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        General Introduction

        Every play by Shakespeare is unique. This is
            part of his greatness. A restless and indefatigable experimenter, he moved with a rare
            amalgamation of artistic integrity and dedicated professionalism from one kind of drama
            to another. Never shackled by convention, he offered his actors the alternation between
            serious and comic modes from play to play, and often also within the plays themselves,
            that the repertory system within which he worked demanded, and which provided an
            invaluable stimulus to his imagination. Introductions to individual works in this series
            attempt to define their individuality. But there are common factors that underpin
            Shakespeare’s career.

        Nothing in his heredity offers clues to the
            origins of his genius. His upbringing in Stratford-upon-Avon, where he was born in 1564,
            was unexceptional. His mother, born Mary Arden, came from a prosperous farming family.
            Her father chose her as his executor over her eight sisters and his four stepchildren
            when she was only in her late teens, which suggests that she was of more than average
            practical ability. Her husband John, a glover, apparently unable to write, was
            nevertheless a capable businessman and loyal townsfellow, who seems to have fallen on
            relatively hard times in later life. He would have been brought up as a Catholic, and
            may have retained Catholic sympathies, but his son subscribed
            publicly to Anglicanism throughout his life.

        The most important formative influence on
            Shakespeare was his school. As the son of an alderman who became bailiff (or mayor) in
            1568, he had the right to attend the town’s grammar school. Here he would have
            received an education grounded in classical rhetoric and oratory, studying authors such
            as Ovid, Cicero and Quintilian, and would have been required to read, speak, write and
            even think in Latin from his early years. This classical education permeates
            Shakespeare’s work from the beginning to the end of his career. It is apparent in
            the self-conscious classicism of plays of the early 1590s such as the tragedy of
                Titus Andronicus, The Comedy of Errors, and the narrative poems
                Venus and Adonis (1592–3) and The Rape of Lucrece (1593–4), and is
            still evident in his latest plays, informing the dream visions of Pericles and
                Cymbeline and the masque in The Tempest, written between 1607 and
            1611. It inflects his literary style throughout his career. In his earliest writings the
            verse, based on the ten-syllabled, five-beat iambic pentameter, is highly patterned.
            Rhetorical devices deriving from classical literature, such as alliteration and
            antithesis, extended similes and elaborate wordplay, abound. Often, as in
                Love’s Labour’s Lost and A Midsummer Night’s
                Dream, he uses rhyming patterns associated with lyric poetry, each line
            self-contained in sense, the prose as well as the verse employing elaborate figures of
            speech. Writing at a time of linguistic ferment, Shakespeare frequently imports
            Latinisms into English, coining words such as abstemious, addiction, incarnadine and
            adjunct. He was also heavily influenced by the eloquent translations of the Bible in
            both the Bishops’ and the Geneva versions. As his experience grows, his verse and
            prose become more supple, the patterning less apparent, more ready to
            accommodate the rhythms of ordinary speech, more colloquial in diction, as in the
            speeches of the Nurse in Romeo and Juliet, the characterful prose of Falstaff
            and Hamlet’s soliloquies. The effect is of increasing psychological realism,
            reaching its greatest heights in Hamlet, Othello, King
                Lear, Macbeth and Antony and Cleopatra. Gradually he
            discovered ways of adapting the regular beat of the pentameter to make it an infinitely
            flexible instrument for matching thought with feeling. Towards the end of his career, in
            plays such as The Winter’s Tale, Cymbeline and The
                Tempest, he adopts a more highly mannered style, in keeping with the more
            overtly symbolical and emblematical mode in which he is writing.

        So far as we know, Shakespeare lived in
            Stratford till after his marriage to Anne Hathaway, eight years his senior, in 1582.
            They had three children: a daughter, Susanna, born in 1583 within six months of their
            marriage, and twins, Hamnet and Judith, born in 1585. The next seven years of
            Shakespeare’s life are virtually a blank. Theories that he may have been, for
            instance, a schoolmaster, or a lawyer, or a soldier, or a sailor, lack evidence to
            support them. The first reference to him in print, in Robert Greene’s pamphlet
                Greene’s Groatsworth of Wit of 1592, parodies a line from Henry
                VI, Part III, implying that Shakespeare was already an established playwright.
            It seems likely that at some unknown point after the birth of his twins he joined a
            theatre company and gained experience as both actor and writer in the provinces and
            London. The London theatres closed because of plague in 1593 and 1594; and during these
            years, perhaps recognizing the need for an alternative career, he wrote and published
            the narrative poems Venus and Adonis and The Rape of Lucrece. These
            are the only works we can be certain that Shakespeare himself was
            responsible for putting into print. Each bears the author’s dedication to Henry
            Wriothesley, Earl of Southampton (1573–1624), the second in warmer terms than the first.
            Southampton, younger than Shakespeare by ten years, is the only person to whom he
            personally dedicated works. The Earl may have been a close friend, perhaps even the
            beautiful and adored young man whom Shakespeare celebrates in his Sonnets.

