the early 17th
century. This was an addition to an existing
building, which was later reconstructed, prob-
ably towards the end of the 17th century.
Around 1630, some fifteen years after Hall and
his wife had moved to New Place, a free-
standing kitchen was built at the rear, probably
replacing an earlier building. Then, some 20
years later, the two separate structures were
linked together by a new staircase hall. For
many years the building continued in use as the
residence of town gentry and then, from the late
18th century until around 1850, of professional
men, mainly solicitors and doctors. It was then
converted into a private school. In 1913 it was
sold to an American, Josephine Macleod, who
took up residence there with her sister Betty
Leggett, the widow of a millionaire founder of a
New York grocery business. Together they
carried out considerable restoration work. Betty
died in 1931 and in 1943 Josephine made the
house over to her niece, the Countess of Sand-
wich. Her daughter sold the house to the
Shakespeare Birthplace Trustin 1949. Following
restoration, it was opened to the public in 1951.

RB

Hallstrom, Per (1866-1960), Swedish novelist,
dramatist, and poet. His translation of the
complete plays of Shakespeare, 192231, was the



HAMLET, PRINCE OF DENMARK

i

Hall's Croft, the house inhabited by Shakespeare’s daughter Susanna and his prosperous son-in-law Dr John Hall from their marriage in 1607 until they moved into New Place

on Shakespeare’s death in 1616.

first to challenge the classic Swedish translation
by *Hagberg. It contains remarkable poetry but
has proved less speakable and actable. I-SE
Donner, H. W., ‘Some Problems of Shake-
spearian Translation’, Shakespeare Translation,

1 (1974)

Hamlet, Prince of Denmark (sce opposite page)

Hamlet Studies was founded by R. W. Desai,
its editor, in 1979. It is the only journal devoted
exclusively to a single work by Shakespeare and
publishes articles, notes, book and theatre re-
views, and occasional digests of articles on
Hamlet in other publications. SLB

Hamlett, Katherine (d. 1579), spinster of
Tiddington, close to Stratford, drowned in the
Avon on 17 December 1579. The coroner’s jury
concluded chat she died accidentally while
‘going with a milk pail to draw water at the River
Avon’, but *Fripp, stimulated by her surname,
speculated that she committed suicide and that
the story of Ophelia ‘was fashioned out of the
Poet’s youthful recollections’ of her death.

SwW

Hamlet Travestie. Sce BURLESQUES AND
TRAVESTIES OF SHAKESPEARE’S PLAYS.

Hampton Court was developed by Cardinal
Wolsey, who presented it to Henry viir in 1525.
Henry further developed the site, particularly
the Great Hall which can be regarded as the
oldest surviving English playhouse. The King’s
Men played at Hampton Court, over Christmas
1603/4, for *James 1 and Queen Anne with over
30 plays being performed that Christmas.

RSB

Osborne, J., Hampton Court Palace (2nd edn.
1990)

Hands, Terry (b. 1941), English director. In
1964, Hands co-founded the Everyman The-
atre, Liverpool, serving as artistic director until
1966 when he became artistic director of the
“Royal Shakespeare Company’s touring troupe,
Theatre-Go-Round. He served as associate dir-
ector for the RSC (1967—77) and consultant
director at the *Comédie-Francaise (1975-80).
In 1978, he was made co-artistic director of the
RSC with Trevor *Nunn. When Nunn left in
1986, Hands became sole artistic director and
chief executive director. Although his directing
has been criticized as overly concept driven,
he received considerable praise for directing
Shakespeare’s history plays, most of which fea-

tured Alan *Howard. He has also had great
success directing comedies, such as Much Ado
About Nothing (1982) and Love’s Labour’s Lost
(1990). In 1997, Hands became artistic director
of the fledgling Theatr Clywd, hoping to turn it
into a National Theatre for Wales. In 2000, he

directed Kelsey Grammer’s Broadway debut as
Macbeth. BR

handwriting. The only extant cxamples of
Shakespeare’s handwriting are six *signatures
on legal documents, the two brief monosyl-
lables ‘By me’ on his *will, and the three pages
he contributed to the Sir Thomas More manu-
script.  The idiosyncrasies of Shakespeare’s
handwriting have been analysed in minute de-
tail by palacographers. In three of the signatures,
Shakespeare places an ornamental dot within
the final loop of the “W’. Another characteris-
tically Shakespearian letter formation is the ‘p’
in the Blackfriars Gatehouse mortgage deed of
1613, in which a descender is followed by a cross-
stroke and then a third stroke to finish off the
top of the loop; the same formation appears in
the three instances of ‘peace’ in line so of the
More fragment.

(cont. on page 183)
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e

he one Shakespearian tragedy from which almost every speaker of English can quote at least one

or two phrases, Hamlet is also one of the most difficult to date. The Revenge of Hamlet Prince [of]

Denmark, ‘lately acted by the Lord Chamberlain his servants’, was entered in the Stationers’
Register in July 1602, and printed in quarto in 1603 as 7he Tragical History of Hamlet, Prince of Denmark:
this edition attributes the play to Shakespeare but is drastically shorter than either a subsequent quarto
(1604/s, 1611, 1622, 1637) or the play as printed in the Folio (1623). Contemporary allusions to Hamlet are
complicated by the existence of an earlier play on the same story, cited by Thomas Nashe in 1589,
documented in the repertory of the Admiral’s Men in 1594 and mentioned by several other writers, but
this lost *‘ur- Hamlet , already in existence before Shakespeare is known to have written anything, is very
unlikely to have been a first draft of Shakespeare’s own. It is not listed among his works by *Meres in 1598,
for example, and a possible pun in Nashe would attribute it plausibly to Thomas *Kyd. External and
internal evidence between them suggest that Shakespeare wrote his own Hamlet around the turn of the
17th century: Gabriel Harvey refers approvingly to Shakespeare’s play in a manuscript note written be-
tween 1598 and early 1601, while stylistic evidence, although in some respects contradictory, places it just

before Troilus and Cressida, around 1600.

TexT: The discrepancies between the three substantially
different texts of the play have vexed its editors ever since the
publishers of the ‘good” quarto of 1604—s5, indignantly dis-
tinguishing their version from the apparently illicit ‘bad’
quarto printed the previous year, declared it to be ‘newly
imprinted and enlarged to almost as much again as it was,
according to the true and perfect copy’. It seems likeliest that
Shakespeare wrote Hamlet in about 1600 (producing the
version printed as the ‘good’ quarto), but had revised it by
1602 to produce the acted version which was printed in the
Folio and which also lies behind the first, ‘bad’ quarto of 1603
(a *reported text, very probably assembled by the hired actor
who played Marcellus, Valtemand, and Lucianus, whose
scenes are more fully and accurately rendered than the rest of
the play). There is no complete assent on the relations be-
tween the three texts, however: some editors have favoured
the ‘good’ quarto, insisting that the Folio text, though in
places puzzlingly superior, mainly reflects unauthorized cuts
by actors, while others, including those of the Oxford edition,
see the Folio as Shakespeare’s own mature revision of his

179

earlier draft. The ‘bad’ quarto, further disputed over by edi-
tors, is also valuable despite its obvious errors and inconsist-
encies (and eminently actable, as sporadic modern revivals
have demonstrated): its vivid stage directions may supply
genuine details of the play’s early performances omitted by
the other printed versions, and its variations in character
names—Polonius, for example, is here called Corambis, and
Reynaldo is Montano—may result from an accidental con-
flation with the lost ur-Hamlet, in which the reporter had
perhaps also acted.

Sourcks: Shakespeare’s chief source was the Norse folk
tale of Amleth, written down in Latin by the Danish historian
*Saxo Grammaticus (fl. ¢.1200) and expanded by the French
writer Francois de *Belleforest in his Histoires tragiques (7
vols., 1559—80), though it is possible that Shakespeare knew
the story only at second hand via the lost carlier play.
Belleforest’s version was translated into English in 1608 in a
version, The Historie of Hamblet, which itself incorporates
phrases from Shakespeare’s play, but the savage old Scandi-
navian legend is worlds away from the Renaissance tragedy
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Shakespeare made of it. Although Saxo provides the originals
for most of Shakespeare’s main characters and much of his
plot (while Belleforest further supplies the adultery of
Amleth’s mother and uncle before the murder of his facher),
in the old story no ghost has to return to demand vengeance.
The identity of the King’s killer is not a secret, and Amleth,
feigning near-idiocy as a ruse, needs no prompting to
undertake his revenge against the usurper. Deported to
England, he kills his companions, as in the play, by tampering
with their commission, but he reaches England himself
(where he marries the King’s daughter) before returning in
disguise to get the entire court drunk while they celebrate his
supposed death, upon which he burns down their hall, kills
his uncle, and proclaims himself king. It is impossible to
imagine Belleforest’s Amleth commissioning the perform-
ance of “The Murder of Gonzago’, musing in the graveyard,
or making fun of Osric, and Shakespeare’s additions to this
material (if they do not derive from the ur-Hamlet, as we
know from Nashe the Ghost does) also include Ophelia’s
madness, Laertes’ revenge and the character of Fortinbras.

