

[image: Image]



            
                Thank you for downloading this Simon & Schuster ebook.

                

                Get a FREE ebook when you join our mailing list. Plus, get updates on new releases, deals, recommended reads, and more from Simon & Schuster. Click below to sign up and see terms and conditions.

            

            
            	CLICK HERE TO SIGN UP

            

            
               Already a subscriber? Provide your email again so we can register this ebook and send you more of what you like to read. You will continue to receive exclusive offers in your inbox.

            

    

About this eBook


This eBook contains special symbols that are important for reading and understanding the text. In order to view them correctly, please activate your device’s “Publisher Font” or “Original” font setting; use of optional fonts on your device may result in missing, or incorrect, special symbols.

Also, please keep in mind that Shakespeare wrote his plays and poems over four hundred years ago, during a time when the English language was in many ways different than it is today. Because the built-in dictionary on many devices is designed for modern English, be advised that the definitions it provides may not apply to the words as Shakespeare uses them. Whenever available, always check the glosses linked to the text for a proper definition before consulting the built-in dictionary.
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From the Director of the Folger Shakespeare Library


It is hard to imagine a world without Shakespeare. Since their composition more than four hundred years ago, Shakespeare’s plays and poems have traveled the globe, inviting those who see and read his works to make them their own.

Readers of the New Folger Editions are part of this ongoing process of “taking up Shakespeare,” finding our own thoughts and feelings in language that strikes us as old or unusual and, for that very reason, new. We still struggle to keep up with a writer who could think a mile a minute, whose words paint pictures that shift like clouds. These expertly edited texts are presented as a resource for study, artistic exploration, and enjoyment. As a new generation of readers engages Shakespeare in eBook form, they will encounter the classic texts of the New Folger Editions, with trusted notes and up-to-date critical essays available at their fingertips. Now readers can enjoy expertly edited, modern editions of Shakespeare anywhere they bring their e-reading devices, allowing readers not simply to keep up, but to engage deeply with a writer whose works invite us to think, and think again.

The New Folger Editions of Shakespeare’s plays, which are the basis for the texts realized here in digital form, are special because of their origin. The Folger Shakespeare Library in Washington, D.C., is the single greatest documentary source of Shakespeare’s works. An unparalleled collection of early modern books, manuscripts, and artwork connected to Shakespeare, the Folger’s holdings have been consulted extensively in the preparation of these texts. The Editions also reflect the expertise gained through the regular performance of Shakespeare’s works in the Folger’s Elizabethan Theater.

I want to express my deep thanks to editors Barbara Mowat and Paul Werstine for creating these indispensable editions of Shakespeare’s works, which incorporate the best of textual scholarship with a richness of commentary that is both inspired and engaging. Readers who want to know more about Shakespeare and his plays can follow the paths these distinguished scholars have tread by visiting the Folger either in person or online, where a range of physical and digital resources exists to supplement the material in these texts. I commend to you these words, and hope that they inspire.

Michael Witmore

Director, Folger Shakespeare Library



Editors’ Preface


In recent years, ways of dealing with Shakespeare’s texts and with the interpretation of his plays have been undergoing significant change. This edition, while retaining many of the features that have always made the Folger Shakespeare so attractive to the general reader, at the same time reflects these current ways of thinking about Shakespeare. For example, modern readers, actors, and teachers have become interested in the differences between, on the one hand, the early forms in which Shakespeare’s plays were first published and, on the other hand, the forms in which editors through the centuries have presented them. In response to this interest, we have based our edition on what we consider the best early printed version of a particular play (explaining our rationale in a section called “An Introduction to This Text”) and have marked our changes in the text—unobtrusively, we hope, but in such a way that the curious reader can be aware that a change has been made and can consult the “Textual Notes” to discover what appeared in the early printed version.

Current ways of looking at the plays are reflected in our brief introductions, in many of the commentary notes, in the annotated lists of “Further Reading,” and especially in each play’s “Modern Perspective,” an essay written by an outstanding scholar who brings to the reader his or her fresh assessment of the play in the light of today’s interests and concerns.

As in the Folger Library General Reader’s Shakespeare, which this edition replaces, we include explanatory notes designed to help make Shakespeare’s language clearer to a modern reader, and we hyperlink notes to the lines that they explain. We also follow the earlier edition in including illustrations—of objects, of clothing, of mythological figures—from books and manuscripts in the Folger Shakespeare Library collection. We provide fresh accounts of the life of Shakespeare, of the publishing of his plays, and of the theaters in which his plays were performed, as well as an introduction to the text itself. We also include a section called “Reading Shakespeare’s Language,” in which we try to help readers learn to “break the code” of Elizabethan poetic language.

For each section of each volume, we are indebted to a host of generous experts and fellow scholars. The “Reading Shakespeare’s Language” sections, for example, could not have been written had not Arthur King, of Brigham Young University, and Randal Robinson, author of Unlocking Shakespeare’s Language, led the way in untangling Shakespearean language puzzles and shared their insights and methodologies generously with us. “Shakespeare’s Life” profited by the careful reading given it by S. Schoenbaum; “Shakespeare’s Theater” was read and strengthened by Andrew Gurr, John Astington, and William Ingram; and “The Publication of Shakespeare’s Plays” is indebted to the comments of Peter W. M. Blayney. We, as editors, take sole responsibility for any errors in our editions.

We are grateful to the authors of the “Modern Perspectives,” to Leeds Barroll and David Bevington for their generous encouragement; to the Huntington and Newberry Libraries for fellowship support; to King’s University College for the grants it has provided to Paul Werstine; to the Social Sciences and Humanities Research Council of Canada, which provided him with Research Time Stipends; and to the Folger Institute’s Center for Shakespeare Studies for its fortuitous sponsorship of a workshop on “Shakespeare’s Texts for Students and Teachers” (funded by the National Endowment for the Humanities and led by Richard Knowles of the University of Wisconsin), a workshop from which we learned an enormous amount about what is wanted by college and high-school teachers of Shakespeare today.

    In preparing this preface for the publication of Othello in 1993, we wrote: “Our biggest debt is to the Folger Shakespeare Library: to Michael Witmore, Director of the Folger Shakespeare Library, who brings to our work a gratifying enthusiasm and vision; to Gail Kern Paster, Director of the Library from 2002 until July 2011, whose interest and support have been unfailing and whose scholarly expertise continues to be an invaluable resource; and to Werner Gundersheimer, the Library’s Director from 1984 to 2002, who made possible our edition; to Jean Miller, the Library’s Art Curator, who combed the Library holdings for illustrations, and to Julie Ainsworth, Head of the Photography Department, who carefully photographed them; to Peggy O’Brien, Director of Education, who gave us expert advice about the needs being expressed by Shakespeare teachers and students (and to Martha Christian and other ‘master teachers’ who used our texts in manuscript in their classrooms); to the staff of the Academic Programs Division, especially Paul Menzer (who drafted ‘Further Reading’ material), Mary Tonkinson, Lena Cowen Orlin, Molly Haws, and Jessica Hymowitz; and, finally, to the staff of the Library Reading Room, whose patience and support have been invaluable.”

As we revise the play for publication in 2017, we add to the above our gratitude to Michael Witmore, Director of the Folger Shakespeare Library, who brings to our work a gratifying enthusiasm and vision; to Gail Kern Paster, Director of the Library from 2002 until July 2011, whose interest and support have been unfailing and whose scholarly expertise continues to be an invaluable resource; to Jonathan Evans and Alysha Bullock, our production editors at Simon & Schuster, whose expertise, attention to detail, and wisdom are essential to this project; to the Folger’s Photography Department; to Deborah Curren-Aquino for continuing superb editorial assistance and for her exceptionally fine Further Reading annotations; to Alice Falk for her expert copyediting; to Michael Poston for unfailing computer support; to Gabrielle Linnell and Stacey Redick; and to Rebecca Niles (whose help is crucial). Among the editions we consulted, we found Michael Neill’s 2006 Oxford World’s Classics edition especially useful. Finally, we once again express our thanks to Stephen Llano for twenty-five years of support as our invaluable production editor, to the late Jean Miller for the wonderful images she unearthed, and to the ever-supportive staff of the Library Reading Room.

