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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 exist to supplement the material in these texts. I commend to you these words, and hope that they inspire.

Michael Witmore

Director, Folger Shakespeare Library
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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 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 and John Astington, 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 College for the grants it has provided to Paul Werstine, to the Social Sciences and Humanities Research Council of Canada, which provided him with a Research Time Stipend for 1990–91, 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 Twelfth Night in 1993, we wrote, “Our biggest debt is to the Folger Shakespeare Library—to Werner Gundersheimer, Director of the Library, 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 Georgianna Ziegler, Reference Librarian, whose research skills have been invaluable; 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, Amy Adler, and Jessica Hymowitz; to Rachel Duchak, who helped us find the ‘new map’; 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 2019, 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 Eric Johnson, the Folger’s Director of Digital Access, who expertly manages our editions in both their paper and their many electronic forms; 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 Jessica Roberts Frazier, Sophie Byvik, Gabrielle Linnell, and Stacey Redick; and to Rebecca Niles (whose help is crucial). Among the editions we consulted, we found Keir Elam’s 2008 Arden 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 died on Thanksgiving Day 2017. Her knowledge, wisdom, and great care of Shakespeare’s texts will be sorely missed.

    Paul Werstine
2019


Shakespeare’s Twelfth Night, or, What You Will

In Twelfth Night, Shakespeare plays with the intersections of love and power. The Countess Olivia is presented to us at the play’s beginning as an independent and powerful woman. The sudden deaths of her father and her brother have left her in charge of her own household and have thereby given her power over such male relatives as Sir Toby Belch. Her status as a wealthy, aristocratic single woman makes her the focus of male attention, and she is especially attractive to Duke (or Count) Orsino, who, as the play begins, is already pursuing her. There also circle about her two other would-be suitors: the pretentious and socially ambitious steward, Malvolio, a man whose ambitions make him vulnerable to manipulation by members of Olivia’s household; and the weak and foolish Sir Andrew Aguecheek, who is altogether ignored by Olivia but whose delusions of possible marriage to her make him an easy victim of the flattering and swindling Sir Toby.

Onto this scene arrive the well-born twins Viola and Sebastian, and the love of power gives way to the power of love. The twins have been shipwrecked; each thinks the other is drowned; both are destitute. Without protection, Viola chooses to disguise herself as a page, call herself Cesario, and enter into the service of Orsino. In her role as the young Cesario, such is her beauty and her command of language that she immediately wins Orsino’s complete trust; he enlists her as his envoy to his beloved Olivia—only to have Olivia fall desperately in love with the beautiful young messenger. Sebastian, too, although without either power or wealth, is similarly irresistible. Antonio, for example, not only saves him from death in the sea but also risks his own life to remain in Sebastian’s company.

As is usual in comedy, the play complicates these tangled relationships before it finally and wonderfully untangles them. The title of the play suggests that there is a certain urgency to the need for this disentangling. “Twelfth Night” is the twelfth night after Christmas, the last night of what used to be the extended period of celebration of the Christmas season. Thus it marks the boundary between the time for games and disguisings and the business of the workaday world. The second part of the title, “What You Will,” suggests that this play gives us a world that we would all choose (or “will”) to enjoy, if we but could.

After you have read the play, we invite you to read “A Modern Perspective” on Twelfth Night written by Professor Catherine Belsey of Cardiff University, contained in this eBook.


Reading Shakespeare’s Language: Twelfth Night, or, What You Will

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 play by Shakespeare, you may notice occasional unfamiliar words. Some are unfamiliar simply because we no longer use them. In the opening scenes of Twelfth Night, for example, you will find the words coistrel (i.e., a low-born contemptible fellow), gust (i.e., taste), an (i.e., if), barful (i.e., filled with obstacles or barriers), and indue (i.e., endow, bestow upon). Words of this kind are explained in notes to the text and will become familiar the more of Shakespeare’s plays you read.

In Twelfth Night, as in all of Shakespeare’s writing, more problematic are the words that we still use but that we use with a different meaning. In the opening scenes of Twelfth Night, for example, the word validity has the meaning of “worth,” pitch is used where we would say “excellence,” fell is used where we would say “fierce” or “deadly,” driving where we would say “drifting,” and surprise where we would say “overcome, capture.” 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 space, time, history, and background mythology. In Twelfth Night, within the larger world that Shakespeare calls Illyria, he uses one set of words to create the court of Duke Orsino and a second to create the estate of the Lady Olivia. The language that constructs Orsino’s world is the language of romantic love as seen in religious and mythological terms. In this world, the beloved is referred to as a “cloistress,” her tears are called “eye-offending brine,” and her lady-in-waiting is her “handmaid”; the lover, Orsino, portrays himself as the mythological figure Acteon struck down by the “fell and cruel hounds” of his desires, and he prays that his beloved be wounded by the love-god Cupid’s “rich golden shaft” so that the “sovereign thrones” of her being will be filled with love for him, her “one self king.”

