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PREFACE

English itinerant players are known to have toured in northern Continental Europe from the 1580s.1 Their repertories initially consisted of plays from the London theatre, but over time they learnt the local language, in particular German, and local players joined the companies, as a result of which the dramatic texts were adapted and translated. It is well established that a number of German plays now extant have a direct connection to Shakespeare.2 Only four of them, however, are so close in plot, character constellation and at times even language to their English originals that they can legitimately be considered versions of Shakespeare’s plays: Der Bestrafte Brudermord (Hamlet); Romio und Julieta (Romeo and Juliet); Tito Andronico (Titus Andronicus); and Kunst über alle Künste, ein bös Weib gut zu machen, in English An Art beyond All Arts, to Make a Bad Wife Good (The Taming of the Shrew). The present volume contains fully annotated translations of the first two of these plays, and a second volume will contain the other two plays. Jointly, these editions aim to provide unprecedented scholarly access to the most important early modern German Shakespeare adaptations, thereby throwing light on the Shakespearean originals of whose performance history the German adaptations preserve important and so far little-studied traces.

The early modern German Shakespeare plays have an important claim to editorial and critical attention, not unlike the early quartos. Like them, they may in some ways reflect stage practice that ultimately goes back to theatre companies performing in Shakespeare’s London, and thus add a layer to the textual and theatrical history of Shakespeare’s plays. Commenting on Der Bestrafte Brudermord, Peter Holland has stressed that it is ‘[n]ot lesser but different’ from its Shakespearean original, and that the text’s ‘abbreviation speaks of a culture of popular theatre’ (‘Abbreviated’, 32). It may be useful to remember that until the 1970s, the early quartos – or ‘bad quartos’, as some of them have been called – were often denigrated and neglected by editors. Since the 1980s, however, their importance has been increasingly recognized, especially in that it is sometimes thought that they preserve traces of the changes Shakespeare’s plays underwent in the theatre. They are now taken much more seriously by editors. For instance, the most recent Arden Hamlet provides editions of all three early texts, the authoritative second quarto and Folio as well as the much shorter first quarto. The New Cambridge Shakespeare has even added a subseries devoted to the ‘Early Quartos’, with separate editions of The First Quarto of Hamlet, The First Quarto of Henry V and The First Quarto of Romeo and Juliet among others. The present edition is informed by the conviction that the early modern German Shakespeare plays similarly deserve editorial treatment.

The following example may illustrate the impact an early modern German version can have on our understanding of a Shakespeare play. In Act 3, Scene 1 of Titus Andronicus, after the sight of the ravished Lavinia has driven Titus to maddened despair, Aaron offers to release Quintus and Martius in exchange for Titus’ right hand. Yet after Titus has had it cut off, a stage direction indicates that a messenger enters with Titus’ severed hand and his sons’ ‘two heads’ (3.1.234 SD). Titus, Lavinia, Lucius and Marcus are distraught with grief and despair. When Marcus then says, ‘Alas, poor heart, that kiss is comfortless / As frozen water to a starved snake’ (3.1.251–2), ‘that kiss’ is an implied stage direction, yet no early edition points out what action Marcus is commenting upon. Editors have traditionally adopted one of several solutions: ‘Lavinia kisses him [Marcus]’, ‘Lavinia kisses Lucius’, or ‘Lavinia kisses Titus’ (Ard3, 47). But the stage direction in the German version states that Lavinia ‘walks to the heads and kisses them’. Jonathan Bate’s Arden 3 edition of Titus Andronicus is the first to adopt and slightly adapt the stage direction in the German play: ‘Lavinia kisses the heads’ (3.5.250 SD), the tongue-less Lavinia thus kissing the severed heads of her brothers, Quintus and Martius. Close attention to the German version has here led to the insertion of a poignant stage direction into an authoritative edition of Shakespeare’s play.

