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I.1Enter Kent, Gloucester, and Edmund

KENT I thought the King had more affected the Duke of

Albany than Cornwall.

GLOUCESTER It did always seem so to us. But now in the

division of the kingdom it appears not which of the

Dukes he values most, for qualities are so weighed that

curiosity in neither can make choice of either’s moiety.

KENT Is not this your son, my lord?

GLOUCESTER His breeding, sir, hath been at my charge.

I have so often blushed to acknowledge him that now I

10         am brazed to it.

KENT I cannot conceive you.

GLOUCESTER Sir, this young fellow’s mother could;

whereupon she grew round-wombed, and had indeed,

sir, a son for her cradle ere she had a husband for her

bed. Do you smell a fault?

KENT I cannot wish the fault undone, the issue of it being

so proper.

GLOUCESTER But I have a son, sir, by order of law, some

year elder than this, who yet is no dearer in my account.

20         Though this knave came something saucily to the world,

before he was sent for, yet was his mother fair; there

was good sport at his making, and the whoreson must be

acknowledged. Do you know this noble gentleman,

Edmund?

EDMUND No, my lord.

GLOUCESTER My lord of Kent. Remember him hereafter

as my honourable friend.

EDMUND My services to your lordship.

KENT I must love you and sue to know you better.

30       EDMUND Sir, I shall study deserving.

GLOUCESTER He hath been out nine years, and away he

shall again. The King is coming.

Sound a sennet. Enter one bearing a coronet

Enter King Lear, Cornwall, Albany, Gonerill, Regan, Cordelia, and attendants

LEAR Attend the lords of France and Burgundy, Glouces-

ter.

GLOUCESTER I shall, my liege.

Exeunt Gloucester and Edmund

LEAR

Meantime we shall express our darker purpose.

Give me the map there. Know, that we have divided

In three our kingdom; and ’tis our fast intent

To shake all cares and business from our age,

40           Conferring them on younger strengths, while we

Unburdened crawl toward death. Our son of Cornwall –

And you, our no less loving son of Albany –

We have this hour a constant will to publish

Our daughters’ several dowers, that future strife

May be prevented now. The princes, France and Burgundy,

Great rivals in our youngest daughter’s love,

Long in our court have made their amorous sojourn,

And here are to be answered. Tell me, my daughters,

Since now we will divest us both of rule,

50           Interest of territory, cares of state,

Which of you shall we say doth love us most,

That we our largest bounty may extend

Where nature doth with merit challenge. Gonerill,

Our eldest born, speak first.

GONERILL

Sir, I love you more than word can wield the matter,

Dearer than eyesight, space, and liberty,

Beyond what can be valued rich or rare,

No less than life, with grace, health, beauty, honour,

As much as child e’er loved or father found;

60           A love that makes breath poor and speech unable;

Beyond all manner of ‘so much’ I love you.

CORDELIA (aside)

What shall Cordelia speak? Love, and be silent.

LEAR

Of all these bounds, even from this line to this,

With shadowy forests and with champains riched,

With plenteous rivers and wide-skirted meads,

We make thee lady. To thine and Albany’s issues

Be this perpetual. – What says our second daughter,

Our dearest Regan, wife of Cornwall?

REGAN

I am made of that self mettle as my sister

70         And price me at her worth. In my true heart

I find she names my very deed of love;

Only she comes too short, that I profess

Myself an enemy to all other joys

Which the most precious square of sense possesses,

And find I am alone felicitate

In your dear highness’ love.

CORDELIA (aside)

Then poor Cordelia!

And yet not so, since I am sure my love’s

More ponderous than my tongue.

LEAR

To thee and thine hereditary ever

80         Remain this ample third of our fair kingdom,

No less in space, validity, and pleasure

Than that conferred on Gonerill. – Now, our joy,

Although our last and least, to whose young love

The vines of France and milk of Burgundy

Strive to be interessed: what can you say to draw

A third more opulent than your sisters’? Speak!

CORDELIA Nothing, my lord.

LEAR Nothing?

CORDELIA Nothing.

LEAR

90         Nothing will come of nothing. Speak again.

CORDELIA

Unhappy that I am, I cannot heave

My heart into my mouth. I love your majesty

According to my bond, no more nor less.

LEAR

How, how, Cordelia! Mend your speech a little

Lest you may mar your fortunes.