Barbara A. Mowat and Paul Werstine

2017



Shakespeare’s Othello


In Othello, Shakespeare creates a powerful drama of a marriage that begins with fascination (between the exotic Moor Othello and the Venetian lady Desdemona), with elopement, and with intense mutual devotion and that ends precipitately with jealous rage and violent deaths. Shakespeare sets this story in the romantic world of the Mediterranean, moving the action from Venice to the island of Cyprus and giving it an even more exotic coloring with stories of Othello’s African past. Shakespeare builds so many differences into his hero and heroine—differences of race, of age, of cultural background—that one should not, perhaps, be surprised that the marriage ends disastrously. But most people who see or read the play feel that the love that the play presents between Othello and Desdemona is so strong that it would have overcome all these differences were it not for the words and actions of Othello’s standard-bearer, Iago, who hates Othello and sets out to destroy him by destroying his love for Desdemona.

As Othello succumbs to Iago’s insinuations that Desdemona is unfaithful, fascination—which dominates the early acts of the play—turns to horror, especially for the audience. We are confronted by spectacles of a generous and trusting Othello in the grip of Iago’s schemes; of an innocent Desdemona, who has given herself up entirely to her love for Othello only to be subjected to his horrifying verbal and physical assaults, the outcome of Othello’s mistaken convictions about her faithlessness.

At this moment in time, the play’s fascination and its horror may be greater than ever before because we have been made so very sensitive to the issues of race, class, and gender that are woven into the texture of Othello. Desdemona is white, Othello black. Their interracial marriage is a source of a stream of slurs from Iago that runs throughout the play. Class is emphasized when Iago is presented as someone bitterly resentful of his social inferiority (surely a factor in his initial failure to be named Othello’s second-in-command) and so knowledgeable about the workings of prejudice and self-doubt that he can easily twist others’ feelings and actions to serve his own mysterious ends. The issue of gender is especially noticeable in the final scenes of the play—with the attacks on Bianca, Emilia, and Desdemona—which are vivid reminders of how terrible the power traditionally exerted by men over women can be.

After you have read the play, we invite you to turn to “Othello: A Modern Perspective,” written by the late Professor Susan Snyder of Swarthmore College, printed at the back of the book.



Reading Shakespeare’s Language: Othello


For many people today, reading Shakespeare’s language can be a problem—but it is a problem that can be solved. Those who have studied Latin (or even French or German or Spanish) and those who are used to reading poetry will have little difficulty understanding the language of poetic drama. Others, however, need to develop the skills of untangling unusual sentence structures and of recognizing and understanding poetic compressions, omissions, and wordplay. And even those skilled in reading unusual sentence structures may have occasional trouble with Shakespeare’s words. More than four hundred years of “static”—caused by changes in language and in life—intervene between his speaking and our hearing. Most of his vocabulary is still in use, but a few of his words are no longer used, and many of his words now have meanings quite different from those they had in the sixteenth and seventeenth centuries. In the theater, most of these difficulties are solved for us by actors who study the language and articulate it for us so that the essential meaning is heard—or, when combined with stage action, is at least felt. When we are reading on our own, we must do what each actor does: go over the lines (often with a dictionary close at hand) until the puzzles are solved and the lines yield up their poetry and the characters speak in words and phrases that are, suddenly, rewarding and wonderfully memorable.

Shakespeare’s Words

As you begin to read the opening scenes of a Shakespeare play, you may notice occasional unfamiliar words. Some are unfamiliar simply because we no longer use them. In the opening scene of Othello, for example, you will find the words certes (i.e., certainly), affined (i.e., bound, obliged), producted (i.e., produced), as well as expressions like forsooth, God bless the mark, and Zounds (i.e., by Christ’s wounds). Words and expressions of this kind are explained in notes to the text and will become familiar the more of Shakespeare’s plays you read.

In Othello, as in all of Shakespeare’s writing, the more problematic are the words that are still in use but that now have different meanings. In the first scene of Othello we find, for example, the words circumstance (meaning “circumlocution”), spinster (meaning “one who spins”), propose (meaning “converse”), peculiar (meaning “personal”), owe (meaning “own”), and bravery (meaning “impertinence, defiance”). Such words will be explained in the notes to the text, but they, too, will become familiar as you continue to read Shakespeare’s language.

Some words are strange not because of the “static” introduced by changes in language over the past centuries but because these are words that Shakespeare is using to build a dramatic world that has its own geography, history, and background mythology. In Othello, three such worlds are built. First is the world of Venice and its surrounding territory, created through references to gondoliers and “togèd consuls,” to “the magnifico,” to Florentines, to Janus, to the Venetian signiory, to “carracks” and “prizes.” These “local” references build the Venice that Othello and Desdemona, Iago, Cassio, and Brabantio inhabit for the first act of the play. Second is the world from which Othello has come, a world of “antres vast and deserts idle,” of Anthropophogi, of the tented field and the imminent deadly breach. In the opening scenes of Act 2, the language that has built the worlds of Venice and of Othello’s “extravagant” past is replaced with language that creates the Mediterranean island of Cyprus, to which the action moves—references to “high wrought floods,” to “barks” (i.e., ships), to “shots of courtesy,” to the “guttered rocks” and “congregated sands” of the ocean, to “the citadel” and the “court of guard.” Where necessary, such local references will be explained in notes to the text, and will soon become a familiar part of your reading of the play.

Shakespeare’s Sentences

In an English sentence, meaning is quite dependent on the place given each word. “The dog bit the boy” and “The boy bit the dog” mean very different things, even though the individual words are the same. Because English places such importance on the positions of words in sentences, on the way words are arranged, unusual arrangements can puzzle a reader. Shakespeare frequently shifts his sentences away from “normal” English arrangements—often in order to create the rhythm he seeks, sometimes in order to use a line’s poetic rhythm to emphasize a particular word, sometimes to give a character his or her own speech patterns or to allow the character to speak in a special way. When we attend a good performance of a play, the actors will have worked out the sentence structures and will articulate the sentences so that the meaning is clear. In reading the play, we need to do as the actor does: that is, when puzzled by a character’s speech, check to see if words are being presented in an unusual sequence.

Look first for the placement of subject and verb. Shakespeare often places the verb before the subject or places the subject between the two parts of a verb (e.g., instead of “He goes,” we find “Goes he,” and instead of “He does go,” we find “Does he go”). In the opening scenes of Othello, when Iago says (1.1.61) “such a one do I profess myself” and when Brabantio says (1.1.178) “Gone she is,” they are using constructions that place the subject and verb in unusual positions.

Such inversions rarely cause much confusion. More problematic is Shakespeare’s frequent placing of the object before the subject and verb (e.g., instead of “I hit him,” we might find “Him I hit”). Brabantio’s statement to Roderigo at 1.1.134, “This thou shalt answer,” is an example of such an inversion. (The normal order would be “Thou shalt answer this.”) Othello uses an inverted structure when he says, at 1.2.29–31, “I would not my unhousèd free condition / Put into circumscription and confine / For the sea’s worth” (where the “normal” structure would be “I would not put my unhousèd free condition into circumscription . . .”).

In some plays Shakespeare makes systematic use of inversions (Julius Caesar is one such play). In Othello, he more often uses sentence structures that involve instead the separation of words that would normally appear together. (Again, this is often done to create a particular rhythm or to stress a particular word.) Roderigo, when he says “I take it much unkindly / That thou, Iago, who hast had my purse / As if the strings were thine, shouldst know of this” (1.1.1–3), separates subject and verb (“thou shouldst know”). Iago also separates subject and verb (shown here in italics) when he says “Three great ones of the city, / In personal suit to make me his lieutenant, / Off-capped to him” (1.1.9–11) and again when he says (1.1.13–14) “But he, as loving his own pride and purposes, / Evades them with a bombast circumstance.” In order to create sentences that seem more like the English of everyday speech, you can rearrange the words, putting together the word clusters and placing the remaining words in their more normal order. The result will usually be an increase in clarity but a loss in rhythm or a shift its emphasis.

Locating and if necessary rearranging words that “belong together” is especially helpful in passages that separate subjects from verbs and verbs from objects by long delaying or expanding interruptions. For example, when Iago tells Roderigo about having been passed over for the lieutenancy, he uses such an interrupted structure:

And I, of whom his eyes had seen the proof

At Rhodes, at Cyprus, and on other grounds

Christened and heathen, must be beleed and calmed

By debitor and creditor.                            (1.1.29–33)

Brabantio, accusing Othello of having used witchcraft on Desdemona, also uses an interrupted construction:

For I’ll refer me to all things of sense,

If she in chains of magic were not bound,

Whether a maid so tender, fair, and happy,

So opposite to marriage that she shunned

The wealthy curlèd darlings of our nation,

Would ever have, t’ incur a general mock,

Run from her guardage to the sooty bosom

Of such a thing as thou—to fear, not to delight!