        The resumption of playing after the plague
            years saw the founding of the Lord Chamberlain’s Men, a company to which
            Shakespeare was to belong for the rest of his career, as actor, shareholder and
            playwright. No other dramatist of the period had so stable a relationship with a single
            company. Shakespeare knew the actors for whom he was writing and the conditions in which
            they performed. The permanent company was made up of around twelve to fourteen players,
            but one actor often played more than one role in a play and additional actors were hired
            as needed. Led by the tragedian Richard Burbage (1568–1619) and, initially, the comic
            actor Will Kemp (d. 1603), they rapidly achieved a high reputation, and when King James
            I succeeded Queen Elizabeth I in 1603 they were renamed as the King’s Men. All the
            women’s parts were played by boys; there is no evidence that any female role was
            ever played by a male actor over the age of about eighteen. Shakespeare had enough
            confidence in his boys to write for them long and demanding roles such as Rosalind (who,
            like other heroines of the romantic comedies, is disguised as a boy for much of the
            action) in As You Like It, Lady Macbeth and Cleopatra. But there are far more
            fathers than mothers, sons than daughters, in his plays, few if any of which require
            more than the company’s normal complement of three or four boys.

        The company played primarily in London’s
            public playhouses – there were almost none that we know of in the rest of the country –
            initially in the Theatre, built in Shoreditch in 1576, and from 1599 in the Globe, on
            Bankside. These were wooden, more or less circular structures, open to the air, with a
            thrust stage surmounted by a canopy and jutting into the area where spectators who paid
            one penny stood, and surrounded by galleries where it was possible to be seated on
            payment of an additional penny. Though properties such as cauldrons, stocks, artificial
            trees or beds could indicate locality, there was no representational scenery. Sound
            effects such as flourishes of trumpets, music both martial and amorous, and
            accompaniments to songs were provided by the company’s musicians. Actors entered
            through doors in the back wall of the stage. Above it was a balconied area that could
            represent the walls of a town (as in King John), or a castle (as in Richard
                II), and indeed a balcony (as in Romeo and Juliet). In 1609 the
            company also acquired the use of the Blackfriars, a smaller, indoor theatre to which
            admission was more expensive, and which permitted the use of more spectacular stage
            effects such as the descent of Jupiter on an eagle in Cymbeline and of
            goddesses in The Tempest. And they would frequently perform before the court in
            royal residences and, on their regular tours into the provinces, in non-theatrical
            spaces such as inns, guildhalls and the great halls of country houses.

        Early in his career Shakespeare may have
            worked in collaboration, perhaps with Thomas Nashe (1567–c. 1601) in Henry
                VI, Part I and with George Peele (1556–96) in Titus Andronicus. And
            towards the end he collaborated with George Wilkins (fl. 1604–8) in
                Pericles, and with his younger colleagues Thomas Middleton (1580–1627), in
                Timon of Athens, and John Fletcher (1579–1625), in Henry VIII, The Two Noble Kinsmen and the lost play
                Cardenio. Shakespeare’s output dwindled in his last years, and he
            died in 1616 in Stratford, where he owned a fine house, New Place, and much land. His
            only son had died at the age of eleven, in 1596, and his last descendant died in 1670.
            New Place was destroyed in the eighteenth century but the other Stratford houses
            associated with his life are maintained and displayed to the public by the Shakespeare
            Birthplace Trust.

        One of the most remarkable features of
            Shakespeare’s plays is their intellectual and emotional scope. They span a great
            range from the lightest of comedies, such as The Two Gentlemen of Verona and
                The Comedy of Errors, to the profoundest of tragedies, such as King
                Lear and Macbeth. He maintained an output of around two plays a year,
            ringing the changes between comic and serious. All his comedies have serious elements:
            Shylock, in The Merchant of Venice, almost reaches tragic dimensions, and
                Measure for Measure is profoundly serious in its examination of moral
            problems. Equally, none of his tragedies is without humour: Hamlet is as witty as any of
            his comic heroes, Macbeth has its Porter, and King Lear its Fool. His
            greatest comic character, Falstaff, inhabits the history plays and Henry V ends
            with a marriage, while Henry VI, Part III, Richard II and Richard
                III culminate in the tragic deaths of their protagonists.