CORDELIA

Good my lord,

You have begot me, bred me, loved me.

I return those duties back as are right fit,

Obey you, love you, and most honour you.

Why have my sisters husbands, if they say

100         They love you all? Haply when I shall wed,

That lord whose hand must take my plight shall carry

Half my love with him, half my care and duty.

Sure I shall never marry like my sisters,

To love my father all.

LEAR

But goes thy heart with this?

CORDELIA

Ay, my good lord.

LEAR So young, and so untender?

CORDELIA So young, my lord, and true.

LEAR

Let it be so! Thy truth then be thy dower!

For by the sacred radiance of the sun,

110       The mysteries of Hecat and the night,

By all the operation of the orbs

From whom we do exist, and cease to be,

Here I disclaim all my paternal care,

Propinquity and property of blood,

And as a stranger to my heart and me

Hold thee from this for ever. The barbarous Scythian,

Or he that makes his generation messes

To gorge his appetite, shall to my bosom

Be as well neighboured, pitied, and relieved

As thou my sometime daughter.

KENT

120         Good my liege –

LEAR

Peace, Kent!

Come not between the dragon and his wrath.

I loved her most, and thought to set my rest

On her kind nursery. (To Cordelia) Hence and avoid my sight! –

So be my grave my peace as here I give

Her father’s heart from her. Call France! Who stirs?

Call Burgundy! Cornwall and Albany,

With my two daughters’ dowers digest the third.

Let pride, which she calls plainness, marry her.

130         I do invest you jointly with my power,

Pre-eminence, and all the large effects

That troop with majesty. Ourself by monthly course,

With reservation of an hundred knights,

By you to be sustained, shall our abode

Make with you by due turn. Only we shall retain

The name and all th’addition to a king; the sway,

Revenue, execution of the rest,

Beloved sons, be yours; which to confirm,

This coronet part between you.

KENT

Royal Lear,

140         Whom I have ever honoured as my king,

Loved as my father, as my master followed,

As my great patron thought on in my prayers –

LEAR

The bow is bent and drawn; make from the shaft.

KENT

Let it fall rather, though the fork invade

The region of my heart. Be Kent unmannerly

When Lear is mad. What wouldst thou do, old man?

Think’st thou that duty shall have dread to speak

When power to flattery bows? To plainness honour’s

bound

When majesty stoops to folly. Reserve thy state,

150         And in thy best consideration check

This hideous rashness. Answer my life my judgement,

Thy youngest daughter does not love thee least,

Nor are those empty-hearted whose low sounds

Reverb no hollowness.

LEAR

Kent, on thy life, no more!

KENT

My life I never held but as a pawn

To wage against thine enemies; nor fear to lose it,

Thy safety being motive.

LEAR

Out of my sight!

KENT

See better, Lear, and let me still remain

The true blank of thine eye.

LEAR

160         Now by Apollo –

KENT

Now by Apollo, King,

Thou swear’st thy gods in vain.

LEAR

O vassal, miscreant!

He makes to strike him

ALBANY and CORNWALL Dear sir, forbear!

KENT

Kill thy physician and thy fee bestow

Upon the foul disease. Revoke thy gift,

Or whilst I can vent clamour from my throat

I’ll tell thee thou dost evil.

LEAR

Hear me, recreant,

On thine allegiance hear me!

That thou hast sought to make us break our vow,

Which we durst never yet, and, with strained pride,

170         To come betwixt our sentence and our power,

Which nor our nature nor our place can bear,

Our potency made good, take thy reward.

Five days we do allot thee for provision

To shield thee from disasters of the world,

And on the sixth to turn thy hated back

Upon our kingdom. If on the tenth day following

Thy banished trunk be found in our dominions

The moment is thy death. Away! By Jupiter,

This shall not be revoked!

KENT

180         Fare thee well, King, sith thus thou wilt appear,

Freedom lives hence and banishment is here.

(To Cordelia)

The gods to their dear shelter take thee, maid,

That justly think’st and hast most rightly said.

(To Gonerill and Regan)

And your large speeches may your deeds approve

That good effects may spring from words of love. –

Thus Kent, O princes, bids you all adieu;

He’ll shape his old course in a country new.

Exit

Flourish. Enter Gloucester with France and Burgundy, and attendants

GLOUCESTER

Here’s France and Burgundy, my noble lord.