In contrast, the language that creates the world of the Lady Olivia’s estate is that of drunken uncles, foolish suitors, clever ladies-in-waiting, and self-important butlers; it is a world of “ducats,” “viol-de-gamboys,” “substractors,” “wenches,” “shrews,” “buttery bars,” cups of “canary,” “kickshawses,” “jigs,” and “galliards.” This second, prosaic world is transformed whenever Viola enters Olivia’s estate, bringing with her Orsino’s petition for Olivia’s love and with it language in which love is “divinity” and its songs are “loyal cantons of contemnèd love.” These language worlds together create the Illyria that Orsino, Olivia, Viola, Sebastian, and their servants and relatives inhabit. The words that create these worlds will become increasingly familiar to you as you read further into 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 to create the rhythm he seeks, sometimes 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 the play, the actors will have worked out the sentence structures and will articulate the sentences so that the meaning is clear. In reading for yourself, do as the actor does. That is, when you become 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 (e.g., instead of “He goes” we find “Goes he”). In Twelfth Night, we find such a construction in Orsino’s “O spirit of love, how quick and fresh art thou,” as well as in the Captain’s “Be you his eunuch” and in Toby’s “Then hadst thou had an excellent head of hair” (instead of “thou hadst had . . . ”). Orsino’s “That instant was I turned into a hart” is another example of inverted subject and verb.

Such inversions rarely cause much confusion. More problematic is Shakespeare’s frequent placing of the object or the predicate adjective before the subject and verb (e.g., instead of “I hit him,” we might find “Him I hit,” or, instead of “It is black,” we might find “Black it is”). Viola’s “What else may hap, to time I will commit” is an example of such an inversion (the normal order would be “I will commit what else may hap [i.e., whatever else may happen] to time”). Another example is Orsino’s “So full of shapes is fancy,” where the phrase serving as predicate adjective (“so full of shapes”) precedes the subject and verb, and where the subject and verb are themselves inverted. (The normal order would be “Fancy is so full of shapes.”)

Inversions are not the only unusual sentence structures in Shakespeare’s language. Often in his sentences words that would normally appear together are separated from each other. (Again, this is often done to create a particular rhythm or to stress a particular word.) Take, for example, Orsino’s “when liver, brain, and heart, / These sovereign thrones, are all supplied, and filled / Her sweet perfections with one self king”; here the phrase “These sovereign thrones” separates the subject (“liver, brain, and heart”) from its verb (“are”), and the phrase “Her sweet perfections” interrupts the phrase “filled with.” Or take the Captain’s lines: “And then ’twas fresh in murmur (as, you know, / What great ones do the less will prattle of) / That he did seek the love of fair Olivia,” where the normal construction “ ’twas fresh in murmur that he did seek the love of fair Olivia” is interrupted by the insertion of the parenthetical “as, you know, what great ones do the less will prattle of.” In order to create for yourself sentences that seem more like the English of everyday speech, you may wish to rearrange the words, putting together the word clusters (“liver, brain, and heart are,” “Her sweet perfections filled with,” “ ’twas fresh in murmur that”). You will usually find that the sentence will gain in clarity but will lose its rhythm or shift its emphasis.

Locating and rearranging words that “belong together” is especially necessary in passages that separate basic sentence elements by long delaying or expanding interruptions. When the Captain tells Viola about his last sight of her brother Sebastian (“I saw your brother bind himself to a strong mast, where I saw him hold acquaintance with the waves so long as I could see”), he uses a construction that both delays the main sentence elements until subordinate material is presented and then interrupts the sentence elements with additional subordinate material:

Assure yourself, after our ship did split,

When you and those poor number saved with you

Hung on our driving boat, I saw your brother,

Most provident in peril, bind himself

(Courage and hope both teaching him the practice)

To a strong mast that lived upon the sea,

Where, like Arion on the dolphin’s back,

I saw him hold acquaintance with the waves

So long as I could see.

In some of Shakespeare’s plays (Hamlet, for instance), long interrupted sentences and sentences in which the basic sentence elements are significantly delayed are used frequently, sometimes to catch the audience up in the narrative and sometimes as a characterizing device. They appear rarely in Twelfth Night, where sentences tend to be structurally straightforward.

Finally, in many of Shakespeare’s plays, sentences are sometimes complicated not because of unusual structures or interruptions but because Shakespeare 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, Shakespeare uses omissions both of verbs and of nouns to great dramatic effect. In Twelfth Night omissions are rare and seem to be used to affect the tone of the speech or for the sake of speech rhythm. For example, Sir Andrew’s “I’ll home tomorrow” (where “go” is omitted) lends a colloquial flavor to his speech, and Orsino’s “I myself am best / When least in company” (where “I am” is omitted before “least”) creates a regular iambic pentameter line.