Synopsis: 1.1 Sentries at the Danish royal castle of Elsi-
nore are insisting to the student Horatio that they have seen a
ghost resembling the late King Hamlet when the Ghost ap-
pears again: they resolve to tell the old King’s son, Hamlet. 1.2
The new King Claudius, old Hamlet’s brother, recounts to
his court that he has married his brother’s widow Gertrude,
and sends ambassadors to Norway to protest against young
Fortinbras’ plans to repossess by force the lands won from
his royal father by old Hamlet. With the consent of Laertes’
father, the counsellor Polonius, Claudius permits Laertes to
return to his studies in France, before turning to his silent,
black-clad nephew Prince Hamlet, urging him, with Ger-
trude’s backing, to abandon his excessive grief over his father’s
death, and denying him permission to return to university at
Wittenberg. Left alone, Hamlet reflects in horror over his
mother’s hasty remarriage before his fellow student Horatio
and the sentry Marcellus arrive to narrate the apparition of
the silent ghost: Hamlet agrees to meet them on the bartle-
ments that night. 1.3 Laertes, taking leave of his sister Ophelia,
warns her against trusting Hamlet as a suitor: after Polonius
has seen Laertes off, with many proverbs, he too urges her to
break off her relationship with the Prince. 1.4—5 On the bat-
tlements, the ghost of Hamlet’s father beckons the Prince
away from his companions, and relates how, so far from
having died of a snake bite as was announced, he was mur-
dered in his sleep by Claudius, who had already seduced
Gertrude: he urges Hamlet to spare Gertrude but to avenge
him on Claudius, before departing, asking to be remembered.
Hamlet vows to remember nothing else, and when his com-
panions return, though he does not recount what the Ghost
has told him, he swears them to secrecy, hinting that he may
feign madness later on.

2.1 Polonius sends a servant, Reynaldo, to spy on Laertes’
conduct in Paris, before a shocked Ophelia recounts how she
has been visited by Hamlet, apparently mad: Polonius decides

Ophelia’s rejection of Hamlet has driven him insane, and
resolves to inform Claudius. 2.2 Claudius and Gertrude
welcome Rosencrantz and Guildenstern, student companions
of Hamlet summoned from Wittenberg, whom they send to
the Prince to attempt to discover the cause of his mental
disorder. Claudius receives the ambassadors he earlier sent to
Norway, who recount how a rebuked Fortinbras has now re-
directed his efforts against Poland, before Polonius expounds
his theory that Hamlet’s madness has been caused by frus-
trated love. They plan to spy on Hamlet at a future, engin-
eered meeting with Ophelia, but meanwhile Polonius alone
meets Hamlet, who insults him repeatedly under a guise of
insanity and speaks darkly of Ophelia. Polonius is replaced as
his interlocutor by Rosencrantz and Guildenstern, from
whom Hamlet exacts an admission that they have been sent
by Claudius and Gertrude, and to whom he expresses his
profound disenchantment with life before reviving when they
tell him an acting company is on its way. They discuss the-
atrical affairs before the players arrive, when Hamlet has
their chief tragedian recite a speech about the destruction of
Troy. He confidentially requests them to act “The Murder of
Gonzago’ before Claudius and the court, with a new add-
itional speech by himself. Left alone, Hamlet berates himself
for seeming so much less impassioned about his father’s
murder than the player does about the legendary Queen
Hecuba, but concludes that by watching Claudius’ response
to the play, which resembles his father’s death, he can satisfy
himself as to his uncle’s guilt.

3.1 Disappointed by Rosencrantz and Guildenstern’s re-
port, Claudius hides with Polonius to watch Hamlet en-
counter Ophelia. Hamlet arrives, and reflects on suicide,
action, and the fear of death before seeing Ophelia, whom he
hysterically instructs to retreat to a nunnery: after he leaves,
Ophelia laments that he has lost his reason. Claudius, dis-
trusting his nephew, resolves to send him to England, while
Polonius undertakes to overhear, unseen, a conversation be-
tween Hamlet and Gertrude. 3.2 Hamlet instructs the players
on the art of acting before briefing Horatio about the secret
purpose of the performance he has commissioned, urging
him to watch Claudius. The court arrives and settles to watch
the play. A player queen makes promises of eternal fidelity to
a player king, vowing never to remarry should he die: while
the player king sleeps, his nephew Lucianus pours poison into
his ear, just as the Ghost had described the means of his own
murder. At this point Claudius rises and demands lights, and
the court disperses in disarray, Hamlet and Horatio agreeing
that Claudius is guilty. Rosencrantz and Guildenstern, and
then Polonius, summon Hamlet to speak privately with his
mother. 3.3 Claudius, alarmed, tells Rosencrantz and
Guildenstern they must take Hamlet to England at once.
Alone, he prays that he may be forgiven for murdering his
brother despite his inability to renounce Gertrude and the
crown. Hamlet, unseen, finds him at prayer, and is about to
kill him, but postpones his vengeance until another occasion
for fear of sending his uncle’s soul to Heaven rather than to
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Hell. 3.4 Polonius hides behind the arras in Gertrude’s closet:
Hamlet arrives and retorts so violently to her rebukes that she
fears he may kill her. Polonius cries out and Hamlet, thinking
it is Claudius, stabs him fatally through the arras. Hamlet,
hinting at his father’s murder, and comparing pictures of his
father and his uncle, reproaches his mother for her remar-
riage: as he rants, the Ghost, unseen by Gertrude, reappears
and urges him not to be distracted from his revenge. Ham-
let assures Gertrude he is not insane and makes her prom-
ise secrecy before dragging off Polonius’ body. 4.1
Claudius, learning of Polonius’ death from Gertrude, sends
Rosencrantz and Guildenstern to seek Hamlet: with great
difficulty they bring the morbidly joking prince before
Claudius, who tells Hamlet he is to be sent at once to England
for his own protection but who discloses in soliloquy that he
is sending letters along with the Prince instructing the English
authorities to kill him. 4.4 Fortinbras leads his army, by per-
mission, across Danish territory. (In the ‘good’ quarto of the
play, Hamlet, on his way to England, sees this and reflects
self-critically on the contrast between Fortinbras’ vigorous
ambition and his own slow revenge.) 4.5 Ophelia, mad since
her father’s death, comes to Gertrude and to Claudius, singing
distractedly: Laertes, at the head of a mob, arrives to demand
vengeance for Polonius’ death, for which he blames Claudius,
but his anger dissipates when he sees his sister, who distributes
herbs. Claudius promises to explain the circumstances of
Polonius’ death and to assist Laertes’ revenge against the real
criminal. 4.6 Horatio receives a letter from Hamlet explaining
that he alone has returned to Denmark on board a pirate ship
which intercepted his. 4.7 Claudius, conspiring with Laertes,
also receives word from Hamlet: the two resolve that Laertes
shall kill Hamlet as if by accident in a fencing match, Laertes’
unblunted point made the more lethal by venom, with a
poisoned drink ready for the Prince should this fail. Gertrude
arrives and narrates how the mad Ophelia has drowned.

5.1 Two gravediggers are jesting at their work. Hamlet,
arriving with Horatio, banters with one of them, before
learning that one of the skulls they have just uncovered is that
of the jester Yorick he knew as a child. His reflections on
mortality are interrupted by Ophelia’s funeral procession,
and when Laertes leaps into her grave in extravagant grief
Hamlet steps forward, declares himself to the assembled
court, and leaps in too. The struggling Laertes and Hamlet are
parted, and Claudius promises Laertes that their planned
revenge will be immediately put into motion. 5.2 Hamlet tells
Horatio how, on board ship, he secretly unsealed Rosencrantz
and Guildenstern’s letter to the English King and, discovering
its contents, substituted a forgery telling the King to have
Rosencrantz and Guildenstern killed instead. The affected
courtier Osric brings Laertes’ challenge to a fencing bout,
which a fatalistic Hamlet, despite his forebodings, accepts.
Claudius, Gertrude, and their court arrive and, after cere-
monial apologies, Hamlet and Laertes duel. Hamlet is win-
ning at first, and declines the poisoned cup, from which
Gertrude unwittingly drinks. Laertes wounds Hamlet, but in
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a scuffle they exchange rapiers and he too is wounded with the
envenomed point. Gertrude collapses, knowing she has been
poisoned, and dies, and the dying Laertes tells Hamlet of the
plot to kill him, blaming Claudius. Hamlet stabs Claudius
and forces him to drink some of the remaining poison: he
dies, and Hamlet and Laertes exchange forgiveness before
Laertes’ own death. Hamlet prevents Horatio from drink-
ing poison, begging him to live on in order to tell his story,
and, after hearing the approach of Fortinbras’ army and
prophesying that Fortinbras will be the next king, the
Prince dies. Fortinbras, accompanied by the English ambas-
sadors who have come to report the deaths of Rosencrantz
and Guildenstern, takes control and makes arrangements for
Hamlet’s military funeral.

ARTISTIC FEATURES: Hamlet is characterized by an un-
precedented range of dramatic techniques and styles, but the
most central is that of the soliloquy: Hamlet’s ‘O that this too
too solid flesh would melt ... (1.2.129—58), ‘O, what a rogue
and peasant slave am I ..." (2.2.553~607), and “To be, or not
to be ...” (3.1.58-90) are among the most famous opportun-
ities in the world’s theatrical repertoire for an actor to exhibit
consciousness in action. The play combines a powerful im-
pression of design (with, for example, its careful parallels
between the families of Hamlet, Laertes, and Fortinbras) with
an equally strong effect of casual improvisation, its inset
stories (and, indeed, its play-within-a-play) perpetually cut
short by new circumstances. The Prince himself seems to step
outside the conventions of the *revenge tragedy to reflect on
his own predicament and comment on his own volatile im-
promptu performances in the successive episodes which
overtake him, to such an extent that, despite being the most
familiar play in the world, Hamlet still seems one of the most
excitingly unpredictable, its ending as abrupt and tragic an
interruption as ever.