        Although in performance Shakespeare’s
            characters can give the impression of a superabundant reality, he is not a naturalistic
            dramatist. None of his plays is explicitly set in his own time. The action of few of
            them (except for the English histories) is set even partly in England (exceptions are
                The Merry Wives of Windsor and the Induction to The Taming of the
                Shrew). Italy is his favoured location. Most of his principal story-lines
            derive from printed writings; but the structuring and translation of
            these narratives into dramatic terms is Shakespeare’s own, and he invents much
            additional material. Most of the plays contain elements of myth and legend, and many
            derive from ancient or more recent history or from romantic tales of ancient times and
            faraway places. All reflect his reading, often in close detail. Holinshed’s
                Chronicles (1577, revised 1587), a great compendium of English, Scottish
            and Irish history, provided material for his English history plays. The Lives of the
                Noble Grecians and Romans by the Greek writer Plutarch, finely translated into
            English from the French by Sir Thomas North in 1579, provided much of the narrative
            material, and also a mass of verbal detail, for his plays about Roman history. Some
            plays are closely based on shorter individual works: As You Like It, for
            instance, on the novel Rosalynde (1590) by his near-contemporary Thomas Lodge
            (1558–1625), The Winter’s Tale on Pandosto (1588) by his old
            rival Robert Greene (1558–92) and Othello on a story by the Italian Giraldi
            Cinthio (1504–73). And the language of his plays is permeated by the Bible, the Book of
            Common Prayer and the proverbial sayings of his day.

        Shakespeare was popular with his
            contemporaries, but his commitment to the theatre and to the plays in performance is
            demonstrated by the fact that only about half of his plays appeared in print in his
            lifetime, in slim paperback volumes known as quartos, so called because they were made
            from printers’ sheets folded twice to form four leaves (eight pages). None of them
            shows any sign that he was involved in their publication. For him, performance was the
            primary means of publication. The most frequently reprinted of his works were the
            non-dramatic poems – the erotic Venus and Adonis and the more
            moralistic The Rape of Lucrece. The Sonnets, which appeared in 1609,
            under his name but possibly without his consent, were less successful, perhaps because
            the vogue for sonnet sequences, which peaked in the 1590s, had passed by then. They were
            not reprinted until 1640, and then only in garbled form along with poems by other
            writers. Happily, in 1623, seven years after he died, his colleagues John Heminges
            (1556–1630) and Henry Condell (d. 1627) published his collected plays, including
            eighteen that had not previously appeared in print, in the first Folio, whose name
            derives from the fact that the printers’ sheets were folded only once to produce
            two leaves (four pages). Some of the quarto editions are badly printed, and the fact
            that some plays exist in two, or even three, early versions creates problems for
            editors. These are discussed in the Account of the Text in each volume of this
            series.

        Shakespeare’s plays continued in the
            repertoire until the Puritans closed the theatres in 1642. When performances resumed
            after the Restoration of the monarchy in 1660 many of the plays were not to the taste of
            the times, especially because their mingling of genres and failure to meet the
            requirements of poetic justice offended against the dictates of neoclassicism. Some,
            such as The Tempest (changed by John Dryden and William Davenant in 1667 to
            suit contemporary taste), King Lear (to which Nahum Tate gave a happy ending in
            1681) and Richard III (heavily adapted by Colley Cibber in 1700 as a vehicle
            for his own talents), were extensively rewritten; others fell into neglect. Slowly they
            regained their place in the repertoire, and they continued to be reprinted, but it was
            not until the great actor David Garrick (1717–79) organized a spectacular jubilee in
            Stratford in 1769 that Shakespeare began to be regarded as a transcendental genius. Garrick’s idolatry prefigured the enthusiasm of critics
            such as Samuel Taylor Coleridge (1772–1834) and William Hazlitt (1778–1830). Gradually
            Shakespeare’s reputation spread abroad, to Germany, America, France and to other
            European countries.