(1.2.83–90)

In both of these cases, the interruptions provide details that catch the audience up in the speeches. The separation of the basic sentence elements “I must be beleed and calmed” forces the audience to attend to supporting details (of Iago’s military experience, of the geographic regions where he has served Othello) while waiting for the basic sentence elements to come together; a similar effect is created when “Whether a maid would ever have run” is interrupted by details about Desdemona’s character (as perceived by her father) and by descriptions of moments from her past.

Occasionally, rather than separating basic sentence elements, Shakespeare simply holds them back, delaying them until much subordinate material has already been given. At the council of the Venetian senators, for instance, the First Senator uses a delayed construction—

                                            When we consider

Th’ importancy of Cyprus to the Turk,

And let ourselves again but understand

That, as it more concerns the Turk than Rhodes,

So may he with more facile question bear it,

For that it stands not in such warlike brace,

But altogether lacks th’ abilities

That Rhodes is dressed in—if we make thought of

this,

We must not think the Turk is so unskillful

To leave that latest which concerns him first . . .

(1.3.24–34)

—delaying the basic sentence elements (“We must not think the Turk is so unskillful”) to the end of this very long sentence, thus holding audience attention as the relationship of Cyprus, Rhodes, and the Turks is explained.

Shakespeare’s sentences are sometimes complicated not because of unusual structures or interruptions or delays but because he omits words and parts of words that English sentences normally require. (In conversation, we, too, often omit words. We say “Heard from him yet?” and our hearer supplies the missing “Have you.”) Frequent reading of Shakespeare—and of other poets—trains us to supply such missing words.) In some plays (Macbeth, for example) Shakespeare uses omissions to great dramatic effect, omitting words and parts of words to build compression and speed in the language of the play. In Othello this device is more rarely used, occurring primarily in such constructions as Roderigo’s “But if you know not this” (1.1.144), where the omission of the word “do” and the placing of “not” after “know” creates a regular iambic rhythm.

Shakespearean Wordplay

Shakespeare plays with language so often and so variously that entire books are written on the topic. Here we will mention only two kinds of wordplay, puns and metaphors. A pun is a play on words that sound the same but that have different meanings. In many plays (Romeo and Juliet is a good example) Shakespeare uses puns frequently. In Othello they are found less often; when they are used (except in Iago’s “comic” verses in 2.1), they carry meaningful ambiguity or complexity. When Brabantio accuses Desdemona of “treason of the blood” (1.1.191), for instance, his pun on blood allows the phrase to mean both “betrayal of her father and family” and “rebellion of the passions”; when the word abused appears (it occurs eight times in this play), it often means both “deluded, deceived” and “violated, injured”; the word erring means both “wandering” and “sinning”; complexion means both “temperament” and “skin color”; and period, in Lodovico’s “O bloody period!” (5.2.418), signifies (powerfully) the end of Othello’s speech (a rhetorical term) and the final point or limit of his life. In this play that focuses so relentlessly on sexuality, many of the puns are on words like play (meaning “wager,” but carrying a secondary meaning of “engage in sexual sport”), cope (meaning “meet, encounter,” with a secondary meaning of “copulate”), and sport (meaning “fun,” but also “amorous play”).

It is possible to argue that in the largest sense, puns are extremely important to Othello. The visual contrast of black Othello and white Desdemona, for example, is echoed and complicated in punlike wordplay, as Desdemona becomes seen by Othello as morally “black” and as Othello, who has been called “far more fair than black,” later talks about the “blackness” of his own face. A second set of punlike expressions turn on the word honest, whose various meanings play against each other throughout the play. Honest occurs more than forty times in Othello, almost always in reference to Iago—where it is both an indicator of his supposed truthfulness and a condescending term for a social inferior—and in reference to Desdemona, where, as is standard when it refers to a woman, it always means “chaste.”

A metaphor is a play on words in which one object or idea is expressed as if it were something else, something with which it is said to share common features. For instance, when Iago says (1.1.31–32) that he has been “beleed and calmed” by Cassio, he is using metaphoric language: as a way of saying that Cassio has interfered with his military career, he uses nautical terms, picturing himself and Cassio as sailing ships, with Cassio coming between Iago and the wind, putting Iago in the lee and thereby stopping his progress. In many of his more inflammatory metaphors, Iago pictures lovers as mating animals (as in the famous statement to Brabantio about Othello and Desdemona: “[A]n old black ram / Is tupping [mating with] your white ewe” [1.1.97–98]). And, after working out the details of his entrapment of Desdemona, Cassio, and Othello (2.3.373–82), Iago sums up his plot in graphic metaphorical language: “So will I turn her virtue into pitch, / And out of her own goodness make the net / That shall enmesh them all”—where the qualities of pitch (a substance that is black, malodorous, and extremely sticky) make it the perfect substance for Iago to picture as helping him “enmesh” his victims.

Implied Stage Action

Finally, in reading Shakespeare’s plays we should always remember that what we are reading is a performance script. The dialogue is written to be spoken by actors who, at the same time, are moving, gesturing, picking up objects, weeping, shaking their fists. Some stage action is described in what are called “stage directions”; some is suggested within the dialogue itself. We must learn to be alert to such signals as we stage the play in our imaginations. In the second scene of Othello, for example, Brabantio says “Down with him, thief!” Iago answers “You, Roderigo! Come, sir, I am for you,” and Othello says “Keep up your bright swords, for the dew will rust them” (73–77). In this passage, the stage action is obvious: i.e., several of the characters must draw their swords. Again, when, at 3.3.358–65, Emilia shows Iago a handkerchief, saying “Look, here ’tis,” and a few lines later, after his order to “Give it me,” she says “If it be not for some purpose of import, / Give ’t me again,” the stage action is fairly clear: Iago has snatched the handkerchief from her (or, less likely, she has handed it to him and then changed her mind). However, a bit earlier in that scene, at the crucial moment when the handkerchief is dropped, the action is not so clear. Othello complains of a headache, Desdemona offers to bind his head with her handkerchief, and Othello says “Your napkin [i.e., handkerchief] is too little. / Let it alone. Come, I’ll go in with you,” and he and Desdemona exit. Emilia, alone onstage, then says “I am glad I have found this napkin.” It is almost certain that Emilia picks the handkerchief up, but just how it fell and why neither Othello nor Desdemona saw it fall are matters that the director and the actors (and the reader, in imagination) must address. Learning to read the language of stage action repays one many times over when one reaches a crucial scene like that in Act 4 in which Othello sees the gestures made by Cassio but cannot hear his words, or when one reads the play’s final scene with its complicated murders and attempted murders; in both of these scenes, implied stage action vitally affects our response to the play.

It is immensely rewarding to work carefully with Shakespeare’s language—with the words, the sentences, the wordplay, and the implied stage action—as readers for the past four centuries have discovered. It may be more pleasurable to attend a good performance of a play—though not everyone has thought so. But the joy of being able to stage one of Shakespeare’s plays in one’s imagination, to return to passages that continue to yield further meanings (or further questions) the more one reads them—these are pleasures that, for many, rival (or at least augment) those of the performed text, and certainly make it worth considerable effort to “break the code” of Elizabethan poetic drama and let free the remarkable language that makes up a Shakespeare text.



Shakespeare’s Life


    Surviving documents that give us glimpses into the life of William Shakespeare show us a playwright, poet, and actor who grew up in the market town of Stratford-upon-Avon, spent his professional life in London, and returned to Stratford a wealthy landowner. He was born in April 1564, died in April 1616, and is buried inside the chancel of Holy Trinity Church in Stratford.

    We wish we could know more about the life of the world’s greatest dramatist. His plays and poems are testaments to his wide reading—especially to his knowledge of Virgil, Ovid, Plutarch, Holinshed’s Chronicles, and the Bible—and to his mastery of the English language, but we can only speculate about his education. We know that the King’s New School in Stratford-upon-Avon was considered excellent. The school was one of the English “grammar schools” established to educate young men, primarily in Latin grammar and literature. As in other schools of the time, students began their studies at the age of four or five in the attached “petty school,” and there learned to read and write in English, studying primarily the catechism from the Book of Common Prayer. After two years in the petty school, students entered the lower form (grade) of the grammar school, where they began the serious study of Latin grammar and Latin texts that would occupy most of the remainder of their school days. (Several Latin texts that Shakespeare used repeatedly in writing his plays and poems were texts that schoolboys memorized and recited.) Latin comedies were introduced early in the lower form; in the upper form, which the boys entered at age ten or eleven, students wrote their own Latin orations and declamations, studied Latin historians and rhetoricians, and began the study of Greek using the Greek New Testament.
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        Title page of a 1573 Latin and Greek catechism for children.