CriTicaL HISTORY: It would be impossible, even in a
book-length study, to do full justice to any more than the bare
outlines of this play’s impact, not just in literary criticism and
on the stage, but on Western culture at large: its characters
have entered the realm of myth, and its motifs have been
endlessly reworked, in *fiction (*Gothic and otherwise),
*painting, *opera, and *film no less than in subsequent drama
(from *Middleton’s Revenger’s Tragedy through 19th-century
*burlesque to *Chekhov and *Stoppard and beyond). It has,
indeed, had a profound effect on conceptions of Shakespeare
himself, the rumour that Shakespeare originally played the
Ghost (recorded by *Rowe in 1709) shaping many subsequent
views of Shakespeare’s relations to his texts and their latter-
day interpreters.

The play has held such an important place in the literary
canon that the history of writing about Hamler is practically
the history of literary criticism itself, successive interpreters
and schools of thought inevitably having to try out their
ideas, sooner or later, on this most celebrated and enigmatic
of texts. In the 18th century strict *neoclassical critics such as
*Voltaire objected to the indecorous gravediggers and to the
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concluding proliferation of onstage deaths, but its English
popularity never wavered, Dr *Johnson defending its range
and variety. The *Romantics found Hamlet’s interview with
the Ghost particularly sublime, and were above all preoccu-
pied with the Prince’s apparent paralysis of will, *Coleridge
and *Hazlite reflecting on the relations between thought and
action in ways heavily influenced by *Goethe and *Schlegel.
From then until the late 20th century much writing about the
play was dominated by the question of Hamlet’s character,
his sanity or otherwise, and why he delays. A. C. *Bradley
influentially found the core of the play’s power in its juxta-
position of the scope of human thought with the limitations
of mortality: other scholars continued to worry at a number
of more local questions which the play deliberately leaves
unresolved, such as the extent of Gertrude’s guilt, the nature
of the Danish succession, and the precise status of the Ghost
(who, apparently on temporary release from Purgatory, seems
to belong to a Catholic theology rather than a Protestant
one). The emergence of *Marxist criticism saw the Prince
variously lauded as a revolutionary ahead of his feudal time
and reviled as a vacillatingly uncommitted bourgeois intel-
lectual, but the play has been more central to the development
of *psychoanalytic criticism, and indeed of psychoanalysis
itself. Since the time of *Malone Hamlet had been regarded as
especially revealing of Shakespeare’s own emotional nature
(its plot occasionally related both to the death of Shake-
speare’s father John in 1601 and to the death of his son
Hamnet in 1596), and in 1919 T. S. *Eliot famously declared
the play an artistic failure on the grounds that Shakespeare’s
depiction of Gertrude did not supply an adequate ‘objective
correlative’ for the private sense of disgust with which he felt
the play was nonetheless overburdened. Eliot’s concerns
substantially overlap with those of Sigmund *Freud, who
refers to the play in outlining his theory of infantile repression
in The Interpretation of Dreams (1900), and whose idea that
Hamlet is immobilized in part because he too desires Ger-
trude and has entertained murderous wishes against his father
was influentially developed by Ernest Jones in Hamlet and
Oedipus (1949). Since then Hamlet’s dealings with Gertrude
and Opbhelia have continued to preoccupy psychoanalytic
criticism and the *feminist and deconstructive strains which
have derived from it, while historically inclined commenta-
tors of different shades have related the play to the fall of the
Earl of *Essex, the Elizabethan succession crisis, Renaissance
attitudes to *death, the Reformation, and the philosophy of
*Montaigne, among much else.

STAGE HIsTORY: The play seems to have been an imme-
diate success, performed in London, the universities, the
provinces, on the Continent, and even at sea, as allusions by
*Keeling, *Ratsey, and others, and the existence of Der
*Bestrafte Bruder-mord, testify. The role of the Prince was
almost certainly created by Richard *Burbage, and was as-
sumed after his death by Joseph *Taylor. Popular enough to
survive in performance during the Puritan Interregnum, al-
beit only as the *droll The *Grave-Makers, the play was

assigned to *Davenant’s company at the Restoration, since
which time an unbroken line of leading actors have measured
themselves against its title role, starting with *Betterton (from
1661 until his retirement more than 40 years later) and
extending through *Garrick, *Kemble, *Kean, *Macready,
*Sullivan, *Forrest, *Booth, and *Irving to *Barrymore,
*Gielgud, *Olivier, *Burton, *Pennington, and *Branagh,
among many others. It would in fact be hard to list any major
anglophone actors who have not played Hamlet. The play has
been equally important, since the early 19th century, in the
theatres of (in particular) *France, *Germany, *Russia, and
*Scandinavia: furthermore the title role’s sensitive qualities
have attracted not only actors but actresses, including Sarah
*Siddons, Asta Nielsen, and, most famously, Sarah *Bern-
hardt. Long even without editorial conflation of the quarto
and Folio versions, the play has usually been shortened in
performance, the Fortinbras plot often disappearing entirely:
over the course of his career Garrick gradually restored many
formerly cut lines, but at the expense of the gravediggers,
whom he excised, along with Ophelia’s funeral and Laertes’
death, in 1772. Broadly speaking, the 18th-century Hamlet
was less indecisive than the Romantic one exemplified by
Kemble, Kean, and their Victorian successors, who was an
idealized figure too complex and imaginative for the corrupt
world in which he found himself. In the 20th century, this
tradition was notably sustained by Gielgud, who played the
role at different times between 1930 and 1944, while his con-
temporary Olivier experimented with a Freudian approach to
the Prince’s psychology in 1937. Since then the Prince has
often been played less sympathetically (David ~Warner’s
sullen student in Peter *Hall’s production of 1965, and Ben
*Kingsley’s determinedly ungraceful Prince in Buzz *Good-
body’s of 1970, stand out), while the play’s interest in an
isolated, anxious, and possibly disordered consciousness has
lent it ideally to the methods and concerns of modernism and
postmodernism, notable avant-garde readings of the play
including those of Charles *Marowitz, Peter *Brook, Heiner
*Miiller, and Robert *Lepage. MD

ON THE SCREEN: A five-minute French version (1900) is
the earliest on record, but the significant achievements on
silent film are the 1913 Hamlet with Sir Johnstone Forbes-
Robertson in the title role, and Svend Gade’s film with Asta
Nielsen as the Prince (1920). Ernst Lubitsch’s 99-minute 7o
be or not to be (1942) might be seen as opening the way for the
sound films that were to follow, but the best-known Hamlet
remains Laurence *Olivier’s 1948 film, in which the 40-year-
old Olivier played the title role and was director. There is
about the camera’s elegiac journey into and through the
loneliness of the Prince a nostalgia which arguably reflects the
mood of post-war Europe. Sixteen years later the Russian
director Grigori *Kozintsev made his Hamlet (1964). Like
Olivier’s, it was filmed in monochrome, but Kozintsev
dramatized his images in a more arresting way. There is a
starkly elemental basis to his cinematography and his is a
more vigorously political view of the play than Olivier’s. Less
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cinematic was Tony *Richardson’s adaptation (1969) of his
Round House theatre production, with Nicol *Williamson as
a Hamlet who was more student than Prince. Franco *Zefhi-
relli’s Hamlet (1990) with Mel Gibson in the title role is a
move away from psychological complexity, and is more
consciously an attempt to present the drama in a fragmented
cinematic style. Using little more than 30% of the full text,
Zefhrelli’s priority was clearly to target a young audience with
a racy film made up of short-duration shots. Kenneth
*Branagh’s Hamler (1996) incorporates the First Folio text
uncut with some additions from the second quarto. The
complete version lasting over four hours is filmed on a lavish
scale and the cast lists an array of famous names even in the
small parts. The inclusion of a number of American film
actors moves the film away from the British tradition of
casting established stage actors for Shakespeare film roles. A
shortened two-hour version has been edited from the original.
Branagh’s choice of late 19th-century costuming contrasts
with Michael Almereyda’s modern-dress version, released in
2000, with Ethan Hawke as a New York businessman Prince
and Sam Shephard as the Ghost. AD

RECENT MAJOR EDITIONS
Harold Jenkins (Arden 2nd series, 1982); Philip Edwards (New
Cambridge, 1985); George Hibbard (Oxford, 1987)

HARLEQUIN STUDENT

SOME REPRESENTATIVE CRITICISM

Alexander, Peter, Hamlet, Father and Son (1955)

Bradley, A. C., Shakespearean Tragedy (1904)

Dietrich, Julia, ‘Hamlet’ in the 1960s: An Annotated Bibliography
(1992)

Eliot, T. S., ‘Hamlet and his Problems’ (1919), in Selected Essays
(1932)

Ferguson, Margaret, ‘Hamlet. Letters and Spirits’, in Patricia
Parker and Geoffrey Hartmann (eds.), Shakespeare and the
Question of Theory (1985)

Foakes, R. A., Hamlet versus Lear (1995)

Mander, Raymond, and Mitchenson, John, Hamlet through the
Ages (1952)

Neill, Michael, Issues of Death: Mortality and ldentity in English
Renaissance Tragedy (1998)

Raven, Anton A., A ‘Hamler’ Bibliography and Reference Guide,
1877~1935 (1936)

Robinson, Randal F., ‘Hamlet’ in the 1950s: An Annotated Bibli-
ography (1984)

Rose, Jacqueline, ‘Sexuality in the Reading of Shakespeare:
Hamlet and Measure for Measure , in John Drakakis (ed.), A/
ternative Shakespeares (1985)

Showalter, Elaine, ‘Representing Ophelia’, in Patricia Parker and
Geoffrey Hartmann (eds.), Shakespeare and the Question of
Theory (1985)

Weitz, Morris, ‘Hamlet’ and the Philosophy of Literary Criticism
(1964)

Wilson, John Dover, What Happens in ‘Hamlet’ (1934)

Shakespeare’s unusual open ‘a’ with a hori-
zontal spur at the back appears in a signature
from 1612 as well as in the More manuscript.
This practice of leaving the ‘a’ open at the top
like a ‘u’ may help explain the frequency of 2 :
misreadings in texts set into type from Shake-
spearc’s foul papers: ‘Gertrad’ for *‘Gertrude’,
‘sallies’ for ‘sullies’, ‘rain’ for ‘ruin’, and
‘quietas’ for ‘quietus’ in the second *quarto of
Hamler. Similarly, Shakespeare’s habit of writ-
ing lower-case ‘e’ with the loop reversed may lie
behind the many e¢:d misreadings in the
printed texts of his plays, such as ‘didst’ for
‘diest’ in Q2 Hamlet. ER

Dawson, Giles E., ‘Shakespeare’s Handwriting’,
Shakespeare Survey, 42 (1990)

Schoenbaum, Samuel, William Shakespeare: Re-
cords and Images (1981)

hangings. Sce DEATH; HELL; STAGE DECOR-
ATION, ELIZABETHAN.