LEAR

My lord of Burgundy,

190         We first address toward you, who with this king

Hath rivalled for our daughter: what in the least

Will you require in present dower with her

Or cease your quest of love?

BURGUNDY

Most royal majesty,

I crave no more than hath your highness offered,

Nor will you tender less.

LEAR

Right noble Burgundy,

When she was dear to us we did hold her so;

But now her price is fallen. Sir, there she stands;

If aught within that little-seeming substance,

Or all of it, with our displeasure pieced,

200         And nothing more, may fitly like your grace,

She’s there and she is yours.

BURGUNDY

I know no answer.

LEAR

Will you with those infirmities she owes,

Unfriended, new-adopted to our hate,

Dowered with our curse and strangered with our oath,

Take her or leave her?

BURGUNDY

Pardon me, royal sir,

Election makes not up in such conditions.

LEAR

Then leave her, sir, for, by the power that made me,

I tell you all her wealth. (To France) For you, great king,

I would not from your love make such a stray

210         To match you where I hate; therefore beseech you

T’avert your liking a more worthier way

Than on a wretch whom Nature is ashamed

Almost t’acknowledge hers.

FRANCE

This is most strange,

That she whom even but now was your best object,

The argument of your praise, balm of your age,

The best, the dearest, should in this trice of time

Commit a thing so monstrous to dismantle

So many folds of favour. Sure her offence

Must be of such unnatural degree

220         That monsters it; or your fore-vouched affection

Fall into taint; which to believe of her

Must be a faith that reason without miracle

Should never plant in me.

CORDELIA

I yet beseech your majesty –

If for I want that glib and oily art

To speak and purpose not, since what I well intend

I’ll do’t before I speak – that you make known

It is no vicious blot, murder or foulness,

No unchaste action or dishonoured step

That hath deprived me of your grace and favour,

230         But even for want of that for which I am richer:

A still-soliciting eye and such a tongue

That I am glad I have not, though not to have it

Hath lost me in your liking.

LEAR

Better thou

Hadst not been born than not t’have pleased me better.

FRANCE

Is it but this, a tardiness in nature

Which often leaves the history unspoke

That it intends to do? My lord of Burgundy,

What say you to the lady? Love’s not love

When it is mingled with regards that stands

240       Aloof from th’entire point. Will you have her?

She is herself a dowry.

BURGUNDY

Royal Lear,

Give but that portion which yourself proposed

And here I take Cordelia by the hand,

Duchess of Burgundy.

LEAR

Nothing! I have sworn; I am firm.

BURGUNDY (to Cordelia)

I am sorry then you have so lost a father

That you must lose a husband.

CORDELIA

Peace be with Burgundy!

Since that respect and fortunes are his love,

I shall not be his wife.

FRANCE

250       Fairest Cordelia, that art most rich, being poor,

Most choice, forsaken, and most loved, despised,

Thee and thy virtues here I seize upon.

Be it lawful I take up what’s cast away.

Gods, gods! ’Tis strange that from their cold’st neglect

My love should kindle to inflamed respect.

Thy dowerless daughter, King, thrown to my chance,

Is queen of us, of ours, and our fair France.

Not all the dukes of waterish Burgundy

Can buy this unprized-precious maid of me.

260        Bid them farewell, Cordelia, though unkind.

Thou losest here, a better where to find.

LEAR

Thou hast her, France; let her be thine, for we

Have no such daughter, nor shall ever see

That face of hers again. Therefore begone,

Without our grace, our love,
   our benison!

Come, noble Burgundy.

Flourish. Exeunt Lear, Burgundy, Cornwall, Albany, Gloucester, and attendants

FRANCE Bid farewell to your sisters.

CORDELIA

The jewels of our father, with washed eyes

Cordelia leaves you. I know you what you are;

270        And, like a sister, am most loath to call

Your faults as they are named. Love well our father!

To your professèd bosoms I commit him.

But yet, alas, stood I within his grace,

I would prefer him to a better place.

So farewell to you both.

REGAN

Prescribe not us our duty.

GONERILL

Let your study

Be to content your lord, who hath received you

At Fortune’s alms. You have obedience scanted,

And well are worth the want that you have wanted.

CORDELIA

280       Time shall unfold what plighted cunning hides;

Who covers faults, at last with shame derides.