        From Alexander Nowell, Catechismus paruus pueris primum Latine . . . (1573).

    

    Since the records of the Stratford “grammar school” do not survive, we cannot prove that William Shakespeare attended the school; however, every indication (his father’s position as an alderman and bailiff of Stratford, the playwright’s own knowledge of the Latin classics, scenes in the plays that recall grammar-school experiences—for example, The Merry Wives of Windsor, 4.1) suggests that he did. We also lack generally accepted documentation about Shakespeare’s life after his schooling ended and his professional life in London began. His marriage in 1582 (at age eighteen) to Anne Hathaway and the subsequent births of his daughter Susanna (1583) and the twins Judith and Hamnet (1585) are recorded, but how he supported himself and where he lived are not known. Nor do we know when and why he left Stratford for the London theatrical world, nor how he rose to be the important figure in that world that he had become by the early 1590s.

    We do know that by 1592 he had achieved some prominence in London as both an actor and a playwright. In that year was published a book by the playwright Robert Greene attacking an actor who had the audacity to write blank-verse drama and who was “in his own conceit [i.e., opinion] the only Shake-scene in a country.” Since Greene’s attack includes a parody of a line from one of Shakespeare’s early plays, there is little doubt that it is Shakespeare to whom he refers, a “Shake-scene” who had aroused Greene’s fury by successfully competing with university-educated dramatists like Greene himself. It was in 1593 that Shakespeare became a published poet. In that year he published his long narrative poem Venus and Adonis; in 1594, he followed it with The Rape of Lucrece. Both poems were dedicated to the young earl of Southampton (Henry Wriothesley), who may have become Shakespeare’s patron.

    It seems no coincidence that Shakespeare wrote these narrative poems at a time when the theaters were closed because of the plague, a contagious epidemic disease that devastated the population of London. When the theaters reopened in 1594, Shakespeare apparently resumed his double career of actor and playwright and began his long (and seemingly profitable) service as an acting-company shareholder. Records for December of 1594 show him to be a leading member of the Lord Chamberlain’s Men. It was this company of actors, later named the King’s Men, for whom he would be a principal actor, dramatist, and shareholder for the rest of his career.

    So far as we can tell, that career spanned about twenty years. In the 1590s, he wrote his plays on English history as well as several comedies and at least two tragedies (Titus Andronicus and Romeo and Juliet). These histories, comedies, and tragedies are the plays credited to him in 1598 in a work, Palladis Tamia, that in one chapter compares English writers with “Greek, Latin, and Italian Poets.” There the author, Francis Meres, claims that Shakespeare is comparable to the Latin dramatists Seneca for tragedy and Plautus for comedy, and calls him “the most excellent in both kinds for the stage.” He also names him “Mellifluous and honey-tongued Shakespeare”: “I say,” writes Meres, “that the Muses would speak with Shakespeare’s fine filed phrase, if they would speak English.” Since Meres also mentions Shakespeare’s “sugared sonnets among his private friends,” it is assumed that many of Shakespeare’s sonnets (not published until 1609) were also written in the 1590s.

    In 1599, Shakespeare’s company built a theater for themselves across the river from London, naming it the Globe. The plays that are considered by many to be Shakespeare’s major tragedies (Hamlet, Othello, King Lear, and Macbeth) were written while the company was resident in this theater, as were such comedies as Twelfth Night and Measure for Measure. Many of Shakespeare’s plays were performed at court (both for Queen Elizabeth I and, after her death in 1603, for King James I), some were presented at the Inns of Court (the residences of London’s legal societies), and some were doubtless performed in other towns, at the universities, and at great houses when the King’s Men went on tour; otherwise, his plays from 1599 to 1608 were, so far as we know, performed only at the Globe. Between 1608 and 1612, Shakespeare wrote several plays—among them The Winter’s Tale and The Tempest—presumably for the company’s new indoor Blackfriars theater, though the plays were performed also at the Globe and at court. Surviving documents describe a performance of The Winter’s Tale in 1611 at the Globe, for example, and performances of The Tempest in 1611 and 1613 at the royal palace of Whitehall.

    Shakespeare seems to have written very little after 1612, the year in which he probably wrote King Henry VIII. (It was at a performance of Henry VIII in 1613 that the Globe caught fire and burned to the ground.) Sometime between 1610 and 1613, according to many biographers, he returned to live in Stratford-upon-Avon, where he owned a large house and considerable property, and where his wife and his two daughters lived. (His son Hamnet had died in 1596.) However, other biographers suggest that Shakespeare did not leave London for good until much closer to the time of his death. During his professional years in London, Shakespeare had presumably derived income from the acting company’s profits as well as from his own career as an actor, from the sale of his play manuscripts to the acting company, and, after 1599, from his shares as an owner of the Globe. It was presumably that income, carefully invested in land and other property, that made him the wealthy man that surviving documents show him to have become. It is also assumed that William Shakespeare’s growing wealth and reputation played some part in inclining the Crown, in 1596, to grant John Shakespeare, William’s father, the coat of arms that he had so long sought. William Shakespeare died in Stratford on April 23, 1616 (according to the epitaph carved under his bust in Holy Trinity Church) and was buried on April 25. Seven years after his death, his collected plays were published as Mr. William Shakespeares Comedies, Histories, & Tragedies (the work now known as the First Folio).
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        Ptolemaic universe.

        From Marcus Manilius, The sphere of . . . (1675).

    

    The years in which Shakespeare wrote were among the most exciting in English history. Intellectually, the discovery, translation, and printing of Greek and Roman classics were making available a set of works and worldviews that interacted complexly with Christian texts and beliefs. The result was a questioning, a vital intellectual ferment, that provided energy for the period’s amazing dramatic and literary output and that fed directly into Shakespeare’s plays. The Ghost in Hamlet, for example, is wonderfully complicated in part because he is a figure from Roman tragedy—the spirit of the dead returning to seek revenge—who at the same time inhabits a Christian hell (or purgatory); Hamlet’s description of humankind reflects at one moment the Neoplatonic wonderment at mankind (“What a piece of work is a man!”) and, at the next, the Christian attitude toward sinful humanity (“And yet, to me, what is this quintessence of dust?”).

    As intellectual horizons expanded, so also did geographical and cosmological horizons. New worlds—both North and South America—were explored, and in them were found human beings who lived and worshiped in ways radically different from those of Renaissance Europeans and Englishmen. The universe during these years also seemed to shift and expand. Copernicus had earlier theorized that the earth was not the center of the cosmos but revolved as a planet around the sun. Galileo’s telescope, created in 1609, allowed scientists to see that Copernicus had been correct: the universe was not organized with the earth at the center, nor was it so nicely circumscribed as people had, until that time, thought. In terms of expanding horizons, the impact of these discoveries on people’s beliefs—religious, scientific, and philosophical—cannot be overstated.

    London, too, rapidly expanded and changed during the years (from the early 1590s to around 1610) that Shakespeare lived there. London—the center of England’s government, its economy, its royal court, its overseas trade—was, during these years, becoming an exciting metropolis, drawing to it thousands of new citizens every year. Troubled by overcrowding, by poverty, by recurring epidemics of the plague, London was also a mecca for the wealthy and the aristocratic, and for those who sought advancement at court, or power in government or finance or trade. One hears in Shakespeare’s plays the voices of London—the struggles for power, the fear of venereal disease, the language of buying and selling. One hears as well the voices of Stratford-upon-Avon—references to the nearby Forest of Arden, to sheepherding, to small-town gossip, to village fairs and markets. Part of the richness of Shakespeare’s work is the influence felt there of the various worlds in which he lived: the world of metropolitan London, the world of small-town and rural England, the world of the theater, and the worlds of craftsmen and shepherds.