Hanmer, Sir Thomas (1677-1746), Speaker of
the House of Commons. After retiring from
Parliament, Hanmer produced an opulent edi-
tion of Shakespeare published by the Clarendon
Press at Oxford (1744). Hanmer’s editorial
method was lax (he took his text from Alexan-
der *Pope’s earlier edition and made no attempt
to collate it with other texts), but the edition
itself was lavishly produced, with illustra-
tions and a costly binding. Although William
‘Warburton attacked Hanmer’s lack of historical
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and textual accuracy, the sales of Hanmer’s
edition soared while Warburton’s rival edition

was remaindered. Pope ridicules Hanmer in
The Dunciad 4 (11. 105-18). M

Harbage, Alfred (1901—76), American aca-
demic, author of influential studies of Shake-
speare’s Audience (1941) and Shakespeare and
the Rival Traditions (1952); editor of Annals
of English Drama 975-1700 (1940, rev. S.
Schoenbaum, 1964), and of the single-play ser-
ies the Pelican Shakespeare (1956-67), and its
collection as The Complete Works (1969).  TM

Hardy, Robert (b. 1925), English actor. In 1949,
Hardy joined the Shakespeare Memorial The-
atre where he played Banquo (1949), Oberon
(1959), and Edmund (1959). Since then he has
made a speciality of ‘quality’ television costume
drama, his roles including Coriolanus in The
Spread of the Eagle (1963), Hal/Henry v in An
Age of Kings (1960), and Leicester in Elizabeth R
(1971). BR

Harfleur, Governor of. Sec GoOVERNOR OF
HARFLEUR.

Harington, Sir John (1561-1612), Queen
Elizabeth’s godson. Harington was a court fa-
vourite commended for his witty epigrams. He
became one of Essex’s entourage and followed
the Earl to Ireland, though he took no part in
the rebellion which finally led to the Earl’s
execution. After Elizabeth’s death, Harington

remained at court as tutor to Prince Henry. His
literary works include a collection of miscellan-
eous verse called Nugae antiquae, not published
until 1769, and, most importantly, a celebrated
translation of Ariosto’s Orlando furioso, pub-
lished in 1591, which he claimed had been com-
missioned by Elizabeth herself. Shakespeare
probably knew Ariosto’s romance through
Harington’s translation. JKS

‘Hark, hark, the lark’, an aubade (dawn song),
sung by a musician in Cymbeline 2.3.19. An an-
onymous MS setting from Shakespeare’s time
or not long after has been attributed to Robert
*Johnson, in which case it may have been used
in an early production. The best-known setting
since is *Schubert’s ‘Standchen’ (1826), with
translation by *Schlegel. JB

Harlequin's Invasion: A Christmas Gambol
(1759), a Shakespearian entertainment devised
by *Garrick and the first pantomime to feature
a speaking Harlequin, celebrated military vic-
tories against the French, promoted English
culture, featured a replica of *Scheemakers’s
monument, and concluded with the singing of
‘Heart of Oak’, Garrick’s popular, patriotic
CMSA

song.

Harlequin Student; or, The Fall of Panto-
mime, with the Restoration of the Drama,
by Henry Giffard, possibly *Garrick’s Lon-
don debut, was performed at Goodman’s



HARP

Fields in 1741. It concluded with a speech by
Jupiter promoting Shakespeare above ‘Foreign
Mimes’ and the display of a replica of *Schee-
makers’s *Westminster abbey monument.

CMSA

harp, an important instrument in Shake-
speare’s time, but with little surviving repertoire
since playing depended on extemporization and
memory. It was smaller than the modern con-
cert harp; tone might be altered to produce a
buzzing sound with ‘brays’, metal pins brought
just into contact with the strings near the tuning

pegs. JB

Harris, Frank (James Thomas) (1856-1931),
[rish journalist. Harris believed he had dis-
covered the man behind the dramatic mask:
first in “The True Shakespeare’ (Saturday Re-
view, Mar. 1898); later The Man Shakespeare and
his Tragic Life Story (1909) became a popular
sensation by interpreting the plays as the in-
timate autobiography of a turbulent soul. In
The Women of Shakespeare (1911), Harris recre-
ates four influential women: his mother, his
wife, his mistress, and his daughter Judith.
Harris’s play Shakespeare and his Love (1910)
disputes unsuccessfully the imaginative right to
Mistress Mary Fitton with Bernard Shaw’s The
Dark Lady of the Sonners (1910). ™

Harris, Henry (c.1634-1704), a prominent actor
(and perhaps scene-painter) with Davenant’s
Duke’s Company, he played Horatio to Bet-
terton’s Hamlet in 1661, Romeo in 1662, then a
range of comic and serious roles including An-
drew Aguecheek and a praised Wolsey. In 1671
he became joint manager of Dorset Garden
theatre with Betterton. CMSA

Harrison, George Bagshawe (1894-1991),
English academic. Author of Shakespeare: The
Man and his Stage (1923), and Shakespeare under
Elizabeth (1933), which speculates on the black
prostitute Lucy Negro as a possible Dark Lady.
His widely diffused Penguin editions of each
play (1937—59) were based on the Folio text, but
™

with only limited annotation.

Harrison, William (1534—93), English clergy-
man and historian, author of An Historical
Description of the Island of Britain. This work
was published as part of *Holinshed’s Chronicles
in 1577 and again, in expanded form, in the
Chronicles of 1587. Shakespeare may have turned
to Harrison’s account of pre-Christian Britain

for King Lear. JKS

Harry, Prince. See HENrY 1v PARTS 1 and 2;
HEeNRry v.

Harsnett, Samuel (1561-1631), Protestant
chaplain and polemicist who served in 1599 as
licenser for books, responsible for censoring se-
ditious material. By authorizing a history which
celebrated *Essex at the height of the Irish de-

bacle, Harsnett was threatened with imprison-
ment but managed to avoid that fate. In the
same year he published his Discovery of the
Fraudulent Practices of John Darnel, followed by
alonger study, A Declaration of Egregious Popish
Impostures, in 1603. Both exposed the Catholic
practice of exorcism as a pernicious trick closely
related to those deceptions practised on the
contemporary stage. That Shakespeare knew the
Declaration is made clear by King Lear. Deep
structural and symbolic parallels have been
perceived between the two. More obviously,
Edgar’s physical ‘mortification’ as Poor Tom
and much of what he says to create the impres-
sion of madness derive from the description of
those who are equally fraudulent in Harsnett’s
tract. The Declaration’s influence may also have
extended to Pericles and The Tempest. JKS

Brownlow, F. W., Shakespeare, Harsnett and the
Devils of Denham (1993)

Greenblatt, Stephen, ‘Shakespeare and the
Exorcists’, in Patricia Parker and Geoffrey
Hartmann (eds.), Shakespeare and the Question
of Theory (198s)

Salingar, Leo, in Dramatic Form in Shakespeare
and the Jacobeans (1986)

Hart, William (d. 1616), Shakespeare’s brother-
in-law, husband of Joan *Shakespeare. Their
marriage is not found in the Stratford register,
and he is first recorded in the entry for the
baptism of his son, also William, on 28 August
1600. At the christening of his second son and at
his burial on 17 April 1616—a week before
Shakespeare died—he is identified as a hatter.
Sw

Harvard, John (1607—38), founder of Harvard
University; son of Robert Harvard, a Londoner
who in 1605 married Katherine Rogers in
Stratford. They lived in Southwark near the
Globe. In 1596 her father Thomas, a prosperous
butcher, had rebuilt his house in the High
Street, Stratford, with splendid carved-wood
decorations. Now known as Harvard House, it
is administered by the Shakespeare Birthplace
Trust. SwW

Harvey, in 1 Henry 1v, is one of *Oldcastle’s
(Falstaff’s) companions. Harvey was Shake-
speare’s first name for Bardolph, changed at the
same time as Oldcastle’s name was changed to

Falstaff and Rossill (*Russell) to Peto. AB

Harvey, Gabriel (c.1550-1631), poet, pamph-
leteer, and controversial Cambridge academic.
In 1580 he published his correspondence with
Edmund *Spenser, Three Proper, and Wiy,
Familiar Letters, which discusses their experi-
mental efforts to compose English verse in clas-
sical metres. Later he became embroiled in a
literary quarrel with Thomas *Nashe, who
goaded him into writing Pierce’s Supererogation
(1593), stuffed with intriguing critical assess-
ments of contemporary writers. The quarrel

ended when both men (with several others) had
their works publicly burned by the Church in
1599. Harvey scribbled valuable notes all over
the books in his vast library. Some of these
pertain to Shakespeare. RM

Harvey, Sir John Martin (1863-1944), English
actor-manager who, after fourteen years with
*Irving (1882—96), established himself inde-
pendently. He gradually introduced Shake-
speare into his repertoire: Hamlet (1904), less
dominated by the Prince than was usual; a
surprisingly debonair and picturesque Richard
1t; The Taming of the Shrew as Petruchio to his
wife Nina de Silva’s (1869-1949) Katherine,
with Sly present throughout and the scenery
changed in the audience’s view; and a patriotic
Henry v in the Elizabethan manner in 1916.