        During the nineteenth century, though the
            plays were generally still performed in heavily adapted or abbreviated versions, a large
            body of scholarship and criticism began to amass. Partly as a result of a general swing
            in education away from the teaching of Greek and Roman texts and towards literature
            written in English, Shakespeare became the object of intensive study in schools and
            universities. In the theatre, important turning points were the work in England of two
            theatre directors, William Poel (1852–1934) and his disciple Harley Granville-Barker
            (1877–1946), who showed that the application of knowledge, some of it newly acquired, of
            early staging conditions to performance of the plays could render the original texts
            viable in terms of the modern theatre. During the twentieth century appreciation of
            Shakespeare’s work, encouraged by the availability of audio, film and video
            versions of the plays, spread around the world to such an extent that he can now be
            claimed as a global author.

        The influence of Shakespeare’s works
            permeates the English language. Phrases from his plays and poems – ‘a tower of
            strength’, ‘green-eyed jealousy’, ‘a foregone conclusion’
            – are on the lips of people who may never have read him. They have inspired composers of
            songs, orchestral music and operas; painters and sculptors; poets, novelists and
            film-makers. Allusions to him appear in pop songs, in advertisements and in television
            shows. Some of his characters – Romeo and Juliet, Falstaff, Shylock and Hamlet – have
            acquired mythic status. He is valued for his humanity, his
            psychological insight, his wit and humour, his lyricism, his mastery of language, his
            ability to excite, surprise, move and, in the widest sense of the word, entertain
            audiences. He is the greatest of poets, but he is essentially a dramatic poet. Though
            his plays have much to offer to readers, they exist fully only in performance. In these
            volumes we offer individual introductions, notes on language and on specific points of
            the text, suggestions for further reading and information about how each work has been
            edited. In addition we include accounts of the ways in which successive generations of
            interpreters and audiences have responded to challenges and rewards offered by the
            plays. The Penguin Shakespeare series aspires to remove obstacles to understanding and
            to make pleasurable the reading of the work of the man who has done more than most to
            make us understand what it is to be human.

        Stanley Wells

    
        The Chronology of Shakespeare’s Works

        A few of Shakespeare’s writings can be
            fairly precisely dated. An allusion to the Earl of Essex in the chorus to Act V of
                Henry V, for instance, could only have been written in 1599. But for many
            of the plays we have only vague information, such as the date of publication, which may
            have occurred long after composition, the date of a performance, which may not have been
            the first, or a list in Francis Meres’s book Palladis Tamia, published in
            1598, which tells us only that the plays listed there must have been written by that
            year. The chronology of the early plays is particularly difficult to establish. Not
            everyone would agree that the first part of Henry VI was written after the
            third, for instance, or Romeo and Juliet before A Midsummer Night’s
                Dream. The following table is based on the ‘Canon and Chronology’
            section in William Shakespeare: A Textual Companion, by Stanley Wells and Gary
            Taylor, with John Jowett and William Montgomery (1987), where more detailed information
            and discussion may be found.
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        Introduction

        ‘If music be the food of love, play on
            …’ The first line of Twelfth Night is now so famous, even independently
            of what has become one of the best-loved comedies ever written, that we are in danger of
            overlooking what an extraordinary opening gambit for a play it is. An important,
            aristocratic character arrives on the stage, attended by courtiers (in the theatre, we
            won’t gather until the following scene that his name is Orsino, and he is Duke of
            Illyria), and at the play’s first performances this entrance was probably the cue
            for the theatre’s consort of musicians – who may have been entertaining the
            waiting audience for as long as an hour beforehand – to cease playing. But instead of
            getting on with whatever story he will turn out to be in, Orsino would rather join us in
            listening to yet more of the overture. This first utterance of his, telling the
            musicians not to stop but to continue, doesn’t so much start the play off as
            postpone it. Beginning with a man putting music before action in the name of love,
                Twelfth Night is perhaps Shakespeare’s most lyrical play: it
            can’t be a mere accident that he chose to set it in a country whose name enfolds
            the word ‘lyre’, nor that he called its heroine Viola, a name shared not
            only with a flower but also with a musical instrument (the viola da gamba, mentioned
            within a few lines of her first exit, at I.3.23–4). Depicting the complicated fortunes of
            twins shipwrecked in a strange land, and recounting the most devastating practical joke
            ever played on an overweening servant, Twelfth Night certainly doesn’t
            lack for plot; but it doesn’t lack pensive interludes in that plot either, often
            provided in the form of songs. The whole play works as much like a musical composition
            as like an adventure story or a farce, and if Orsino’s first line doesn’t
            immediately start the action, it certainly signals some of the principal themes on which
            Shakespeare’s comedy will develop a series of exquisite variations. The words
            ‘if’, ‘music’, ‘food’ and ‘love’
            resonate throughout Twelfth Night; it is a meditative as well as a very funny
            and affecting play, reflecting on the springs and implications of the comedy in which,
            by this mid-point in his career, Shakespeare was already supremely accomplished.
            Familiar as it has become, it is as self-consciously experimental a play as Shakespeare
            ever wrote, expanding the limits of romantic comedy to incorporate a range of emotional
            effects unequalled in English comedy.