    That Shakespeare inhabited such worlds we know from surviving London and Stratford documents, as well as from the evidence of the plays and poems themselves. From such records we can sketch the dramatist’s life. We know from his works that he was a voracious reader. We know from legal and business documents that he was a multifaceted theater man who became a wealthy landowner. We know a bit about his family life and a fair amount about his legal and financial dealings. Most scholars today depend upon such evidence as they draw their picture of the world’s greatest playwright. Such, however, has not always been the case. Until the late eighteenth century, the William Shakespeare who lived in most biographies was the creation of legend and tradition. This was the Shakespeare who was supposedly caught poaching deer at Charlecote, the estate of Sir Thomas Lucy close by Stratford; this was the Shakespeare who fled from Sir Thomas’s vengeance and made his way in London by taking care of horses outside a playhouse; this was the Shakespeare who reportedly could barely read, but whose natural gifts were extraordinary, whose father was a butcher who allowed his gifted son sometimes to help in the butcher shop, where William supposedly killed calves “in a high style,” making a speech for the occasion. It was this legendary William Shakespeare whose Falstaff (in 1 and 2 Henry IV) so pleased Queen Elizabeth that she demanded a play about Falstaff in love, and demanded that it be written in fourteen days (hence the existence of The Merry Wives of Windsor). It was this legendary Shakespeare who reached the top of his acting career in the roles of the Ghost in Hamlet and old Adam in As You Like It—and who died of a fever contracted by drinking too hard at “a merry meeting” with the poets Michael Drayton and Ben Jonson. This legendary Shakespeare is a rambunctious, undisciplined man, as attractively “wild” as his plays were seen by earlier generations to be. Unfortunately, there is no trace of evidence to support these wonderful stories.

    Perhaps in response to the disreputable Shakespeare of legend—or perhaps in response to the fragmentary and, for some, all-too-ordinary Shakespeare documented by surviving records—some people since the mid-nineteenth century have argued that William Shakespeare could not have written the plays that bear his name. These persons have put forward some dozen names as more likely authors, among them Queen Elizabeth, Sir Francis Bacon, Edward de Vere (earl of Oxford), and Christopher Marlowe. Such attempts to find what for these people is a more believable author of the plays is a tribute to the regard in which the plays are held. Unfortunately for their claims, the documents that exist that provide evidence for the facts of Shakespeare’s life tie him inextricably to the body of plays and poems that bear his name. Unlikely as it seems to those who want the works to have been written by an aristocrat, a university graduate, or an “important” person, the plays and poems seem clearly to have been produced by a man from Stratford-upon-Avon with a very good “grammar-school” education and a life of experience in London and in the world of the London theater. How this particular man produced the works that dominate the cultures of much of the world four centuries after his death is one of life’s mysteries—and one that will continue to tease our imaginations as we continue to delight in his plays and poems.



Shakespeare’s Theater


    The actors of Shakespeare’s time are known to have performed plays in a great variety of locations. They played at court (that is, in the great halls of such royal residences as Whitehall, Hampton Court, and Greenwich); they played in halls at the universities of Oxford and Cambridge, and at the Inns of Court (the residences in London of the legal societies); and they also played in the private houses of great lords and civic officials. Sometimes acting companies went on tour from London into the provinces, often (but not only) when outbreaks of bubonic plague in the capital forced the closing of theaters to reduce the possibility of contagion in crowded audiences. In the provinces the actors usually staged their plays in churches (until around 1600) or in guildhalls. While surviving records show only a handful of occasions when actors played at inns while on tour, London inns were important playing places up until the 1590s.

    The building of theaters in London had begun only shortly before Shakespeare wrote his first plays in the 1590s. These theaters were of two kinds: outdoor or public playhouses that could accommodate large numbers of playgoers, and indoor or private theaters for much smaller audiences. What is usually regarded as the first London outdoor public playhouse was called simply the Theatre. James Burbage—the father of Richard Burbage, who was perhaps the most famous actor in Shakespeare’s company—built it in 1576 in an area north of the city of London called Shoreditch. Among the more famous of the other public playhouses that capitalized on the new fashion were the Curtain and the Fortune (both also built north of the city), the Rose, the Swan, the Globe, and the Hope (all located on the Bankside, a region just across the Thames south of the city of London). All these playhouses had to be built outside the jurisdiction of the city of London because many civic officials were hostile to the performance of drama and repeatedly petitioned the royal council to abolish it.
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        A stylized representation of the Globe theater.

        From Claes Jansz Visscher, Londinum florentissima Britanniae urbs . . . [c. 1625].

    

    The theaters erected on the Bankside (a region under the authority of the Church of England, whose head was the monarch) shared the neighborhood with houses of prostitution and with the Paris Garden, where the blood sports of bearbaiting and bullbaiting were carried on. There may have been no clear distinction between playhouses and buildings for such sports, for we know that the Hope was used for both plays and baiting and that Philip Henslowe, owner of the Rose and, later, partner in the ownership of the Fortune, was also a partner in a monopoly on baiting. All these forms of entertainment were easily accessible to Londoners by boat across the Thames or over London Bridge.

    Evidently Shakespeare’s company prospered on the Bankside. They moved there in 1599. Threatened by difficulties in renewing the lease on the land where their first theater (the Theatre) had been built, Shakespeare’s company took advantage of the Christmas holiday in 1598 to dismantle the Theatre and transport its timbers across the Thames to the Bankside, where, in 1599, these timbers were used in the building of the Globe. The weather in late December 1598 is recorded as having been especially harsh. It was so cold that the Thames was “nigh [nearly] frozen,” and there was heavy snow. Perhaps the weather aided Shakespeare’s company in eluding their landlord, the snow hiding their activity and the freezing of the Thames allowing them to slide the timbers across to the Bankside without paying tolls for repeated trips over London Bridge. Attractive as this narrative is, it remains just as likely that the heavy snow hampered transport of the timbers in wagons through the London streets to the river. It also must be remembered that the Thames was, according to report, only “nigh frozen,” and therefore did not necessarily provide solid footing. Whatever the precise circumstances of this fascinating event in English theater history, Shakespeare’s company was able to begin playing at their new Globe theater on the Bankside in 1599. After this theater burned down in 1613 during the staging of Shakespeare’s Henry VIII (its thatch roof was set alight by cannon fire called for in performance), Shakespeare’s company immediately rebuilt on the same location. The second Globe seems to have been a grander structure than its predecessor. It remained in use until the beginning of the English Civil War in 1642, when Parliament officially closed the theaters. Soon thereafter it was pulled down.

    The public theaters of Shakespeare’s time were very different buildings from our theaters today. First of all, they were open-air playhouses. As recent excavations of the Rose and the Globe confirm, some were polygonal or roughly circular in shape; the Fortune, however, was square. The most recent estimates of their size put the diameter of these buildings at 72 feet (the Rose) to 100 feet (the Globe), but we know that they held vast audiences of two or three thousand, who must have been squeezed together quite tightly. Some of these spectators paid extra to sit or stand in the two or three levels of roofed galleries that extended, on the upper levels, all the way around the theater and surrounded an open space. In this space were the stage and, perhaps, the tiring house (what we would call dressing rooms), as well as the so-called yard. In the yard stood the spectators who chose to pay less, the ones whom Hamlet contemptuously called “groundlings.” For a roof they had only the sky, and so they were exposed to all kinds of weather. They stood on a floor that was sometimes made of mortar and sometimes of ash mixed with the shells of hazelnuts, which, it has recently been discovered, were standard flooring material in the period.

    Unlike the yard, the stage itself was covered by a roof. Its ceiling, called “the heavens,” is thought to have been elaborately painted to depict the sun, moon, stars, and planets. The exact size of the stage remains hard to determine. We have a single sketch of part of the interior of the Swan. A Dutchman named Johannes de Witt visited this theater around 1596 and sent a sketch of it back to his friend, Arend van Buchel. Because van Buchel found de Witt’s letter and sketch of interest, he copied both into a book. It is van Buchel’s copy, adapted, it seems, to the shape and size of the page in his book, that survives. In this sketch, the stage appears to be a large rectangular platform that thrusts far out into the yard, perhaps even as far as the center of the circle formed by the surrounding galleries. This drawing, combined with the specifications for the size of the stage in the building contract for the Fortune, has led scholars to conjecture that the stage on which Shakespeare’s plays were performed must have measured approximately 43 feet in width and 27 feet in depth, a vast acting area. But the digging up of a large part of the Rose by late-twentieth-century archaeologists has provided evidence of a quite different stage design. The Rose stage was a platform tapered at the corners and much shallower than what seems to be depicted in the van Buchel sketch. Indeed, its measurements seem to be about 37.5 feet across at its widest point and only 15.5 feet deep. Because the surviving indications of stage size and design differ from each other so much, it is possible that the stages in other theaters, like the Theatre, the Curtain, and the Globe (the outdoor playhouses where we know that Shakespeare’s plays were performed), were different from those at both the Swan and the Rose.