Well may you prosper!

FRANCE

Come, my fair Cordelia.

Exeunt France and Cordelia

GONERILL Sister, it is not little I have to say of what most

nearly appertains to us both. I think our father will

hence tonight.

REGAN That’s most certain, and with you; next month

with us.

GONERILL You see how full of changes his age is. The

observation we have made of it hath not been little. He

290       always loved our sister most; and with what poor judge-

ment he hath now cast her off appears too grossly.

REGAN ’Tis the infirmity of his age. Yet he hath ever but

slenderly known himself.

GONERILL The best and soundest of his time hath been

but rash. Then must we look from his age to receive not

alone the imperfections of long-ingraffed condition, but

therewithal the unruly waywardness that infirm and

choleric years bring with them.

REGAN Such unconstant starts are we like to have from

300       him as this of Kent’s banishment.

GONERILL There is further compliment of leave-taking

between France and him. Pray you, let us hit together.

If our father carry authority with such disposition as he

bears, this last surrender of his will but offend us.

REGAN We shall further think of it.

GONERILL We must do something, and i’th’heat.

Exeunt

I.2 Enter Edmund

EDMUND

Thou, Nature, art my goddess; to thy law

My services are bound. Wherefore should I

Stand in the plague of custom and permit

The curiosity of nations to deprive me,

For that I am some twelve or fourteen moonshines

Lag of a brother? Why bastard? Wherefore base?

When my dimensions are as well-compact,

My mind as generous, and my shape as true

As honest madam’s issue? Why brand they us

10         With ‘base’? with ‘baseness’? ‘bastardy’? ‘base, base’?

Who in the lusty stealth of nature take

More composition and fierce quality

Than doth within a dull, stale, tired bed

Go to the creating a whole tribe of fops

Got ’tween asleep and wake? Well then,

Legitimate Edgar, I must have your land.

Our father’s love is to the bastard Edmund

As to the legitimate. Fine word ‘legitimate’!

Well, my ‘legitimate’, if this letter speed

20         And my invention thrive, Edmund the base

Shall top the legitimate. I grow. I prosper.

Now gods stand up for bastards!

Enter Gloucester

GLOUCESTER

Kent banished thus? and France in choler parted?

And the King gone tonight? prescribed his power?

Confined to exhibition? All this done

Upon the gad? Edmund, how now? What news?

EDMUND So please your lordship, none.

GLOUCESTER Why so earnestly seek you to put up that

letter?

30     EDMUND I know no news, my lord.

GLOUCESTER What paper were you reading?

EDMUND Nothing, my lord.

GLOUCESTER No? What needed then that terrible dis-

patch of it into your pocket? The quality of nothing

hath not such need to hide itself. Let’s see! Come! If it

be nothing I shall not need spectacles.

EDMUND I beseech you, sir, pardon me. It is a letter from

my brother that I have not all o’er-read; and for so much

as I have perused, I find it not fit for your o’erlooking.

40    GLOUCESTER Give me the letter, sir.

EDMUND I shall offend either to detain or give it. The

contents, as in part I understand them, are to blame.

GLOUCESTER Let’s see, let’s see!

EDMUND I hope for my brother’s justification he wrote

this but as an essay or taste of my virtue.

GLOUCESTER (reading) This policy and reverence of age

makes the world bitter to the best of our times, keeps our

fortunes from us till our oldness cannot relish them. I begin

to find an idle and































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































An Account of the Text

The great difficulty in establishing an acceptable text for King Lear arises from the duplication of evidence, an embarrassment of witnesses whose credentials can be investigated but not finally tested. The text appears in two separate definitive editions, in the first Folio (1623; referred to here and in the Commentary as F) of Shakespeare’s plays and in a quarto (small format) text of 1608 (referred to as Q): M. William Shakespeare his True Chronicle History of the life and death of King Lear and his three daughters. With the unfortunate life of Edgar, son and heir to the Earl of Gloucester, and his sullen and assumed humour of Tom of Bedlam. The title page goes on to tell us that it is printed ‘as it was played before the King’s Majesty at Whitehall upon S. Stephen’s night in Christmas holidays’ – that is, on 26 December. The year must have been 1606, for the text was entered in the Register of the Stationers’ Company on 26 November 1607, with the same title as above, and naming the same occasion of performance.