Partly thanks to Tiffany Stern, there has been considerable interest in recent years in at least one seventeenth-century German adaptation, Der Bestrafte Brudermord.3 Yet, on the whole, early modern German Shakespeare has been mostly absent from our textual and editorial map, ‘a form of theatre’, as Peter Holland has put it, that is ‘widely known but hardly read by Anglophone scholars’ (‘Printing Performance’, 7). The chief reason for this seems clear: in the absence of properly annotated editions, students and scholars have lacked the basic tools to engage with them. None of the four plays in this and its companion volume has been edited to modern standards. One of them (Romio und Julieta) has not been edited for more than a century and a half, and another (the German Shrew) has never been translated into English. The primary intended readership of this edition is the English-speaking community of scholars and students of Shakespeare, and, accordingly, the plays are made available in English translation. It is the lack of up-to-date editions in English that has mostly kept these plays out of the scholarly conversation about Shakespeare to which they belong. Our more lightly edited texts in the original German, with textual introduction and notes, are available online and for download on the University of Geneva’s institutional repository, ‘Archive ouverte UNIGE’, at https://doi.org/10.13097/archive-ouverte/unige:118946 (Brudermord) and https://doi.org/10.13097/archive-ouverte/unige:118945 (Romio und Julieta).



***



The English Comedians’ influence in Continental Europe stretches over a period of nearly a century. The first records of English Comedians on the Continent date from 1585 when certain ‘unnamed English’ played in Leipzig and in the courtyard of the town hall of Elsinore, of all places, where ‘the press of folk was such that the wall broke down’ (Chambers, Stage, 2.272). From the 1590s onwards, English strolling players are recorded in cities ‘as far apart as Strasbourg and Hermannstadt [today’s Sibiu] … Agram [Zagreb], Prague or Pressburg [Bratislava] … Buda, Riga, Reval [Tallinn] or Warsaw’ (Brandt and Hogendoorn, 9).4 After a good twenty years of successful ventures, the Thirty Years’ War (1618–48) nearly put a stop to the English activities. In central and southern Germany especially, performances were rare during this period.5 After the war, theatrical activities were revived across the German states, although the English influence slowly waned. In the second half of the seventeenth century, audiences, especially courtly and bourgeois audiences, preferred French plays. Whereas Shakespeare was a major contributor to repertories in the first half of the century, Molière increasingly took over in the second, although the ‘Weimarer Verzeichnis’, the largest extant list of plays from the period, suggests that the English influence was still present at the end of the seventeenth century.6

A considerable number of English actors chose to travel to the Continent. They left their native country in the hope of greater prosperity than they were enjoying at home. As a group of actors wrote in a pamphlet dedicated to Henry Condell in 1625, ‘Wee can bee Bankerupts on this side, and Gentlemen of a Company beyond-Sea.’7 The popularity of English actors in Germany was such that the label ‘Englische Komödianten’ became something of a brand name. The word-pair seems to have been amalgamated to a point where the two words became inseparable. One document even makes clear that not all Englishmen were players (see Fredén, 100). Before the arrival of the English Comedians, German theatre had mostly consisted of amateur events, including school theatre. This changed with the English Comedians who played for the general public, demanded an entrance fee and made acting a profession in its own right. They can be credited with founding the German theatre as a modern entertainment industry.

Shakespeare was and was not a prominent playwright on the German Wanderbühne (literally, ‘wandering’ or ‘strolling stage’). He was not insofar as his name does not appear in any of the extant documents. German audiences did not know that they were watching adaptations of plays by Shakespeare. But he was prominent insofar as they enjoyed his plays. Apart from the four included in this and its companion volume, whose introductions contain a history of their theatrical life in seventeenth-century Germany, several other plays of Shakespeare found their way to Germany. A rather loose adaptation of The Merchant of Venice from c. 1659 survives in two dramatic manuscripts, and there are many records of what were called ‘Jew plays’ – based on The Merchant of Venice or on Marlowe’s Jew of Malta or on both – across the century. Absurda Comica oder Herr Peter Squentz (Absurda Comica or Mister Peter Squentz) by Andreas Gryphius, a short play that adapts the rude mechanicals’ plot from A Midsummer Night’s Dream, was printed in 1658 and 1663.8 Several performance records of King Lear plays survive, including one from 1626 in Dresden; an eight-page plot summary (or ‘argument’) for a performance of King Lear is extant that was printed in 1692. A version of Julius Caesar was played in Dresden in 1626 and 1631 and in Prague in 1651. A Tragicomoedia vom Mohren zu Venedig (Tragicomedy of the Moor of Venice), perhaps a version of Shakespeare’s Othello, was performed at the Carnival in Dresden in 1661. An adaptation of Shakespeare’s Comedy of Errors was performed by Johannes Velten’s company in Bevern in 1680, and the same company had a version of Richard III in its repertory that year.9