    After about 1608 Shakespeare’s plays were staged not only at the Globe but also at an indoor or private playhouse in Blackfriars. This theater had been constructed in 1596 by James Burbage in an upper hall of a former Dominican priory or monastic house. Although Henry VIII had dissolved all English monasteries in the 1530s (shortly after he had founded the Church of England), the area remained under church, rather than hostile civic, control. The hall that Burbage had purchased and renovated was a large one in which Parliament had once met. In the private theater that he constructed, the stage, lit by candles, was built across the narrow end of the hall, with boxes flanking it. The rest of the hall offered seating room only. Because there was no provision for standing room, the largest audience it could hold was less than a thousand, or about a quarter of what the Globe could accommodate. Admission to Blackfriars was correspondingly more expensive. Instead of a penny to stand in the yard at the Globe, it cost a minimum of sixpence to get into Blackfriars. The best seats at the Globe (in the Lords’ Room in the gallery above and behind the stage) cost sixpence; but the boxes flanking the stage at Blackfriars were half a crown, or five times sixpence. Some spectators who were particularly interested in displaying themselves paid even more to sit on stools on the Blackfriars stage.

    Whether in the outdoor or indoor playhouses, the stages of Shakespeare’s time were different from ours. They were not separated from the audience by the dropping of a curtain between acts and scenes. Therefore the playwrights of the time had to find other ways of signaling to the audience that one scene (to be imagined as occurring in one location at a given time) had ended and the next (to be imagined at perhaps a different location at a later time) had begun. The customary way used by Shakespeare and many of his contemporaries was to have everyone on stage exit at the end of one scene and have one or more different characters enter to begin the next. In a few cases, where characters remain onstage from one scene to another, the dialogue or stage action makes the change of location clear, and the characters are generally to be imagined as having moved from one place to another. For example, in Romeo and Juliet, Romeo and his friends remain onstage in Act 1 from scene 4 to scene 5, but they are represented as having moved between scenes from the street that leads to Capulet’s house into Capulet’s house itself. The new location is signaled in part by the appearance onstage of Capulet’s servingmen carrying table napkins, something they would not take into the streets. Playwrights had to be quite resourceful in the use of hand properties, like the napkin, or in the use of dialogue to specify where the action was taking place in their plays because, in contrast to most of today’s theaters, the playhouses of Shakespeare’s time did not fill the stage with scenery to make the setting precise. A consequence of this difference was that the playwrights of Shakespeare’s time did not have to specify exactly where the action of their plays was set when they did not choose to do so, and much of the action of their plays is tied to no specific place.

    Usually Shakespeare’s stage is referred to as a “bare stage,” to distinguish it from the stages of the last two or three centuries with their elaborate sets. But the stage in Shakespeare’s time was not completely bare. Philip Henslowe, owner of the Rose, lists in his inventory of stage properties a rock, three tombs, and two mossy banks. Stage directions in plays of the time also call for such things as thrones (or “states”), banquets (presumably tables with plaster replicas of food on them), and beds and tombs to be pushed onto the stage. Thus the stage often held more than the actors.

    The actors did not limit their performing to the stage alone. Occasionally they went beneath the stage, as the Ghost appears to do in the first act of Hamlet. From there they could emerge onto the stage through a trapdoor. They could retire behind the hangings across the back of the stage, as, for example, the actor playing Polonius does when he hides behind the arras. Sometimes the hangings could be drawn back during a performance to “discover” one or more actors behind them. When performance required that an actor appear “above,” as when Juliet is imagined to stand at the window of her chamber in the famous and misnamed “balcony scene,” then the actor probably climbed the stairs to the gallery over the back of the stage and temporarily shared it with some of the spectators. The stage was also provided with ropes and winches so that actors could descend from, and reascend to, the “heavens.”

    Perhaps the greatest difference between dramatic performances in Shakespeare’s time and ours was that in Shakespeare’s England the roles of women were played by boys. (Some of these boys grew up to take male roles in their maturity.) There were no women in the acting companies. It was not so in Europe, and had not always been so in the history of the English stage. There are records of women on English stages in the thirteenth and fourteenth centuries, two hundred years before Shakespeare’s plays were performed. After the accession of James I in 1603, the queen of England and her ladies took part in entertainments at court called masques, and with the reopening of the theaters in 1660 at the restoration of Charles II, women again took their place on the public stage.

    The chief competitors of such acting companies as the one to which Shakespeare belonged and for which he wrote were companies of exclusively boy actors. The competition was most intense in the early 1600s. There were then two principal children’s companies: the Children of Paul’s (the choirboys from St. Paul’s Cathedral, whose private playhouse was near the cathedral); and the Children of the Chapel Royal (the choirboys from the monarch’s private chapel, who performed at the Blackfriars theater built by Burbage in 1596). In Hamlet Shakespeare writes of “an aerie [nest] of children, little eyases [hawks], that cry out on the top of question and are most tyrannically clapped for ’t. These are now the fashion and . . . berattle the common stages [attack the public theaters].” In the long run, the adult actors prevailed. The Children of Paul’s dissolved around 1606. By about 1608 the Children of the Chapel Royal had been forced to stop playing at the Blackfriars theater, which was then taken over by the King’s Men, Shakespeare’s own troupe.

    Acting companies and theaters of Shakespeare’s time seem to have been organized in various ways. For example, with the building of the Globe, Shakespeare’s company apparently managed itself, with the principal actors, Shakespeare among them, having the status of “sharers” and the right to a share in the takings, as well as the responsibility for a part of the expenses. Five of the sharers, including Shakespeare, owned the Globe. As actor, as sharer in an acting company and in ownership of theaters, and as playwright, Shakespeare was about as involved in the theatrical industry as one could imagine. Although Shakespeare and his fellows prospered, their status under the law was conditional upon the protection of powerful patrons. “Common players”—those who did not have patrons or masters—were classed in the language of the law with “vagabonds and sturdy beggars.” So the actors had to secure for themselves the official rank of servants of patrons. Among the patrons under whose protection Shakespeare’s company worked were the lord chamberlain and, after the accession of King James in 1603, the king himself.

    In the early 1990s we began to learn a great deal more about the theaters in which Shakespeare and his contemporaries performed—or, at least, began to open up new questions about them. At that time about 70 percent of the Rose had been excavated, as had about 10 percent of the second Globe, the one built in 1614. Excavation was halted at that point, but London has come to value the sites of its early playhouses, and takes what opportunities it can to explore them more deeply, both on the Bankside and in Shoreditch. Information about the playhouses of Shakespeare’s London is therefore a constantly changing resource.



The Publication of Shakespeare’s Plays


    Eighteen of Shakespeare’s plays found their way into print during the playwright’s lifetime, but there is nothing to suggest that he took any interest in their publication. These eighteen appeared separately in editions in quarto or, in the case of Henry VI, Part 3, octavo format. The quarto pages are not much larger than a modern mass-market paperback book, and the octavo pages are even smaller; these little books were sold unbound for a few pence. The earliest of the quartos that still survive were printed in 1594, the year that both Titus Andronicus and a version of the play now called Henry VI, Part 2 became available. While almost every one of these early quartos displays on its title page the name of the acting company that performed the play, only about half provide the name of the playwright, Shakespeare. The first quarto edition to bear the name Shakespeare on its title page is Love’s Labor’s Lost of 1598. A few of the quartos were popular with the book-buying public of Shakespeare’s lifetime; for example, quarto Richard II went through five editions between 1597 and 1615. But most of the quartos were far from best sellers; Love’s Labor’s Lost (1598), for instance, was not reprinted in quarto until 1631. After Shakespeare’s death, two more of his plays appeared in quarto format: Othello in 1622 and The Two Noble Kinsmen, coauthored with John Fletcher, in 1634.

    In 1623, seven years after Shakespeare’s death, Mr. William Shakespeares Comedies, Histories, & Tragedies was published. This printing offered readers in a single book thirty-six of the thirty-eight plays now thought to have been written by Shakespeare, including eighteen that had never been printed before. And it offered them in a style that was then reserved for serious literature and scholarship. The plays were arranged in double columns on pages nearly a foot high. This large page size is called “folio,” as opposed to the smaller “quarto,” and the 1623 volume is usually called the Shakespeare First Folio. It is reputed to have sold for the lordly price of a pound. (One copy at the Folger Shakespeare Library is marked fifteen shillings—that is, three-quarters of a pound.)

    In a preface to the First Folio entitled “To the great Variety of Readers,” two of Shakespeare’s former fellow actors in the King’s Men, John Heminge and Henry Condell, wrote that they themselves had collected their dead companion’s plays. They suggested that they had seen his own papers: “we have scarce received from him a blot in his papers.” The title page of the Folio declared that the plays within it had been printed “according to the True Original Copies.” Comparing the Folio to the quartos, Heminge and Condell disparaged the quartos, advising their readers that “before you were abused with divers stolen and surreptitious copies, maimed, and deformed by the frauds and stealths of injurious impostors.” Many Shakespeareans of the eighteenth and nineteenth centuries believed Heminge and Condell and regarded the Folio plays as superior to anything in the quartos.