RF

Harvey, Sir William (d. 1642), courtier. Harvey
in 1598 married the third Earl of *Southamp-
ton’s widowed mother. He has been linked
hypothetically with ‘M" W. H.” in the dedica-
tion to Shakespeares Sonnets (1609), and with “W
Har’, who in Epicedium (1594) alludes to
Shakespeare’s Lucrece. PH

Hastings, Lord. (1) In Richard Duke of York (3
Henry vi) he is one of Edward 1v’s supporters,
helping him escape Warwick (4.7.82). In Rich-
ard 11 he refuses to help Richard seize the
throne (3.2), is accused by him of protecting the
‘witch’ Jane Shore, and executed (3.4). His ghost
appears at *Bosworth. He is based on William,
Lord Hastings (c.1430-83). (2) One of the
rebel leaders in 2 Henry 1v; he is sent to execu-
tion with the Archbishop of York and Mowbray
by Prince John, 4.1. He is based on Sir Ralph
Hastings (d. 1405). AB

Hastings, Sir Ralph. See Hastings, Lorp.

Hathaway, Anne (?1555—1623), Shakespeare’s
wife, daughter of Richard Hathaway (d. 1581),
whose father John held land and a house called
Hewlands (see ANNE HatHAwWAY'S COTTAGE)
in Shottery, near Stratford, in 1556. One of
seven children, she was born in 1555 or 1556,
judging by the inscription on the brass marking
her grave, which says that she was ‘of the age of
67 years” at her death on 6 August 1623. Her
father left her 10 marks to be paid on her mar-
riage. Her brother Bartholomew succeeded to
his father’s copyhold when their mother died, in
1599. In 1610 he paid £200 to buy the house and
other property outright. He left them to his son
John in 1621, naming John *Hall as overseer of
his will; the house belonged to his descendants
till 1838.

A record of Shakespeare’s courtship may
survive in the wordplay of his Sonnet 145, which
ends:

‘I hate’ from hate away she threw,
And saved my life, saying ‘not you.’
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On 27 November 1582 the Bishop of Worces-
ter licensed marriage ‘inter W™ Shaxpere et
Annam whateley de Temple grafton’. That
‘whateley’ is a simple error is suggested by a
bond of 28 November, in the large sum of £40,
by which Fulk Sandells and John Rychardson of
Stratford exempted the Bishop from liability if
there was any irregularity in a marriage between
‘william Shagspere’ and ‘Anne hathwey of
Stratford in the Dioces of worcester maiden.’
Sandells had been overseer of Richard Hath-
away’s will, and Rychardson a witness. As a
minor, Shakespeare could not marry without
his father’s consent; presumably Sandells and
Rychardson had to testify, among other things,
that he had it.

The licence gave permission to marry after
one asking of the banns, which were forbidden
from Advent Sunday (2 December in 1582) to 13
January. This is presumably because Anne was
pregnant: their first child, *Susanna, was bap-
tized on 26 May 1583. The marriage licence
suggests that Anne may have been living at
Temple Grafton, though the bond describes her
as of Stratford. The marriage is not recorded in
the Stratford register, but could have been sol-
emnized at one of the neighbouring villages,
Temple Grafton, Bishopton, or *Luddington,
for none of which the records survive. Twins,
*Hamnet and *Judith, were baptized in Strat-
ford on 2 February 1585. In 1601 Anne was
mentioned in the will of Thomas *Whittington
as holding money on his behalf.

The Shakespeares’ first house of their own
appears to have been *New Place, which Wil-
liam bought in 1597. Shakespeare must have
spent much time in London, though his many
recorded business transactions in Stratford-
upon-Avon and the neighbourhood suggest
that he frequently returned to the area, and he
seems to have lived there permanently in his last
years. He does not mention Anne by name in
his *will, though he left her ‘my second best bed
with the furniture’. She would have been legally
entitled to a share in her husband’s estate, along
with the right, which she seems to have exer-
cised, to continue to live in New Place. A late
17th-century legend says that she and her
daughters wished to be buried in her husband’s
grave (see DowpaLL, JoHN). Her gravestone
lies next to his, and immediately below his
monument, in the chancel of Stratford-upon-
Avon church. A brass plate carries an inscription
written perhaps by her son-in-law John *Hall:

Heere lyeth interred the body of Anne wife

of William Shakespeare who departed this

life the 6th day of August 1623 being of the

age of 67 yeares:

Vbera, tu mater, tu lac, vitamque dedisti:

Vae mihi: pro tanto munere saxa dabo?
Quam mallem amoueat lapidem bonus Angelus
orem!

Exeat, ut Christi corpus, imago tua.

Sed nil vota valent; venias cito, Christe! resurget
Clausa licet tumulo mater et astra petet.

Translated, these Latin elegiacs mean:
Breasts, O mother, milk and life thou didst

give. Woe is me—for so great a boon shall 1
give stones? How much rather would I pray
that the good angel should move the stone so
that, like Christ’s body, thine image might
come forth! But my prayers are unavailing.
Come quickly, Christ, that my mother,
though shut within this tomb, may rise again
and seck the stars.

We have no direct information other than that
given here about the relationship between
Shakespeare and his wife. Schoenbaum, in his
Compact Documentary Life (not in the original),
reproduces a drawing, dated 1708, by Sir Na-
thaniel Curzon purporting to be of ‘Shake-
spear’s Consort’ which is preserved in a copy of
the Third *Folio, and the *forgeries of William
Henry Ireland include a love letter from her

husband. SwW

Schoenbaum, S., William Shakespeare: A Docu-
mentary Life (1975, compact edn. 1977)

Hauptmann, Gerhart (1862-1946), German
dramatist. Despite the naturalism of his early
plays, Hauptmann was constantly involved with
Shakespeare. He adapted The Tempest in his
play Indiphodi (1920), arranged Hamlet for the
Dresden stage (1927), wrote a play on the hero’s
student life (Hamlet in Wittenberg, 1936) and a
novel about a Hamlet performance that also al-

luded to Goethe’s Wilhelm Meister. WH

hautboy, or shawm, a loud double reed wind
instrument and ancestor of the oboe; ‘hautboys’
occurs as a stage direction for scenes of ban-
queting and entertainment, e.g. 7Timon of Ath-
ens 1.2.0pening, /B

Hawkins, William (1722-1801), English cler-
gyman and poet. As professor of poetry at Ox-
ford, he delivered the first-ever series of lectures
devoted to Shakespeare (1751-6). He also wrote
a strongly nationalistic adaptation of Cymbeline
(1759) in which he attempted to make the play
M

more modern and thus more ‘rational’.

hay (hey), dancers interweaving by passing each
other alternately to left and to right. References
in Love’s Labour’s Lost 5.1.147 and in Heywood’s
A Woman Killed with Kindness suggest that the
hay was considered a dance in its own right, as
well as a choreographic device. /B

Haydn, Franz Josef (1732-1809), Austrian
composer. His only known Shakespeare setting
is the canzonetta ‘She never told her love’ (1795)
from Twelfth Night. The incidental music for
King Lear (1806) attributed to Haydn is almost
certainly the work of others (possibly K. D.
Stegmann or Josef von Blumenthal). IBC

Hayman, Francis (1708-76), English painter
and illustrator. After early success as a scene

HAzZLITT, WILLIAM

painter, Hayman established a remunerative
practice as a portrait painter. His living sitters
included David *Garrick and Mrs *Pritchard,
and he also executed a full-length retrospective
portrait of Shakespeare, sometimes known as
the “Willett portrait’, now in the *RSC Collec-
tion and Gallery. In 1741, Hayman was com-
missioned by entrepreneur Jonathan Tyers to
decorate the supper-boxes at Vauxhall Gardens
with pastoral and dramatic subjects: the re-
sults included scenes from King Lear, Hamler,
Henry v, and The Tempest. Hayman also pro-
duced designs for Thomas Hanmer’s edition of
Shakespeare plays, published in 1744, and for
Charles Jennen’s unfinished edition, aban-
doned in 1770. CcT

Hayward, Sir John (?1564-1627), author of the
First Part of the Life and Reign of Henry the
Fourth, published, with a dedication to the Earl
of Essex, in 1599. In 1600, Hayward was im-
prisoned for his work, which Shakespeare may
have seen in manuscript and used as a source for
Henry 1v. ()

Hazlitt, William (1778-1830), English critic.
Together with A. W. *Schlegel and Samuel
Taylor *Coleridge, one of the key figures in
*Romantic Shakespearian criticism. His Char-
acters of Shakespear’s Plays (1817), strongly in-
fluenced by the 1815 English translation of
Schlegel’s lectures, was the first inexpensive
play-by-play survey aimed at a wide readership.
As in much criticism of the period, there is an
emphasis on the interpretation of the leading
roles in the plays, but by ‘characters’ the title
means ‘distinctive traits—Hazlitt’s aim was to
sketch pen-portraits of the unique ‘character-
istics’ of each play. His own prose style plays a
part in some of the richest characterizations: the
essay on Coriolanus is abrasive, that on Macbeth
antithetical, on Hamlet inward-looking.