The entry may have been official but the consensus view among textual critics has been, for most of the twentieth century, that the 1608 Quarto is in some sense a ‘bad’ quarto – one of those texts not supplied to the publisher by the acting company but obtained for publication by some more oblique method. In this sense it can be counted as one of the ‘divers stolen and surreptitious copies’ against which the editors of the first Folio warned their readers ‘… where before you were abused with divers stolen and surreptitious copies, maimed and deformed by the frauds and stealths of injurious imposters that exposed them, even those are now offered to your view cured and perfect of their limbs, and all the rest absolute in their numbers [that is, versification] as he conceived them’. This is, of course, advertising copy rather than fact, but (as in the best advertising copy) there is a grain of truth in it. The theatrical companies were always anxious to avoid premature publication of works whose value was enhanced by the theatres’ monopoly. After about 1600 Shakespeare’s company seems to have been very effective in preventing good copies of his plays from reaching print. The printers, however, retained their appetite for Shakespearian texts, and a small number of these (five in total) reached print. In all these cases it looks as if the route to the printing-house was an illicit one. But that is not in itself a reason to suppose that a text so printed lacks authenticity.

Certainly, at a first glance, the 1608 King Lear seems to show signs of the deterioration one would associate with underhand procurement: lines cobbled together clumsily, verse collapsed into prose, prose turned into verse, sharp phrasings rendered as commonplace ones. An extreme example of the difference between Quarto and Folio can be seen in the last lines that Lear speaks in the play. These are printed in the Folio as


Do you see this? Looke on her? Looke her lips

Looke there, looke there



The same moment is represented in the Quarto more simply, as

O,o,o,o.

Yet it would be easy to exaggerate the badness of this Quarto. It cannot be regarded simply as a botched version of the F text: it contains some 300 lines not in the Folio (and the Folio in turn contains some 100 lines not in the Quarto). The explanatory hypothesis that is needed is one that will account for both its ‘badness’ and its ‘goodness’, both its importance as a source of apparently genuine Shakespearian readings and the presence of the film of corruption that so obviously distorts what it presents. The first serious attempt to deal with this issue in terms of Elizabethan theatrical practice derived from work by W. W. Greg and other members of ‘The New Bibliography’ movement (see F. P. Wilson, Shakespeare and the New Bibliography (1970)). These men found theatrical manuscripts subject to degeneration when the actors (for one reason or another) sought to supply the text of a play whose prompt book was not available; among the corruptions were some that seemed to derive from mishearings rather than misreadings, as if based on the memories of actors rather than a sight of the script. Since this characteristic appears also in Q King Lear – ‘in sight’ for ‘insight’, ‘have’ for ‘of’, ‘dogge so bade’ for ‘dog’s obeyed’ – there is an initial presumption that this also is a text in which hearing has played a part in the transmission. If it was the actors who supplied the publishers with a text reconstructed in this way, it could hardly have been the main actors, the patented shareholders, for they were the very people with the greatest interest in retaining copyright. It has been pointed out that the errors that seem to derive from memory rather than misreading in the 1608 King Lear are concentrated on a small number of scenes; other scenes (for example, III.4, 5, 6) are too accurate to be the result of mere memory. Dr Alice Walker suggests that the two boy actors who played Gonerill and Regan were (appropriately enough) the agents who betrayed the text to the mutilations of the printer. They did this, it is suggested, by reciting the scenes in which they appeared, and by copying the rest from the author’s rough draft or ‘foul papers’ at such times as they could catch a glimpse of them. There is evidence that these ‘foul papers’ were preserved, probably as second copies, in case the prompt book should be lost. The disadvantage of this view is that it requires the invention of two unprovable hypotheses, thus squaring the difficulty.

The version of the play produced by this or some other method seems to have created grave problems for the printer who set it up in type. The manuscript must have been difficult to read, imposing a continuous struggle to get the readings right, or even plausible, and eventually there had to be wholesale resettings. The first sheet (eight pages) is, in the twelve surviving copies, without corrections (though not without errors). But thereafter the Quarto shows a scattering of about 146 substantive variant readings. Most of these were corrections made, it should be noted, while the press continued in operation, so that corrected pages on one side of the sheet are (in about half of the cases) matched with uncorrected pages on the other side. This leaves modern scholarship with the task of discriminating those words that reflect a rereading of the manuscript from those that reflect the common sense of the printer, his desire to do no more than turn out a neat and intelligible piece of work. Of the 146 substantive ‘corrections’ that Greg discusses in his account of the variants, some certainly show the printer returning to the manuscript. The uncorrected version of II.4.126 reads


I would deuose me from thy mothers fruit



The corrector turns this into


I would diuorse me from thy mothers tombe,



which obviously derives from something more than a clever guess.