Many plays from Shakespeare’s English contemporaries and successors have similarly left traces of their theatrical life on the Continent, and the following examples are no more than the tip of the iceberg.10 Adaptations of Marlowe’s Doctor Faustus are known to have been performed throughout the seventeenth century, starting in Gdańsk in 1607; a printed playbill survives for it from 1688 and a printed argument with a plot summary from 1719. The collection of Engelische Comedien und Tragedien of 1620 – incidentally, the first dramatic collection to include a version of a play by Shakespeare, namely Tito Andronico – contains a version of Thomas Dekker’s Old Fortunatus (1600).11 Thomas Kyd’s The Spanish Tragedy was particularly popular and has come down in a variety of forms on the Continent, including Jakob Ayrer’s Tragedia, von dem Griegischen Keyser zu Constantinopel vnd seiner Tochter Pelimperia mit dem gehengten Horatio (Tragedy of the Warlike Emperor of Constantinople and his Daughter Pelimperia with the Hanged Horatio) of 1618, the anonymous Comoedia von Jeronimo Marschalck in Hispanien (Comedy of Jeronimo, Marshall in Spain) from the 1660s, and Caspar Stieler’s Bellemperie of 1680. An adaptation of James Shirley’s The Maid’s Revenge (entered in the Stationers’ Register in 1626 and printed in 1639) is known to have been performed from 1658 and now survives in manuscript. Niemand und Jemand (c. 1606) – adapted from the anonymous Nobody and Somebody – survives in two versions, a manuscript from 1608 and the printed text in the 1620 collection of Engelische Comedien und Tragedien. A manuscript in the library of Gdańsk entitled Tiberius und Anabella is an adaptation of John Marston’s Parasitaster (1606), and the manuscript of Philole und Mariana in the same library is a version of Lewis Machin and Gervase Markham’s The Dumb Knight (1608).12 Some of these plays and documents have so far received little attention from scholars of early modern English drama. The extant documentary record of the theatrical and textual life of English plays in the late sixteenth and the seventeenth century on the Continent constitutes a massive but little used archive. We hope that our editions of the early modern German versions of Hamlet, Romeo and Juliet, Titus Andronicus and The Taming of the Shrew will provide an incentive to explore it further.



1For important scholarship on this topic, see Limon, Schrickx, Brandt and Hogendoorn and Haekel.

2See Williams, German Stage, and Brennecke, and, for earlier German scholarship, Cohn, Germany, and Creizenach, Schauspiele.

3Her essay about the play (‘Puppets’) inspired a successful production that premiered in 2013 (see below, pp. 35–6, 49–51).

4For the international nature of the early modern theatrical reception of English drama on the Continent, see also Hoenselaars.

5Germany in the late sixteenth and seventeenth century was of course not a nation but a series of independent states, including Prussia, Saxony, Bavaria and Austria.

6The ‘Weimarer Verzeichnis’, dating from 1710 or slightly earlier, contains a total of 160 plays. It was discovered in a library in Weimar, hence its name (see Gstach, 659–65, and Meissner, ‘Komödianten’).

7The run-awyaes [sic] answer to a booke called, A rodde for runne-awayes (London, 1625, STC 24562), sig. B3r. An additional reason for leaving England may have been the frequent closure of the theatres due to outbreaks of plague.

8Gryphius’ play appears to have been derived directly from Shakespeare’s rather than from a droll like Bottom the Weaver (see Cohn, Germany, CXXXI–CXXXIII).