    Once we begin to examine the Folio plays in detail, it becomes less easy to take at face value the word of Heminge and Condell about the superiority of the Folio texts. For example, of the first nine plays in the Folio (one-quarter of the entire collection), four were essentially reprinted from earlier quarto printings that Heminge and Condell had disparaged, and four have now been identified as printed from copies written in the hand of a professional scribe of the 1620s named Ralph Crane; the ninth, The Comedy of Errors, was apparently also printed from a manuscript, but one whose origin cannot be readily identified. Evidently, then, eight of the first nine plays in the First Folio were not printed, in spite of what the Folio title page announces, “according to the True Original Copies,” or Shakespeare’s own papers, and the source of the ninth is unknown. Since today’s editors have been forced to treat Heminge and Condell’s pronouncements with skepticism, they must choose whether to base their own editions upon quartos or the Folio on grounds other than Heminge and Condell’s story of where the quarto and Folio versions originated.

    Editors have often fashioned their own narratives to explain what lies behind the quartos and Folio. They have said that Heminge and Condell meant to criticize only a few of the early quartos, the ones that offer much shorter and sometimes quite different, often garbled, versions of plays. Among the examples of these are the 1600 quarto of Henry V (the Folio offers a much fuller version) or the 1603 Hamlet quarto. (In 1604 a different, much longer form of the play got into print as a quarto.) Early twentieth-century editors speculated that these questionable texts were produced when someone in the audience took notes from the plays’ dialogue during performances and then employed “hack poets” to fill out the notes. The poor results were then sold to a publisher and presented in print as Shakespeare’s plays. More recently this story has given way to another in which the shorter versions are said to be re-creations from memory of Shakespeare’s plays by actors who wanted to stage them in the provinces but lacked manuscript copies. Most of the quartos offer much better texts than these so-called bad quartos. Indeed, in most of the quartos we find texts that are at least equal to or better than what is printed in the Folio. Many Shakespeare enthusiasts persuaded themselves that most of the quartos were set into type directly from Shakespeare’s own papers, although there is nothing on which to base this conclusion except the desire for it to be true. Thus speculation continues about how the Shakespeare plays got to be printed. All that we have are the printed texts.

    The book collector who was most successful in bringing together copies of the quartos and the First Folio was Henry Clay Folger, founder of the Folger Shakespeare Library in Washington, D.C. While it is estimated that there survive around the world only about 230 copies of the First Folio, Mr. Folger was able to acquire more than seventy-five copies, as well as a large number of fragments, for the library that bears his name. He also amassed a substantial number of quartos. For example, only fourteen copies of the First Quarto of Love’s Labor’s Lost are known to exist, and three are at the Folger Shakespeare Library. As a consequence of Mr. Folger’s labors, scholars visiting the Folger Shakespeare Library have been able to learn a great deal about sixteenth- and seventeenth-century printing and, particularly, about the printing of Shakespeare’s plays. And Mr. Folger did not stop at the First Folio, but collected many copies of later editions of Shakespeare, beginning with the Second Folio (1632), the Third (1663–64), and the Fourth (1685). Each of these later folios was based on its immediate predecessor and was edited anonymously. The first editor of Shakespeare whose name we know was Nicholas Rowe, whose first edition came out in 1709. Mr. Folger collected this edition and many, many more by Rowe’s successors, and the collecting and scholarship continue.



An Introduction to This Text


The play we call Othello was printed in two different versions in the first quarter of the seventeenth century. In 1622 appeared The Tragœdy of Othello, The Moore of Venice. As it hath beene diuerse times acted at the Globe, and at the Black-Friers, by his Maiesties Seruants. Written by VVilliam Shakespeare, a quarto or pocket-size book that provides a somewhat shorter version of the play than the one most readers know. The second version to be printed is found in the First Folio of Shakespeare’s plays, published in 1623. Titled simply The Tragedie of Othello, the Moore of Venice, the Folio play has about 160 lines that do not appear in the Quarto. Some of these cluster together in quite extensive passages. The Folio also lacks a scattering of about a dozen lines or part-lines that are to be found in the Quarto. These two versions also differ from each other in their readings of hundreds of words.

Usually twentieth-century editors of Shakespeare made the decision about which version of a play to prefer according to their theories about the origins of the early printed texts. In the case of Othello, however, there has emerged no consensus among editors about what kind of manuscripts can be imagined to lie behind the two early printed texts. Therefore almost all recent editors have relied, for the basis of their editions, upon what they regard as the more accurate text, namely, the Folio’s. (Following a recent fashion in Shakespeare editing, some editors have speculated that there were once two distinct Shakespearean versions of the play. According to this view, the Quarto offers Shakespeare’s unrevised version, the Folio his revised version. Since these editors are led by their hypothesis to prefer the Folio, their speculations have made little difference to the kind of editions they have produced.)

For the present edition we have reexamined these early printed texts. This edition is based directly on the Folio printing of Othello rather than on any modern edition.I But our text offers an edition of the Folio because it prints such Quarto readings and such later editorial emendations as are, in our judgment, necessary to repair what may be errors and deficiencies in the Folio. The present edition also offers its readers the lines and part-lines and many of the words that are to be found only in the Quarto, marking them as such (see below).

Quarto words are added when their omission would seem to leave a gap in our text. For example, in the first scene of the play, a half-line found in the Quarto, “And in conclusion,” seems to have been dropped from the Folio between the lines “Horribly stuffed with epithets of war” and “Nonsuits my mediators”; we have added that needed half-line. We also add Quarto words when they are oaths or interjections (“O God,” “Zounds,” etc.) that may be missing from the Folio through censorship. When the Folio lacks Quarto words that appear to add nothing of significance, we do not add these words to our text. For example, the Quarto’s “O, then” in the line “If she be false, ⟨O, then⟩ heaven mocks itself” (3.3.319) and the Quarto’s “did” in the line “That I ⟨did⟩ love the Moor to live with him” (1.3.283) seem only to regularize the meter without adding anything of significance. Both of these lines can be read without the Quarto additions as potent iambic pentameter lines. We have therefore chosen not to alter the Folio reading.

Occasionally Quarto readings are substituted for Folio words when a word in the Folio is unintelligible (i.e., is not a word) or is incorrect according to the standards of that time for acceptable grammar, rhetoric, idiom, or usage, and the Quarto provides an intelligible and acceptable word. (Examples of such substitutions are the Quarto’s “pains” for the Folio’s “apines” [1.1.171], Q’s “Sometimes” for F’s “Sometime” [1.2.4], and Q’s “these” for F’s “this” in the line “There’s no composition in ⟨these⟩ news” [1.3.1].) We recognize that our understanding of what was acceptable in Shakespeare’s time is to some extent inevitably based on reading others’ editions of Othello, but it is also based on reading other writing from the period and on historical dictionaries and studies of Shakespeare’s grammar.

We also prefer the Quarto reading to the Folio’s when a word in the Folio seems to be the result of censorship or “damping down” of an oath or solemn interjection, and the Quarto provides a stronger oath or interjection (for example, when the Quarto reads “God” in place of the Folio’s “Heaven” or Q reads “By the Mass” in place of F’s “in troth”). And, finally, we print a word from the Quarto rather than the Folio when a word in the Folio seems at odds with the story that the play tells and the Quarto supplies a word that coheres with the story. (For example, the Folio has Othello report that Desdemona gave him “a world of kisses” before he had declared his love and they had discussed marriage, while the Quarto has him refer to a “world of sighs” [1.3.183]. Like almost all modern editions, we here adopt the Quarto reading.)

In order to enable its readers to tell the difference between the Folio and Quarto versions, the present edition uses a variety of signals:

(1) All the words in this edition that are printed in the Quarto version but not in the Folio appear in pointed brackets (⟨ ⟩).

(2) All full lines that are found in the Folio and not in the Quarto are printed in square brackets ([ ]).

(3) Sometimes neither the Folio nor the Quarto seems to offer a satisfactory reading, and it is necessary to print a word different from what is offered by either. Such words (called “emendations” by editors) are printed within half-brackets (< >).

By observing these signals and by referring to the textual notes printed after the play, a reader can use this edition to read the play as it was printed in the Folio, or as it was printed in the Quarto, or as it has been presented in the editorial tradition, which has combined Folio and Quarto. (This tradition can be traced back, ultimately, to the anonymous editor of the Second Quarto of 1630.)