On the other hand, the corrector often indulged in mere guesswork, as when he changed ‘deptoued’ (II.4.132) to ‘depriued’ instead of the obviously authentic reading, ‘deprau’d’, found in the Folio, or when he curtailed the meaningless ‘battero’ to ‘bat’ instead of going to the manuscript and discovering the strange word ‘ballow’ (as printed in F). It should be noted that the practice of the time makes it very improbable that Shakespeare himself had anything to do with the printing process.

However depraved the 1608 Quarto might be from a company point of view, the company-backed printers of the first Folio still found it convenient to use the Quarto as the basis for the new version they were offering to the public as ‘cured and perfect of [its] limbs’. (In fact it now seems probable that the basic copy was a second quarto, reprinted from the first, and also dated 1608 but actually printed in 1619, as part of an effort to make an unauthorized collection of Shakespeare’s plays). Before it got to the printer’s shop this copy must have been annotated with corrections, taken, no doubt, from the playhouse originals. The company thus fulfilled their duty to ‘our Shakespeare’, without losing control of the official prompt copy, bearing the licence to perform.

There can be no argument that the new material incorporated in the Folio text greatly improved its intelligibility: prose was reassembled as verse and nonsense as sense. One’s pleasure in the restoration is, however, limited by a number of factors. The text which supplied the corrections was presumably that in current theatrical use in 1622. That may have been the same one as was used in 1605, or it may have been affected by theatrical modifications. We know that plays were revised to keep up with shifts in theatrical fashion, but it is hard to align the changes between Q and F with any such movement. One whole scene (IV.3) is missing in F. There is recurrent evidence of a desire to simplify the staging. In IV.7 both the music and the doctor are gone, the latter replaced (as in IV.4) by an easier-to-use ‘Gentleman’. The invasion of Britain by France is largely concealed, though this may reflect censorship rather than theatrical cutting. Censorship may be suspected on two other occasions, in the removal of I.2.143–9 – the account of prophecies to be fulfilled (including maledictions against king and nobles) – and of I.4.138–53, in which the king is called a ‘fool’ and reference is made to the greed of ‘great men’ for monopolies. Many cuts seem designed only to make the play shorter. Passages like II.6.100–113 and V.3.202–19, may seem indispensable to the modern reader, but the play as a theatrical structure will hang together perfectly well without them.

Another reason for reserve about the F text derives from the fact that it was set up by two of the more incompetent compositors in the printing-house, one an apprentice and the other a careless journeyman. There is evidence of their eyes and their minds wandering from the line in hand. Thus ‘pregnant and potential spurs’ (II.1.75) is misprinted in the Folio ‘pregnant and potentiall spirits’, probably because the compositor’s eye caught the ‘-its’ ending of ‘profits’ in the line before.

Lastly, in King Lear as throughout its length, the Folio is concerned to express its material in up-to-date and ‘correct’ English, or even in that kind of English that the individual compositor preferred. A number of the new readings in F may be attributed to this rather than to the recovery of truly Shakespearian readings. The substitution of ‘squints’ (III.4.112) for ‘squenies’ (printed as ‘squemes’ in the Quarto) may well be of this kind, like ‘sticke’ for ‘rash’ at III.7.57 or ‘sterne’ for ‘dern’ at III.7.62. In smaller things modernization is probably commoner and more difficult to detect, but examples I assume are ‘yond’ for ‘yon’ (IV.6.18, 118, and 152) and ‘if’ for ‘and’ (II.2.42).