9For The Merchant of Venice, see Meissner, Comoedianten, 131–89, and Gstach, 511; for Absurda Comica oder Herr Peter Squentz, Lear and Julius Caesar, see Gstach, 581–3, 525, 438. For the Tragicomoedia vom Mohren zu Venedig (Tragicomedy of the Moor of Venice), see Creizenach, Schauspiele, XLIII; and for The Comedy of Errors and Richard III, see Zimmermann, 147. Other early modern German plays provide analogues to but are not based on Shakespeare. These include two plays by Jakob Ayrer which were both printed in 1618: Comedia von der schönen Sidea (Comedy of the Fair Sidea) has some plot similarities with The Tempest, and Comedia von der Schönen Phänicia (Comedy of the Fair Phänicia) in some ways resembles Much Ado about Nothing. The anonymous play Tugend- und Liebesstreit (Conflict of Love and Virtue), printed in 1677, may share a source with Twelfth Night, namely the Apolonius and Silla story in Barnabe Riche’s Riche his Farewell to Militarie profession (1581).

10For a comprehensive recent survey of dramatic documents of the seventeenth-century Wanderbühne, see Gstach, 389–634. See also Asper, Spieltexte; Brauneck; and Noe.

11June Schlueter has argued that the German Fortunatus of 1620 derives ‘not from Dekker’s The Pleasant Comedie of Old Fortunatus, published in 1600’, as earlier scholars had held, ‘but from the lost Whole History of Fortunatus, which Dekker was paid to write and re-write in 1599’ (‘New Light’, 121).

12For Faustus, see Noe, 6.XI–XII, and Gstach, 477; for The Spanish Tragedy, see Erne, Spanish Tragedy, 127–34; for The Maid’s Revenge, see Gstach, 444; for Niemand und Jemand, see Bosman, ‘Intertheater’; and for the adaptations of Parasitaster and The Dumb Knight, see Limon, 77, and Gstach, 591–2. The Spanish Tragedy was no less popular in the Low Countries (see Hoenselaars and Helmers).




INTRODUCTION TO
DER BESTRAFTE
BRUDERMORD (HAMLET)

Imagine a Hamlet reduced to its action and deprived of its philosophy. That, essentially, is Der Bestrafte Brudermord (Fratricide Punished). Hamlet was taken to the Continent by travelling English players during Shakespeare’s lifetime and adapted for performance in front of foreign-language audiences. Later it was translated into German and further reworked. In the 1660s, it probably reached a form close to the one in which it has survived, although the only manuscript of it known to have existed – it is now lost – was dated 1710, and the play did not itself reach print until 1781. With its streamlined plot, the play has less in common with Goethe’s cerebral, irresolute Prince than with Franco Zeffirelli’s popular, action-driven Mel Gibson Hamlet. Peter Holland has called Brudermord ‘a successful piece of popular theatre’ (32), while Anston Bosman considers it ‘a classic of intertheatre’, a play existing across linguistic and cultural borders that ‘works as well in the original German as in modernized English’ (‘Unsettling’, 9). As its recent stage history shows, modern audiences still find the play immensely entertaining (see below, pp. 41–52).

THE RELATIONSHIP OF DER BESTRAFTE BRUDERMORD TO HAMLET

Brudermord has attracted intense scholarly attention since about the mid-nineteenth century when it was regarded as a possible source for Shakespeare’s Hamlet, or as a translation of the lost Ur-Hamlet.1 Between the 1860s and the 1970s, it was edited three times in German and translated no fewer than six times into English (see below, pp. 61–3, 113–17). The belief that Brudermord gives us access to a lost Ur-Hamlet is no longer seriously entertained, but there are other reasons to be interested in the play. In particular, the recent re-evaluation of alternative versions of Shakespeare’s plays (formerly termed ‘the bad quartos’) provides an enabling context in which to think about Brudermord. While the alternative versions – like the first quarto (Q1) of Hamlet (1603) – are often considered inferior to the better-known versions in terms of literary qualities, they nonetheless provide privileged access to features of the early textual and theatrical history of Shakespeare’s plays and are taken seriously as versions of Shakespeare’s plays. The same applies to Brudermord. Although much adapted and transformed, it is ultimately based on Hamlet, and can throw important light on the text and early performance history of Shakespeare’s play.