Hazlitt is most notable as a reader of the
tragedies, though he also included an influential
contrast between Shakespeare and Ben *Jonson
in his Lecriires on the English Comic Writers
(1819). Like the other Romantics, he identified
especially with the Prince of Denmark (Tt is we
who are Hamlet). His disquisition on the pol-
itics of Coriolanus (‘The language of poetry
naturally falls in with the language of power’)
led to a fierce dispute with the Tory critic
William Gifford. Hazlitt wrote venomously
of the hypocrisy of the powerful, and liked
minor characters who showed up their betters:
Barnardine in Measure for Measure ‘is a fine an-
tithesis to the morality and the hypocrisy of the
other characters in the play’.

Hazlitt’s abiding principle was ‘sympathy’,
the idea of the artist’s capacity to transcend
egotism: ‘The striking peculiarity of Shak-
speare’s mind was its generic quality, its power
of communication with all other minds—so
that it contained a universe of thought and
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feeling within itself, and had no one peculiar
bias . . . His genius shone equally on the evil and
on the good, on the wise and the foolish, the
monarch and the beggar.’ John *Keats heard
Hazlitt speak to this effect in Lectures on the
English Poets (1818) and went on to develop his
theory of the poet as a chameleon who delights
as much in an Jago as an Imogen.

Hazlitt was a passionate theatre-goer, al-
though he was infuriated by the practice of ad-
apting Shakespeare’s text and by the weakness
of the minor players in the star-based theatrical
economy of early 19th-century London. He was
generous in his praise of those actors who em-
bodied the art of sympathetic impersonation,
notably Sarah *Siddons for her Lady Macbeth,
John Philip *Kemble for his Coriolanus, Eliza
*O’Neill for her Juliet, and Edmund *Kean for
a succession of roles, beginning with Shylock
and Richard 1. He described Kean’s perform-
ance as Othello in the third act as ‘the finest
piece of acting that was ever seen’, but admired
his Iago almost as much. Hazlitt, who collected
his theatrical notices in A View of the English
Stage (1818), was Kean’s greatest apologist; his
reviews played a major part in the actor’s rise to
celebrity following his 1814 Drury Lane
debut. /Bt

Hazlite, William, Complere Works, ed. P. P.
Howe (21 vols., 1930—4)

Bate, Jonathan (ed.), The Romantics on Shake-
speare (1992)

Bate, Jonathan (ed.), Shakespearean Constitu-
tions: Politics, Theatre, Criticism I1730—1830
(1989)

Bromwich, David, Hazlitt: The Mind of a Critic
(1983)

Kinnaird, John, William Hazlizt: Critic of Power
(1978)

White, R. S. (ed.), Hazlitr’s Criticism of Shake-
speare: A Selection (1996)

headless line, a line of iambic verse that is
missing an initial unstressed syllable, sometimes
implying a degree of abruptness: ‘Stay, the King
hath thrown his warder down’ (Richard u
1.3.118). Not to be confused with otherwise
normal iambic lines that begin with a trochaic
foot: ‘Near to the King in blood, and near in
love’ (Richard 113.1.17) GTW

‘Heart’s Ease’, a popular song or tune referred
to by Peter in Romeo and Juliet 4.4.128. Two
*broadside ballad tunes survive. JB

heavens. Early playhouses such as the Theatre
and the Curtain had no substantial cover over
the stage, only a turret-like tiring house with
perhaps a short pentice extension. By 1595 the
Rose was fitted with a full cover which provided
protection for the actors’ (and soon after, the
onstage spectators’) costumes, and all subse-
quent playhouses copied this innovation. The
underside of the cover, the heavens, was brightly
painted with astral bodies and figures from

classical mythology and from the zodiac on a
background of marbling. Shakespeare’s charac-
ters commonly allude to the heavens: in 7izus
Andronicus 4.3 Titus and Marcus fire arrows
towards it, Othello swears by ‘yon marble
heaven’ (3.3.463), Timon of Athens speaks of
‘the marbled mansion all above’ (4.3.192),
Hamlet finds no pleasure in ‘this brave
o’erhanging, this majestical | roof fretted with
golden fire’ (2.2.302-3), and in Cymbeline
Giacomo commits to memory the detail that
‘The roof o th’ chamber | With golden
cherubins is fretted’ (2.4.87-8). GE

Hecate, originally a Greek divinity, had
evolved into the ruler of demons and *witches
by Shakespeare’s day. She appears in Macbeth
3.5 and 4.1. Many scholars have seen her lines as
interpolations, probably by Thomas *Middle-
ton. AB
Hector, the Trojan champion in Troilus and
Cressida, is killed treacherously by Achilles’
Myrmidons, 5.9. He is based on medieval in-
terpretations of the character from *Homer’s

1liad. AB
‘Hector’. See AkRmMaDO, DON ADRIANO DE.

Heine, Heinrich (1797-1856), German poet.
He criticized previous *Romantic views of
Shakespeare in Die romantische Schule (1836). In
Shakespeares Miidchen und Frauen (Shake-
speare’s Maidens and Women, 1839), one of the
first 19th-century books on the subject, his di-
gressive and often ironical texts accompany a
series of engraved portraits; they also contain a
vindication of Shylock. Shakespeare appears as
a character in Heine’s epic poem Atta Troll

(1847). WH

Helen. (1) According to Homeric legend, her
abduction by Paris caused the Trojan War. She
appears in Troilus and Cressida, 3.1. (2) The
heroine of All's Well That Ends Well, an orphan
under the protection of the Countess of Rous-
sillon, who falls unrequitedly in love with Ber-
tram, but wins him through her relentless
resourcefulness. Editors often prefer ‘Helena’,
though she is called Helen except in stage dir-
ections (and once, in 1.1). (3) She is Innogen’s
lady-in-waiting, Cymbeline 2.2. AB

Helena. (1) Her love for Demetrius in A Mid-
summer Night’s Dream is eventually requited,
thanks to fairy magic. (2) All’s Well That Ends
Well. See HELEN. AB

Helenus, one of Priam’s sons, is a Trojan
warrior and priestin Troilus and Cressida.  AB

Helicanus, a lord of Tyre, is offered the crown,
Pericles 8, but defers accepting it out of loyalty
to the missing Pericles. AB

hell. The area underneath the stage, often used
to represent the underworld. Hellish characters
could emerge through a trapdoor set in the stage
or, if the underside of the stage was not boarded
in, through the hangings which concealed the
understage area. Occasionally an actor or mu-
sician might perform from within the hell, as
when the Ghost of Hamlet's father cries ‘Swear’
from under the stage (1.5.151) and when ‘Music
of the hautboys is under the stage’ in Anrony and
Cleopatra (4.3.10). GE

Helpmann, Sir Robert (1909—96), Australian
actor and all-round man of the theatre. With
some experience as a dancer in his native land he
joined Sadler’s Wells Ballet in London, excel-
ling in character parts. At the Old Vic in 1937 he
played Oberon in a lavish Midsummer Night's
Dream and in 1942 choreographed a surrealist
ballet Hamlet to a scenario by his lover Michael
*Benthall under whose direction he often acted.
He played Hamlet for the Old Vic in 1944 and
in Stratford in 1945, where he also played a foxy
King John and a malevolent Shylock but was
frustrated in his desire to add the shrew Kath-
erine. During Benthall’s long, successful dir-
ectorship of the Old Vic he both appeared in
and directed plays by Shakespeare and also
played Shylock, Petruchio, and Angelo in an
Australian tour with Katharine Hepburn as co-
star. After Benthall’s death in 1974 he ran the
Australian National Ballet. A cruelly accurate
mimic, he seems to have been more feared than

loved by his fellows. Mf

Heminges, John (1566-1630), actor (Strange’s
Men by 1593, *Chamberlain’s/King’s Men 1596—
1630) and business manager for the King’s Men.
Heminges was about to become free of his
apprenticeship as a grocer when he married
Rebecca Knell, the 16-year-old widow of Wil-
liam Knell (a Queen’s Men actor), on 10 March
1588. By May 1593 Heminges was an actor with
Strange’s Men and by the end of 1596
Heminges was a Chamberlain’s Man, receiving
with George Bryan the payment for their court
performances; throughout his career, especially
after 1611, Heminges’s business skill was as im-
portant as his acting. In 1599 Heminges became
one of the original *Globe housekeepers and in
1608 one of the *Blackfriars housekeepers, and
he managed to increase his shares to a one-
quarter holding in each by the time of his death.
Heminges probably owned the taphouse which
adjoined, and which in 1613 caught fire from,
the first Globe and he certainly had a house
(possibly also a taphouse) adjoining the second
Globe. In 1611 Heminges’s daughter Thomasine
married the King’s Man William Ostler who
died intestate on 16 December 1614 leaving his
widow shares in the company playhouses over
which father and daughter fought in the courts.
The legal records of this battle are an important
source of our knowledge about the ownership of
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the playhouses. Heminges appears as himself in
the Induction to *Marston’s The Malcontent
and is named as an actor in company cast lists
for *Jonson’s Every Man in his Humour, Every
Man out of his Humour, Sejanus, Volpone, The
Alchemist, and Catiline. A surviving copy of
Jonson’s 1616 folio has a handwritten Jacobean
annotation assigning Heminges the part of
Corbaccio in Volpone alongside Nathan Field as
Voltore, and since the latter did not the join the
King’s Men until 1616 Heminges’s acting career
seems to have lasted until his early fifties. In 1619
Heminges’s wife Rebecca died and in 1623 he
and Henry Condell produced the Shakespeare
*Folio. Towards the end of his life Heminges
was almost solely responsible for the business
affairs of the King’s Men. After his death in
1630, Heminges’s son William sold Globe and
Blackfriars shares to the King’s Man John
Shank, triggering the dispute recorded in the
Sharers Papers. GE

Henderson, John (1747-85), actor. He was an
immediate sensation as Hamlet at Bath in 1772
(followed by Richard 11, Benedick, and Hot-
spur). *Garrick’s jealousy allegedly delayed his
London debut but he achieved success as Shy-
lock for *Colman at the Haymarket and, while
continuing to play Hamlet and a range of roles,
he excelled as lago. CMSA

hendiadys, a rhetorical figure in which two
terms, usually nouns, are coupled by ‘and’ to
form a single complex idea, where one would
expect a noun qualified by an adjective: ‘a tale |
Told by an idiot, full of sound and fury (instead
of furious sound), Macbeth 5.5.26—7.