In this edition whenever we change the wording of the Folio or add anything to its stage directions, we mark the change. We want our readers to be immediately aware when we have intervened. (Only when we correct an obvious typographical error in the Quarto or Folio does the change not get marked.) Whenever we change the wording of the Folio or Quarto, or change the punctuation so as to affect meaning, we list the change in the textual notes at the back of the book. Those who wish to find the Quarto’s alternatives to the Folio’s readings will be able to find these also in the textual notes.

For the convenience of the reader, we have modernized the punctuation and the spelling of both the Folio and the Quarto. Sometimes we go so far as to modernize certain old forms of words; for example, when a means “he,” we change it to he; we change mo to more and ye to you. But it is not our practice in editing any of the plays to modernize words that sound distinctly different from modern forms. For example, when the early printed texts read sith or apricocks or porpentine, we have not modernized to since, apricots, porcupine. When the forms an, and, or and if appear instead of the modern form if, we have reduced and to an but have not changed any of these forms to their modern equivalent, if. We also modernize and, where necessary, correct passages in foreign languages, unless an error in the early printed text can be reasonably explained as a joke.

We correct or regularize a number of the proper names, as is the usual practice in editions of the play. For example, the Folio’s spelling “Rodorigo” is changed to “Roderigo,” and there are a number of other comparable adjustments in the names. We expand the often severely abbreviated forms of names used as speech headings in early printed texts into the full names of the characters. We also regularize the speakers’ names in speech headings, using only a single designation for each character, even though the early printed texts sometimes use a variety of designations. Variations in the speech headings of the early printed texts are recorded in the textual notes.

This edition differs from many earlier ones in its efforts to aid the reader in imagining the play as a performance. Thus stage directions are written with reference to the stage. For example, the stage direction for Brabantio’s first entrance is based on the Folio, “Enter Brabantio above” rather than on the Quarto, “Enter Brabantio at a window.” While in the fiction of the play we are no doubt to imagine the old man appearing at a window in the upper story of his house, there is little evidence that there were windows in the gallery of early seventeenth-century theaters. We print the stage direction more likely to have reference to the stage rather than to the story. Whenever it is reasonably certain, in our view, that a speech is accompanied by a particular action, we provide a stage direction describing the action. (Occasional exceptions to this rule occur when the action is so obvious that to add a stage direction would insult the reader.) Stage directions for the entrance of characters in mid-scene are, with rare exceptions, placed so that they immediately precede the characters’ participation in the scene, even though these entrances may appear somewhat earlier in the early printed texts. Whenever we move a stage direction, we record this change in the textual notes. Latin stage directions (e.g., Exeunt) are translated into English (e.g., They exit).

In the present edition, as well, we mark with a dash any change of address within a speech, unless a stage direction intervenes. When the -ed ending of a word is to be pronounced, we mark it with an accent. Like editors for the past two centuries, we print metrically linked lines in the following way:

IAGO

Are your doors locked?

BRABANTIO                         Why, wherefore ask you this?

However, when there are a number of short verse-lines that can be linked in more than one way, we do not, with rare exceptions, indent any of them.

The Explanatory Notes

The notes that appear in the commentary linked to the text are designed to provide readers with the help they may need to enjoy the play. Whenever the meaning of a word in the text is not readily accessible in a good contemporary dictionary, we offer the meaning in a note. Sometimes we provide a note even when the relevant meaning is to be found in the dictionary but when the word has acquired since Shakespeare’s time other potentially confusing meanings. In our notes, we try to offer modern synonyms for Shakespeare’s words. We also try to indicate to the reader the connection between the word in the play and the modern synonym. For example, Shakespeare sometimes uses the word head to mean “source,” but, for modern readers, there may be no connection evident between these two words. We provide the connection by explaining Shakespeare’s usage as follows: “head: fountainhead, source.” On some occasions, a whole phrase or clause needs explanation. Then we rephrase in our own words the difficult passage, and add at the end synonyms for individual words in the passage. When scholars have been unable to determine the meaning of a word or phrase, we acknowledge the uncertainty. Unless otherwise noted, biblical quotations are from the Geneva Bible (1560), with spelling and punctuation modernized.



I. We have also consulted the computerized text of the First Folio provided by the Text Archive of the Oxford University Computing Centre, to which we are grateful.
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Characters in the Play


OTHELLO, a Moorish general in the Venetian army

DESDEMONA, a Venetian lady

BRABANTIO, a Venetian senator, father to Desdemona

IAGO, Othello’s standard-bearer, or “ancient”

EMILIA, Iago’s wife and Desdemona’s attendant

CASSIO, Othello’s second-in-command, or lieutenant

RODERIGO, a Venetian gentleman

Duke of Venice



	LODOVICO

	 
	Venetian gentlemen, kinsmen to Brabantio




	GRATIANO





Venetian senators

MONTANO, an official in Cyprus

BIANCA, Cassio’s mistress

CLOWN, a comic servant to Othello and Desdemona

Gentlemen of Cyprus

Sailors

Servants, Attendants, Officers, Messengers, Herald, Musicians, Torchbearers.
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ACT 1






Scene 1

Enter Roderigo and Iago.





	RODERIGO

	 




	⟨Tush,⟩ never tell me! I take it much unkindly

	1




	That thou, Iago, who hast had my purse

	2




	As if the strings were thine, shouldst know of this.

	3




	IAGO  ⟨’Sblood,⟩ but you’ll not hear me!

	4




	If ever I did dream of such a matter,

	5




	Abhor me.

	6




	RODERIGO

	 




	Thou toldst me thou didst hold him in thy hate.

	7




	IAGO  Despise me

	8




	If I do not. Three great ones of the city,

	9




	In personal suit to make me his lieutenant,

	10




	Off-capped to him; and, by the faith of man,

	11




	I know my price, I am worth no worse a place.

	12




	But he, as loving his own pride and purposes,

	13




	Evades them with a bombast circumstance,

	14




	Horribly stuffed with epithets of war,

	15




	⟨And in conclusion,⟩

	16




	Nonsuits my mediators. For “Certes,” says he,

	17




	“I have already chose my officer.”

	18




	And what was he?

	19




	Forsooth, a great arithmetician,

	20




	One Michael Cassio, a Florentine,

	21




	A fellow almost damned in a fair wife,

	22




	That never set a squadron in the field,

	23




	Nor the division of a battle knows

	24




	More than a spinster—unless the bookish theoric,

	25




	Wherein the ⟨togèd⟩ consuls can propose

	26




	As masterly as he. Mere prattle without practice

	27




	Is all his soldiership. But he, sir, had th’ election;

	28




	And I, of whom his eyes had seen the proof

	29




	At Rhodes, at Cyprus, and on ⟨other⟩ grounds

	30




	Christened and heathen, must be beleed and

	31




	calmed

	32




	By debitor and creditor. This countercaster,

	33




	He, in good time, must his lieutenant be,

	34




	And I, ⟨God⟩ bless the mark, his Moorship’s ancient.

	35




	RODERIGO

	 




	By heaven, I rather would have been his hangman.







OEBPS/images/f063-01.jpg





OEBPS/images/title.jpg
Folger SHAKESPEARE LIBRARY

The Tragedy of

The Moor of Venice

By
WILLIAM SHAKESPEARE

AN UPDATED EDITION

EDITED BY BARBARA A. MOWAT
AND PAUL WERSTINE

Simon & Schuster Paperbacks
NEW YORK LONDON TORONTO SYDNEY NEw DELHI





OEBPS/images/f063-02.jpg





OEBPS/images/f00xl-01.jpg





OEBPS/images/fxxxiv-01.jpg














OEBPS/images/fxxviii.jpg






OEBPS/images/CastList.jpg
The Names ofthe A &ors.

(:**¥:)

w289t Thello, £he Moore.
-’ YBrabantio, Father to Defdernona.
2SIt Caflio, ar Homourable Lientenant.

lago, a Villaine,

Rodorigo, agulld Gentieman.

Duke of Venice.

Sewators,

Montano, Goaernonr of Cyprus.

Gentlensen of Cypras.

Lodouico,azd Gratiano, #we Noble Venetians.
Saylors.

Clowne.

Defdemona, wife to Othells.
Awilia, wifero Jago.
Bianca, 2 Curtezan.





OEBPS/images/9781476788524_cover.jpg
BY WILLIAM SHAKESPEARE

WITH DETAILED NOTES FROM THE WORLD’S

LEADING CENTER FOR SHAKESPEARE STUDIES

H  EDITED BY BARBARA A. MOWAT
~ AND PAUL WERSTINE