An example serves to illustrate how Brudermord can enrich the reception of Hamlet. In Shakespeare’s play, Hamlet famously tells Ophelia, ‘Get thee to a nunnery!’ (3.1.120). What exactly he means, however, is unclear. A ‘nunnery’ is of course in its root meaning a convent containing a religious community committed to chastity. Hamlet seeks to dissuade Ophelia from having children (‘Why wouldst thou want to be a breeder of sinners?’, 3.1.120–1), and this would seem directly related to the idea that she should go to a ‘nunnery’. Yet ‘nunnery’, as has often been pointed out, could also refer to ‘a house of unchaste women’ (Ard2, 282), a brothel; Harold Jenkins, in a long note to his Arden 2 edition, argued that this is indeed the meaning Hamlet has in mind, and that the Prince’s words had a sarcastic edge. But others have been unconvinced. Ann Thompson and Neil Taylor, for instance, in their Arden 3 edition of Hamlet, declare that the meaning brothel ‘does not seem very relevant, given that Hamlet is trying to deter Ophelia from “breeding” ’ (290). Valerie Traub, in Thinking Sex with Early Moderns, uses the passage to demonstrate the hermeneutically circular reading of sex by modern critics (198–9). Since the meaning brothel for ‘nunnery’ is copiously glossed in reference works like Gordon Williams’ Dictionary of Sexual Language and Imagery in Shakespearean and Stuart Literature (962–3), we accept that the meaning is operative in Hamlet’s command to Ophelia; and since we accept its presence there, we are more likely to find it elsewhere. Traub quotes Jennifer Drouin’s comment that ‘just because “we can read ‘nunnery’ as ‘brothel’ in some instances does not mean that we should in every case” ’ (198). What neither the Arden 3 editors nor Traub and Drouin tell the reader is that Brudermord sheds light on how at least some early modern readers understood the passage. In the German play, the line reads, ‘Aber warte, Mädchen – doch, gehe nur fort nach dem Kloster, aber nicht nach einem Kloster, wo zwey Paar Pantoffeln vor dem Bette stehen’ (‘Yet wait, girl – but just go to a cloister, yet not to a cloister where two pairs of slippers stand at the bedside’, 2.4.18–20). This shows that some early modern readers certainly did find a sexual sense for ‘nunnery’ active in Hamlet – in that they thought a ‘nunnery’ was itself a site of sexual cohabitation. More specifically, the passage in Brudermord implies that there are cloisters and cloisters: some in which chastity is practised, and others in which it decidedly is not. Instead of asking us to opt for either/or – for the belief that ‘nunnery’ means ‘brothel’ or the belief that the sexual meaning is absent – the German play invites us to read the passage in the context of Protestant hostility to the monastic life on the grounds that religious houses could serve to cover up sexual licentiousness (see Traub, 199). Brudermord thus enables a more nuanced understanding of a passage in Shakespeare’s play.

Such examples could be multiplied. A. H. J. Knight, for instance, has argued that Brudermord corroborates John Dover Wilson’s theory that Osric was an accomplice of Claudius and Laertes in the poisoned-rapier plot. In the German play, Osric is called Phantasmo and, in the drama’s concluding moments, confesses his complicity in the plot and is killed by Hamlet (see 4.5.5–6, 5.6.61–3 and notes). To give another example of a rather different kind, Lena Cowen Orlin has shown how in Hamlet’s encounter with his mother in Act 3 (Hamlet 3.4; Brudermord 3.5 and 3.6), Brudermord disambiguates the complex ‘spatial associations’ (295) of Shakespeare’s play with its simultaneous evocation of closet and gallery. In the same scene, the German play also provides its answer to the long-standing question of whether Hamlet, when asking his mother to look ‘upon this picture, and on this’ (Hamlet, 3.4.51), is referring to large wall-portraits or miniatures of his father and his uncle: ‘there in that gallery hangs the portrait of your first husband, and here in this room hangs the portrait of the present one’ (Brudermord, 3.5.5–7). Here and elsewhere, Brudermord is an important and, so far, underused resource for the problems Hamlet poses.