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 (or on a single word that has more than one meaning). In the opening scene of Twelfth Night, a pun on the words heart and hart underlies this exchange between Orsino and Curio: “Will you go hunt, my lord?” “What, Curio?” “The hart.” “Why, so I do, the noblest that I have.” In a later scene Olivia, curious about the “man” who refuses to leave the gate of her estate, asks “What manner [i.e., kind] of man” he is. Malvolio’s response, “Of very ill manner,” puns on the word manner, using its meaning of “behavior.” In this exchange between Maria and the Fool—

FOOL   . . . I am resolved on two points.

MARIA   That if one break, the other will hold, or, if both break, your gaskins fall—

Maria puns on the word points, which meant not only the “points” of an argument but also the laces that held up a man’s breeches.

Because of the presence of the Fool, who makes his living by using wordplay to amuse his aristocratic patron and others in the household, Twelfth Night is among Shakespeare’s plays that use puns frequently. The Fool’s opening exchange with Olivia in Act 1, scene 5—an exchange that succeeds in amusing her and thus saving the Fool’s threatened position in the household—turns on his successful play on the word Fool (the name given the profession he follows) and fool (a person who behaves foolishly). Within this larger exchange, Olivia calls him a “dry [i.e., dull, not amusing] Fool” who has grown “dishonest”; his defense is a series of puns: “give the dry [i.e., dull] Fool drink, then is the Fool not dry [i.e., thirsty]. Bid the dishonest man mend [i.e., (1) reform, (2) repair] himself; if he mend [i.e., reform], he is no longer dishonest; if he cannot, let the botcher [i.e., tailor who repairs clothing] mend [i.e., repair] him.” Such puns characterize the Fool’s “foolery”—so much so that the language in this play, and the Fool’s language in particular, needs to be listened to carefully if one is to catch all its meanings.

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 shares common features. In the opening lines of Twelfth Night—

If music be the food of love, play on.

Give me excess of it, that, surfeiting,

The appetite may sicken and so die—

metaphoric language is used to express the longings of love as a physical hunger for which music is a satisfying food. As a way of saying that he wishes he were not so much in love, Orsino asks that his love be given an excessive amount of music so that love’s appetite will be killed by overeating. A few lines later Orsino uses another metaphor to express the intensity of his love:

O, when mine eyes did see Olivia first,

. . . .

That instant was I turned into a hart,

And my desires, like fell and cruel hounds,

E’er since pursue me.

Here the lover, having seen his beloved, is pursued by his desires like a deer by hunting dogs. (Shakespeare’s audience would have recognized behind this metaphor the famous mythological account of the hunter Acteon, who, having seen the goddess Diana naked, was literally turned into a deer and destroyed by his own hounds.)

Later in the play (in 3.1) Olivia uses metaphor to express her own love pains. Having fallen in love with Cesario, she has, she thinks, earned his scorn by sending a ring to him. “What might you think?” she asks.

Have you not set mine honor at the stake,

And baited it with all th’ unmuzzled thoughts

That tyrannous heart can think?

In this metaphor, her honor is like a bear tied to the stake and attacked by the vicious dogs of Cesario’s harsh thoughts.

In Twelfth Night one occasionally finds metaphor used to control long stretches of dialogue. In Act 1, scene 5, Viola/Cesario addresses Olivia with the claim that his message is, to Olivia’s ears, divinity (i.e., something holy). Olivia responds as if “divinity” meant “theology,” and asks for Cesario’s “text” (i.e., the scriptural passage on which he is to expound). Olivia thus sets up a metaphor that continues for several lines of dialogue through the words doctrine, chapter, method, the first, and heresy:

VIOLA  The rudeness that hath appeared in me have I learned from my entertainment. What I am and what I would are as secret as maidenhead: to your ears, divinity; to any other’s, profanation.

OLIVIA  Give us the place alone. We will hear this divinity. (Maria and Attendants exit.) Now, sir, what is your text?

VIOLA  Most sweet lady—

OLIVIA  A comfortable doctrine, and much may be said of it. Where lies your text?

VIOLA  In Orsino’s bosom.

OLIVIA  In his bosom? In what chapter of his bosom?

VIOLA  To answer by the method, in the first of his heart.

OLIVIA  O, I have read it; it is heresy. Have you no more to say?

VIOLA  Good madam, let me see your face.

OLIVIA  Have you any commission from your lord to negotiate with my face? You are now out of your text. But we will draw the curtain and show you the picture. (She removes her veil.)

With Olivia’s “we will draw the curtain and show you the picture,” the controlling metaphor shifts from “love message as sermon” to “veiled face as covered portrait,” a metaphor that progresses through Olivia’s “such a one I was this present” through “ ’Tis in grain” and “ ’Tis beauty truly blent.”

In most of Shakespeare’s plays, metaphors are most often used when the idea being conveyed seems hard to
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