CB/IGTW

Henley Street, the street in Stratford in which
Shakespeare’s father was living by 1552, when he
was fined for making a dungheap there, and
where he owned property at the time of Wil-
liam’s birth in 1564. His house, now known as
the *Birthplace, passed to William on his
father’s death. Sw

Henri v (1553-1610), King of Navarre and
France. Henri de Bourbon, King of Navarre,
succeeded his cousin Henri 111 as King of France
in 1594: his accession may have motivated
Shakespeare’s depiction of the King of Navarre
in Loves Labour’s Lost. He was a Huguenot
Protestant, greatly admired in England until his
conversion to Roman Catholicism, to secure
the succession, reportedly with the words ‘Paris
vaut bien une messe’ (Paris is well worth a
mass). Thereafter he was often cited as a model
of French faithlessness and hypocrisy. His claim
to the French throne depended on the Salic
Law, firmly rejected by the King’s advisers in
Henry v. It is probably also relevant that the
Duke of Bourbon is represented in the play as a
pompous braggart. SO
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Wormersley, David, ‘France in Shakespeare’s
Henry v’, Renaissance Studies, 914 (Dec. 1995)

Henriad. A modern nickname for the Second
*Tetralogy, particularly the two Henry v plays
and Henry v, coined by anology with *Virgil’s
Aeneid. Tt implies that these plays are Shake-
speare’s epic, with Prince Harry, later Henry v,
as their epic hero. MD

Henrietta Maria (1610-66), Queen of Eng-
land, consort of *Charles 1, posthumous
daughter of *Henri 1v of France and Marie de
Meédicis. Her marriage to Charles as Prince of
Wales was a triumph of *James 1's ecumenism,
and she maintained her Roman Catholic faith
throughout her life. From her arrival in Eng-
land, she was an enthusiastic patron of theatre,
not only dancing in *masques, but commis-
sioning plays in which she and her ladies took
speaking roles. These were widely condemned
and frequently cited as touchstones for the
immorality of the court, but the debate they
engendered opened the way to the domestica-
tion of actresses on the English stage at the
Restoration—the word ‘actress’ was first used in
reference to her. After the murder of the Duke
of Buckingham (1628), she became the King’s
chief confidante and adviser, and was often
blamed for his unpopular policies. During the
Civil War she actively supported the Royalist
cause, raising money and troops. She fled to
France in 1644, returning to England with
Charles 11 in 1660. SO

Henry v (1366-1413), King of England (reigned
1399-1413 after supplanting *Richard 11), sur-
named Bolingbroke. See RicHarD 11; HENRY 1v
PART 1; HENRY 1V PART 2. AB

Henry iv Part 1 (see page 188)
Henry v Part 2 (see page 193)

Henry v (1387-1422), King of England (reigned
1413—22). See HENRY 1v PART 1; HENRY IV PART
2 (in which he is depicted as Prince Harry);
HEeNry v. AB

Henry v (see page 196)

Henry vi (1421-71), King of England (reigned
1422-71, though his rule was contested from
1455 onwards). See HENRY vi ParT 1; FIRsT
Part OF THE CONTENTION, THE; RICHARD,
Duke of York. AB

Henry viPart 1 (see page 200)

Henry vi Part 2. See First PART OF THE
CONTENTION, THE.

Henry viPart 3. See RicHaARD DUKE OF YORK.
Henry vii. See RicimonD, HENRY, EaRL OF.

Henry viii. See AvL Is TRUE.

HENRY FREDERICK, PRINCE OF WALES

Henry vin (1491-1547), King of England
(reigned 1509—47). See ArL Is TRUE; RELI-
GION. AB

Henry, Prince. Son of King John, he is present
at his father’s death, King fohn 5.7, becoming
Henry 1. AB

Henry, Prince of Wales. See HEnrY 1v ParTs 1
and 2; HENRY v.

Henry Frederick, Prince of Wales (1595-1612),
elder son of *James 1 and Anne of Denmark.
Outgoing and charismatic, his character was
antithetical to that of his withdrawn, intem-
perate, and awkward father. He had military
ambitions; his investiture as Prince of Wales in
1610 was celebrated with Prince Henry’s Barriers,
an extended display of jousting for which Ben
*Jonson wrote introductory speeches and Inigo
*Jones designed stage sets and costumes; and
subsequently on New Year’s Day 1611 with
Jonson’s and Jones’s Oberon, in which he
danced the role of the fairy prince—the masque
was originally planned to conclude with martial
games, but the King demanded a more courtly
and pacific culmination. His politics were ag-
gressively Protestant, in contrast to his father’s
commitment to accommodation with the
Catholic powers on the Continent. From the
age of 14 he maintained a large and increasingly
influential court, and was an enthusiastic patron
of the arts. Under the guidance of Arundel,
Salisbury, and Inigo Jones (whom he employed
as his surveyor), he amassed in a short period
one of the greatest art collections in England at
the time, which after his death formed the nu-
cleus of his brother Charles’s superlative col-
lection. He strongly supported his sister
*Elizabeth’s marriage to Frederick the Elector
Palatine, and deplored his father’s plans to
marry him to a Catholic princess, though he
was forced to acknowledge publicly that this
was a matter of state, not of his choosing. He
reportedly proposed following his sister and
brother-in-law to Germany at the head of a
Protestant army of liberation—something the
heir to the throne would certainly not have been
permitted to do. His death from typhoid fever
at the age of 18, a few months before his sister’s
marriage, was devastating to the nation’s mor-
ale, and it was widely rumoured that he had
been poisoned by Catholic sympathizers. Ac-
cording to Anthony Weldon in 1650, the King
himself was the prime suspect. The Winter’s
Tale was written in 1610, two years before
Henry’s death, but the play—with the sudden
death of Prince Mamillius, and the marriage of
his sister Perdita to a future king of Bohemia—
must have had an eerie topicality when it was
performed during the festivities leading to the
royal wedding in February 1613. N
Strong, Roy, Henry Prince of Wales (1986)
Weldon, Anthony, The Court and Character of
King James (1650)
(cont. on page 192)
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mmediately and enduringly popular, this rich and assured sequel to the events dramatized in

Richard 11 (1595) was probably composed and first acted in 1596: the changes to certain characters’

names, discussed below, was probably connected with court performances at the end of that year.

Text: The play was entered in the Stationers’ Register in
February 1598 (as “The history of Henry the mth with his
battle of Shrewsbury against Henry Hotspur of the North
with the conceited mirth of Sir John Falstaff’), and was
published in at least two quarto editions in the same year (the
earliest known of which survives only in an eight-page frag-
ment). Five more appeared before the publication of the Folio
(in 1599, 1604, 1608, 1613, and 1622), and its early texts also
include the *Dering manuscript, though this derives from the
1613 quarto rather than from an independent source. The
Folio, which retitles the play The First Part of Henry the
Fourth, also draws its text from the 1613 quarto, but removes
all oaths in scrupulous compliance with the *Act to Restrain
the Abuses of Players. This was not the first time the play had
undergone censorship: when first composed its greatest comic
character was called Sir John Oldcastle, but a descendant of
this real-life historical figure (who was regarded as a Protest-
ant hero, and features in *Foxe’s Book of Marzyrs), insisted on
its being changed. (This was either William Brooke, 7th Lord
*Cobham—Elizabeth’s Lord Chamberlain from August 1596
until his death the following March—or his son Henry, 8th
Lord Cobham.) Even the play’s altered text, though, retains
traces of the original name (Sir John is called ‘my old lad of
the castle’ by the Prince, 1.2.41-2), as well as the original
names of two of his tavern companions (Harvey and Russell,
changed to Bardolph and Peto, probably for fear of offending
the earls of Bedford, whose surname was Russell, and Sir
William *Harvey, who was about to marry the dowager
Countess of Southampton). There is some evidence that the
substitution of ‘Falstaff’ (a name based on that of the cow-
ardly Fastolf who appears in 1 Henry vi) was not always made
in performance even after 1596. The Oxford edition, conse-
quently, restores not only the fat knight’s blasphemies but his
original surname, but maintains the continuity of the se-
quence by calling him only Sir John in speech prefixes

throughout this play and the subsequent Merry Wives of
Windsor and 2 Henry 1v.