As the preceding examples suggest, Brudermord often follows Hamlet closely. On other occasions, however, it radically departs from it. In what follows, we concentrate on the far-reaching similarities (first) and the important differences (second) in order to bring into focus the relationship of Brudermord to Hamlet.

The following plot summary foregrounds the many continuities between the German play and Shakespeare’s. The action of Brudermord begins around midnight with the sentinels guarding the castle of the Danish court. As in Hamlet, their dialogue opens with ‘Who’s there?’ (1.1.1), as one sentry comes to relieve the other. After the Ghost’s first appearance, Horatio enters and is told what has happened, at which moment the Ghost reappears; Horatio comments that he looks ‘like the late King of Denmark’ (1.3.23). Once Horatio has told Hamlet about the recent events, the Ghost appears again and beckons to the Prince, who follows him. Hamlet is told by the Ghost about the circumstances of his father’s murder. Committing to take revenge, Hamlet makes his companions promise loyalty, while the Ghost urges them to ‘swear’ (1.6.25) from offstage. Hamlet decides to assume ‘a simulated madness’ in order to find ‘an opportunity to revenge my father’s death’ (1.6.59–62). In a formal scene at court, although the late King’s ‘death is still fresh in the memory of all’ (1.7.1–2), the newly married King and Queen urge Hamlet to stop mourning his father’s death and not to return to Wittenberg. Leonhardus (in Hamlet, Laertes) has asked to return to France and has gained his father’s consent.

In Act 2, Corambus (Polonius, called ‘Corambis’ in Q1) informs the King of Hamlet’s madness, and Ophelia reports that the Prince is pestering her. Corambus concludes that Hamlet ‘is certainly in love with my daughter’ (2.3.7) and that the Prince’s love for his daughter is the reason for his madness. To convince the King, Corambus sets up a meeting between Ophelia and Hamlet, in which she asks the Prince to ‘take back the jewel you gave me’ (2.4.1). The eavesdropping King remains unconvinced that madness is the real reason for Hamlet’s conduct. When Corambus announces the arrival of the players at court, Hamlet decides to use them to ‘test whether or not the ghost has told the truth’ (2.6.14–15). Hamlet talks to the company’s lead actor, comments on certain malpractices among actors and dispenses advice. He also requests that they get ready to perform one of their plays, in which ‘one brother … murdered the other in the garden’ (2.7.59–60), in the evening. Once the actor has left, Hamlet asks Horatio to pay attention to the King during the performance, for ‘if he turns pale or is perturbed, then














ORIGINS: THE EARLY SEVENTEENTH CENTURY














ORIGINS: THE LATER SEVENTEENTH AND THE EIGHTEENTH CENTURY

































STAGE HISTORY: EARLY MODERN AND MODERN




































THE UR-HAMLET, THE FIRST QUARTO, THE SECOND QUARTO AND THE TEXTUAL ORIGINS OF BRUDERMORD





























MODERN EDITORIAL HISTORY
















































































OPS/images/title.jpg
ARDEN EARLY MODERN DRAMA

EARLY MODERN
GERMAN
SHAKESPEARE:
HAMLET AND
ROMEQO AND
JULIET

William Shakespeare
Der Bestrafte Brudermord and Romio und Julieta

in Translation

Edited by

LUKAS ERNE AND KAREEN SEIDLER
Advisory Editor: Professor Tiffany Stern,

the Shakespeare Institute, University of Birmingham, UK

THE ARDEN SHAKESPEARE
LONDON + NEW Y CFORD « NEW DELHI » SYDNEY

YORK « OXFOR









OPS/images/cover.jpg
THE ARDEN SHAKESPEARE
HAMLET
ROMEO AND JULIET
Der Bestrafte Brudermord and Romio und Julieta
in Translation

EDITED BY
Lukas orne %d Kareen Se






OPS/images/title1.jpg
ARDEN EARLY MODERN DRAMA

Hamlet and Romeo and Juliet. Der Bestrafte Brudermord
and Romio und Julieta in Translation

EARLY MODERN
GERMAN
SHAKESPEARE
VOLUME 1