        Although we only learn that this
            self-indulgent lover’s territory is called Illyria in the second scene of the
            play, we have a vivid sense of its atmosphere from the outset. This sense of a local
            atmosphere will matter in Twelfth Night more than in many of
            Shakespeare’s previous comedies, since the play is comparatively unusual in the
            thoroughness with which it confines its characters to this single realm. It is true that
            one of Shakespeare’s earlier plays, The Comedy of Errors (1594), is set
            entirely in Ephesus, during one mad day in which the lives of Antipholus and his servant
            Dromio are thrown into hilarious and terrifying confusion by the arrival of their
            respective long-lost identical twins, but if anything the dramatic
            focus in The Comedy of Errors is more on the twins who arrive from Syracuse in
            quest of their apparently settled counterparts, and on the Antipholi’s
            long-suffering father, Egeon, who is searching for all four, than on Ephesus alone; for
            these characters there is definitely a world elsewhere, and it matters. Similarly,
            France is a real offstage presence in Love’s Labour’s Lost
            (1594–5), even if the action of the play is confined to Navarre’s ‘little
            academe’; and in Much Ado About Nothing (1598), equally, although the
            action all takes place around the Sicilian city of Messina, many of the characters are
            only passing through on their way home from fighting in a civil war. It is more
            characteristic, though, for Shakespeare’s comedies to take two contrasting
            locations as settings, and to incorporate the journeys between them as major parts of
            the plot – whether from Verona to Milan in The Two Gentlemen of Verona
            (1590–91) or from Padua to Petruchio’s house and back in The Taming of the
                Shrew (1590–91), or from Theseus’ court to the wood near Athens and back
            in A Midsummer Night’s Dream (1595), or from Venice to Belmont to Venice
            and back to Belmont in The Merchant of Venice (1596–7), or from the ducal court
            to the Forest of Arden in As You Like It (1599–1600). In Twelfth
            Night, though, we find ourselves in Illyria at the outset, and we stay there; the
            world beyond comes to us as nothing more substantial than a succession of rumours,
            whether of the naval engagement in which the sailor Antonio once fought against
            Orsino’s fleet on behalf of a rival city-state which is never named (III.3.25–38) or of the origins of the twins
            Viola and Sebastian, children, as Sebastian belatedly tells Antonio, to ‘that
            Sebastian of Messaline whom I know you have heard of’ (II.1.15–16). Beyond the fact that he had a mole
            upon his brow and died on their thirteenth birthday (V.1.239–42), we ourselves hear nothing else
            whatsoever of Sebastian senior, and still less of Messaline, a place name which may or
            may not be a variant on ‘Massilia’, the Roman name for what is now
            Marseilles. We never learn where Viola and Sebastian were sailing from when they got
            shipwrecked in Illyria, nor why, nor where they were going. What the action of the play
            appears to guarantee, however, eventually pairing them with Illyria’s two leading
            nobles, is that they will never get there. It is appropriate both to Illyria’s
            seductive charm and to its faintly uneasy aura of stasis that when Viola first hears its
            name at the opening of the second scene – a matter of seconds after Orsino has taken
            himself off to ‘sweet beds of flowers’ until further notice – she is
            immediately, punningly, reminded of the afterlife, playing on its classical name:
            ‘And what should I do in Illyria? | My brother, he is in Elysium’ (I.2.3–4). As it will transpire, both twins are
            actually in Illyria; but, for better and for worse, getting washed up in Illyria may
            turn out to be rather like dying and going to heaven for both of them.