Sources: Shakespeare drew both the name and the rep-
robate character of Oldcastle from an anonymous play about
Prince Harry’s wild youth, sudden reformation, and glorious
kingship, The *Famous Victories of Henry v, entered in the
Stationers’ Register in 1594 and printed in 1598: this work
undoubtedly influenced not only r Henry 1rvbut the rest of the
Second *Tetralogy, but the surviving text offered by the 1598
edition is so evidently garbled and truncated that it is hard to
tell how much. For his historical material Shakespeare also
consulted *Holinshed and Samuel *Daniel’'s The First Four
Books of the Civil Wars (1595), while his comic scenes draw
broadly on the traditions of medieval mystery and morality
plays.

Synopsis: 1.1 King Henry 1v speaks of his long-standing
desire to mount a crusade, but this scheme has to be post-
poned once more when news arrives that after a fierce barttle
Edmund Mortimer has been taken prisoner by the Welsh
rebel Glyndwr. In the north, however, Harry Percy, known as
Hotspur, has won a great victory against the Scots—causing
the King to envy Northumberland for having such a valiant
son, unlike the dissipated Prince Harry—but at the instiga-
tion of his uncle Worcester Hotspur has refused to deliver
more than one of his prisoners to the King, who has sum-
moned them to Windsor to explain themselves. 1.2 In Lon-
don the King’s eldest son Prince Harry is bantering with the
fat old knight Sir John when Poins invites them to take part,
along with three other confederates, in a highway robbery
planned for the following morning at Gads Hill: Poins pri-
vately suggests that he and Harry should allow Sir John and
the others to commit the robbery alone and should subse-
quently rob them of the spoils, in disguise, meeting them in
the evening in Eastcheap to hear how they explain their loss.
Alone, Harry confides that he is only pursuing this career of
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Orson Welles as Falstaff with Jeanne Moreau as Doll Tearsheet in Welles's film adaptation of both parts of Henry i, Chimes at Midnight, 1967

idleness for the time being, the better to amaze the world
when he finally stages his reformation. 1.3 The King confronts
Worcester, Northumberland, and Hotspur with their refusal
to deliver their prisoners. After Worcester is dismissed for
insolence, Hotspur claims he only failed to do so because
tactlessly asked for them by an effeminate courtier in the
immediate aftermath of the battle, and he has now made it
clear that he will hand them over as soon as the King pays
Mortimer’s ransom. The King, however, insists that Morti-
mer, who has married Glynd#r’s daughter, is a traitor, and,
refusing to believe Hotspur’s account of Mortimer’s combat
with the Welshman, reiterates his demand for the prisoners.
Left alone, Northumberland and the angrily voluble Hot-
spur, soon rejoined by Worcester, reflect on the ingratitude of
the man they helped to make king in Richard 11’s place and on
Richard’s alleged choice of Mortimer as his heir, and Wor-
cester, when Hotspur has finally calmed down sufficiently to
listen, outlines an eagerly seconded plot to combine their
forces with those of the Scots, the Welsh, and the Archbishop
of York against the King.
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2.1 Before dawn at an inn, two carriers and a chamberlain
meet Gadshill, on his way to take part in the planned highway
robbery. 2.2 The robbers, including Prince Harry, Poins,
Gadshill, and an already exhausted Sir John, meet, and after
the Prince and Poins slip away to disguise themselves the
travellers arrive and are robbed. 2.3 In disguise the Prince and
Poins easily rob their confederates, who run away. 2.4 Hot
spur, having angrily read a letter from someone declining to
join the rebellion, is asked by his wife Lady Percy why he has
been so sleepless and agitated: declining to tell her of the
conspiracy, he only promises that though he must set off
shortly she will follow the next day. 2.5 At the Boar’s Head
Tavern in Eastcheap, Prince Harry has been fraternizing with
the bar staff, and he and Poins perplex the drawer Francis. Sir
John and the other robbers arrive, Sir John railing against the
Prince’s absence from the robbery and its sequel, and in reply
to Harry’s promptings he gives an increasingly exaggerated
account of how they were robbed of their booty, claiming to
have fought eleven of over 5o attackers in single combat,
killing at least seven. When Harry finally confronts him with
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HENRY IV PART 1

the truth he claims to have known his identity all along and to
have instinctively declined to fight against a true Prince. News
arrives of the rebellion, and in a mock-play an undaunted
Harry rehearses for the upbraiding he expects to receive from
his father for his absence from court, Sir John playing the
King and urging the Prince to banish all his idle companions
except Sir John. When they swap roles the Prince as King
urges Sir John as Harry to banish Sir John, and hints that in
time he himself will indeed do so. Nonetheless when officers
come seeking to arrest Sir John and his associates for the
robbery Harry protects them, concealing the fat knight be-
hind an arras, where he falls asleep. Having sent the officers
away on a false trail Harry picks the sleeping Sir John’s pocket
and finds a bill for little food and much drink. He promises to
repay the robbed travellers, and undertakes to obtain Sir
John a place in the King’s army during the impending civil
war.

3.1 In Wales Mortimer, Hotspur, and Glyndwr divide a
map of England and Wales into the three parts each hopes to
receive after the defeat of King Henry, supervised by Wor-
cester, who does what he can to moderate Hotspur’s impa-
tience with Glyndwr’s grandiloquent claims to possess magic
powers. Along with Lady Percy comes Mortimer’s wife, who
can speak only Welsh to her monoglot anglophone husband:
interpreted by her father Glyndwr, she laments his impending
departure, and sings a Welsh song. 3.2 King Henry reproaches
Harry at length for his cheapening of himself among the
taverns, comparing him unfavourably to Hotspur and to his
own younger self, but is appeased by Harry’s promise to win
back his honour in combat against Hotspur: the royal forces
set off to confront the rebels at Shrewsbury. 3.3 Sir John ac-
cuses the Hostess of allowing his pocket to be picked of
valuables: Harry arrives, busy with military preparations, and
having confronted the bluffing Sir John with the truth about
what was taken from his pocket assigns him an infantry
command.

4.1 Worcester, Hotspur, and the Scots commander Doug-
las receive news that Northumberland is sick and will not be
present with his forces at the impending battle: Sir Richard
Vernon brings further news, that the royal army is gathering,
including both the King himself and the unexpected Prince
Harry, and that Glyndwr’s army will not be ready in time for
the battle. 4.2 In Warwickshire Sir John has accepted bribes
to exempt able-bodied men from conscription and has in-
stead mustered a regiment with which he is ashamed to be
seen: Prince Harry, passing with Westmorland, comments on
their poverty, and urges an unenthusiastic Sir John to hurry
their march lest he miss the battle. 4.3 The rebels, disputing
whether their outnumbered forces should give battle at once,
are visited by Sir Walter Blunt, sent by the King to learn of
their grievances: Hotspur outlines their cause and questions
the King’s right to the crown, promising to send Worcester to
parley with him the next morning. 4.4 The Archbishop of
York, anxious about the outcome of the battle, musters forces
to defend himself should the rebels lose at Shrewsbury.

5.1 Worcester outlines the rebels’ grievances to the royal
party, including Harry, who offers to fight Hotspur in single
combat: the King promises to pardon them if they will
abandon their rebellion, but Harry has little hope the offer
will be accepted, and the royal army makes ready for battle.
Sir John, left alone, reflects on the frail vanity of honour,
preferring survival. 5.2 Worcester does not tell his fellow re-
bels of the King’s offer of clemency, convinced that even if the
young impetuous Hotspur is forgiven he and the older rebels
never will be, and they prepare for immediate battle. 5.3 In the
fighting Douglas kills Blunt, who is one of many royal troops
disguised as the King, and is disappointed to learn from
Hotspur of his real identity. Sir John, whose own soldiers
have been decimated, is met by Harry, who is furious to find
that Sir John’s pistol case contains only a bottle of sack. 5.4
Harry, though wounded, declines to leave the field. He res-
cues his father from the assault of Douglas, then duels with
Hotspur, while Sir John, spectating, is apparently killed by
the Scot. The Prince kills Hotspur and speaks regretfully of
his courage, then, seeing Sir John lying beside him, laments
his disreputable friend. When Harry has left, though, Sir
John gets up, and, resolving to claim to have killed Hotspur
himself, wounds his corpse and lifts it onto his back. Harry
arrives with his younger brother John of Lancaster and is as-
tonished to find Sir John alive and willing to make such
boasts, but undertakes not to hinder Sir John from receiving
an unearned reward. 5.5 The battle won, the King sentences
Worcester and Vernon to death. Harry reports that Douglas
has been captured, and is allowed to have him set free as a
tribute to his valour. The King divides his forces so that they
may follow up this victory against the remaining rebels
throughout the kingdom.

ArrisTic FEATURES: The play is the first of Shakespeare’s
histories to weave together tragedy and comedy (into the
‘double plot’ influentially analysed by William *Empson): its
mainly prose scenes in which Prince Harry seems disloyally to
prefer the company of his surrogate parent Sir John to that of
his real father provide a comic counterpoint to the political
rebellion with which King Henry is confronted in the main
plot. The play is remarkable for the range of distinctive voices
and vocabularies with which it supplies its characters, from
the realistic common speech of the carriers to the chivalric
idealism of Hotspur, with Prince Harry’s centrality to its
design underlined by his protean ability to operate across all
of them.

Criticar HisTORY: The play’s initial popularity is at-
tested by the proliferation not only of early editions but
of allusions, principally to Sir John, who has dominated
much writing about the entire Second Tetralogy. Largest in
conception as well as in bulk of all Shakespeare’s comic
characters—the funnier and the apparently freer for his
running combat with the realities of chronicle history—Sir
John captivated the imagination of the (equally corpulent) Dr
*Johnson (‘ Falstaff, unimitated, unimitable Falstaff, how shall
I extol thee? Thou 