        Where is Illyria? The popularity of
                Twelfth Night in the Anglophone world over the last three centuries, and a
            widespread sense that this is a festive, light-hearted play in which no one has a real
            care in the world and all ends happily (a view which the play’s text won’t
            necessarily support), has made the word ‘Illyria’ well-nigh synonymous with
            ‘Arcadia’: Illyria, it is usually assumed, is a sunlit never-never land of
            love and poetry, outside the ordinary historical time in which we mere mortals are
            trapped, and only coincidentally to be found on any real map, if at all. There is
            something in this – though, from Orsino’s rather willed and short-lived surrender
            to music onwards, it might be truer to say that the play rather depicts people who would
            like to feel that they are in such an Illyria. However, it probably
            did matter to Shakespeare that there really had been a place with the
            attractive-sounding name of Illyria, and he undoubtedly knew where it was. Illyria was a
            Roman province along the eastern Adriatic coast opposite Italy; it is mentioned
            casually, alongside Massilia, as one of the places where a twin has been searching for
            his brother in the Roman comedy Menaechmi, by Plautus. This play had already
            been used by Shakespeare as a source for The Comedy of Errors, and may have
            suggested the names both of his twins’ homeland and of their accidental
            destination. But Illyria had a darker reputation too: in classical mythology, it was the
            place where Cadmus, founder of the tragic city of Thebes, had been transformed into a
            serpent (as Shakespeare would have remembered from his favourite Latin text,
            Ovid’s Metamorphoses, IV.559–603), and it was a matter of historical
            record that ancient Illyria had been infested by pirates (as Shakespeare would have
            known from his readings in classical histories such as Plutarch’s Lives of the
                Noble Grecians and Romans, a book he certainly revisited not long before
            composing Twelfth Night, while working on Julius Caesar in 1599). With
            this reputation in mind, Shakespeare had mentioned Illyria once before, in Henry VI,
                Part II (1591), when the Duke of Suffolk, about to be put to death by the
            sailors who have captured him in a skirmish of the Wars of the Roses, compares their
            chief unfavourably with a classical precedent:

        
            Small things make base men proud. This villain
                here,

            Being captain of a pinnace, threatens more

            Than Bargulus, the strong Illyrian pirate. (IV.1.106–8)

        

        The word ‘Illyria’, then, no
            more connoted a languid idyll before this play than do the
            area’s present-day names now – Croatia, Montenegro, Albania. Even the Illyria
            depicted in Twelfth Night, for all the hothoused courtly love which suffuses
            it, is still troubled by piracy. Antonio warns Sebastian that without a local guide the
            place may prove ‘Rough and unhospitable’ (III.3.11). His own shadowy past history as a
            sea-fighter – during which he took possession of a ship called The Phoenix and
            the cargo it was bringing home from Crete – marks him out himself, as far as Orsino is
            concerned, as a latterday Bargulus: ‘Notable pirate, thou salt-water thief
            …’ (V.1.66). Antonio has risked his
            life just by accompanying Sebastian into Illyria: it may be a place where almost
            everyone we meet is either in love or about to be, but it is also a place where love can
            lead to violent death. Given the name of the ship which the devoted Antonio stands to
            die for having captured, it is highly suggestive that at around the same time as he was
            writing Twelfth Night Shakespeare was also composing his poem ‘The
            Phoenix and the Turtle’, another work in which the test of truly selfless love is
            a willingness to die, here actualized in the fates of the allegorical phoenix and its
            beloved turtle-dove. The choice of Illyria as a setting places love and escapism
            alongside danger and death.

        If this lethal edge to Illyria’s air
            of amorous reverie owes something to the Mediterranean past, the play also affords
            glimpses of a definitely English present. It is sometimes claimed that all
            Shakespeare’s comedies, despite their nominal Italian or French or Viennese
            locations, are ‘really’ set in Elizabethan England, but this is a
            simplification. It is truer to say that, just as his histories imagine the past in terms
            of the present, so Shakespeare’s comedies imagine the exotic in terms of the
            local. Illyria is both an Adriatic dreamworld and a parallel universe which shares many features with Shakespeare’s England; completely outside
            mundane historical time but suggestively sharing some of the concerns of 1601, the year
            of its composition. At once glamorously Italian and locally topical, for instance,
            Orsino’s name may have been borrowed from a real Italian, Don Virginio Orsino,
            Duke of Bracciano, who visited Elizabeth I’s court in 1600–1601 (and before whom
            Shakespeare’s company performed), while among the names of the rest of the cast
            the Italian and the English are thoroughly intermingled. The countess for whom Orsino
            sighs has the Italian name of Olivia, while her ill-wishing steward is called Malvolio,
            clearly a version of the Italian for malevolent, malevolo (just as Shakespeare
            had earlier named Romeo’s well-meaning friend Benvolio and his mercurial one
            Mercutio). Olivia’s waiting-gentlewoman, however, mostly called the Italianate
            ‘Maria’, is also sometimes the plain English ‘Mary’ or
            ‘Marian’, and her dissolute uncle and his dupe bear the entirely English
            names of Sir Toby Belch and Sir Andrew Aguecheek. Similarly, though the play isn’t
            obviously a satire designed primarily
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