The Quarto is quite without indications of act and scene divisions. In this it follows the common form of early play publication. The Folio, on the other hand, sets out the enumeration of acts and scenes with great clarity and exactitude. It need not be supposed that the enumeration reflects Shakespeare’s precise intention; it is rather part of the later literary and even classical polish applied to the plays. But it is a rational convenience, and like all modern editors I follow F except in three instances. In Act II ‘Actus Secundus, Scena Prima’ is marked, and then ‘Scena Secunda’, but the third and fourth scenes of Act II in the modern division are not marked. It could be argued that Kent is present on the stage (in the stocks) continuously from II.2 to II.4 and that the Folio recognizes this in its scene division – it does not give Kent an exit at II.2.171. This is possible, but it does not correspond with normal Elizabethan dramaturgy. Act II, scene 3 is delocalized and separate, whether Kent is on the stage or not. The other place where the Folio misleads is in Act IV, where the F text omits IV.3. It follows that scenes 4, 5 and 6 of this act are misnumbered as 3, 4 and 5. Act IV, scene 7 is, however, correctly described (‘Scena Septima’); this suggests that someone discovered the error during the printing of the Folio, avoided a continuation of it, but did not correct the instances already perpetrated.

The present text is based on the Folio; but all the variants to be discovered in the Quarto (corrected and uncorrected) have been considered, and have been admitted if a good enough argument for their superiority could be discovered. Where the Folio has been printed from the uncorrected state of the Quarto, I have treated the corrected readings (where these are not duplicated by the Folio corrector) as primary authority. A list of the places where the Quarto has been preferred to the Folio is given below (list 1). I also give a list of places where neither Q nor F is accepted (stage directions excluded). The third list is of stage directions. It should be noted that I have assumed a higher degree of authority for the Quarto in stage directions than in text. If Q represents memories of a theatrical performance, then it is likely to be more accurate in describing what happened on the stage than in giving the detail of what was spoken. The two texts often differ in the kind of directions they give. F, as a company text, is not interested in stage directions except where props (the stocks, the thunder machine, trumpets) are concerned, or where persons are to be got on and off the stage. Q on the other hand is more concerned with description and less with business, but only at two points – the fall at ‘Dover Cliff’, and the fight between Edgar and Oswald – is substantive stage action described which is wholly omitted by the Folio. Both texts leave many important and significant stage actions undescribed, and so I have been fairly free with additional directions, as collation list 3 will show. I assume that this is a play in which the physical relationship of person to person and the range of significant gesture are very important, and often (especially in the scenes of folly and madness) far from obvious. In the elaborately scored scenes in the middle of the play it is sometimes difficult to discover which person is being addressed, and I have sought to clarify this in the stage directions.

The last collation lists ‘rejected readings’ and will enable the reader to see some ways in which the present text differs from others. It will be seen that it follows the Folio in more places than its contemporaries. The history of modern texts of King Lear is (with some exceptions) a history of drift from Quarto to Folio. The old ‘Cambridge’ text of Clark and Wright (1891), the foundation of modern textual scholarship, differs from the present text in over 260 substantive readings (not including lineation and stage directions). Most of these variants derive from the substitution of Folio for Quarto readings; the greater obviousness of the former’s vocabulary often makes it seem ‘safer’ or ‘more probable’, especially in the absence of a general theory of the relationship of the texts. Readings that appear to be unusual if not unique among modern texts appear at I.1.5 and 70, I.5.46, II.1.8 and 119, III.6.22, IV.1.10, IV.3.20, IV.7.21, 23 and 53, V.1.16, V.3.158 and 275.

In the text I have normalized the speech-prefixes, preferring ‘Edmund’ to ‘Bastard’ (the commoner form in Q and F) and ‘Oswald’ to ‘Steward’ (the standard form in Q and F). I have kept the F form ‘Gonerill’ (Q has ‘Gonorill’) since I know of no relevant authority by which to correct it. I have also preferred F’s ‘Albany’ and ‘Corn[e]wall’ to Q’s ‘Duke’, and F’s ‘Gloucester’ to Q’s ‘Gloster’, though I accept that ‘Gloucester’ may reflect only Folio modernization.

COLLATIONS

Quotations from Q and F are given in the original spelling, except that ‘long s’ (∫) has been replaced by ‘s’.

1

Readings accepted from Q, with substantive alternatives from F which have been rejected (given as the final element in each entry).

I.1

35 liege] Lord

74 possesses] professes

104 To love my father all] omitted

149 stoops] falls

155 a pawn] pawne

156 nor fear] nere feare

168 vow] vowes

188 GLOUCESTER] (Glost.); Cor.

214 best object] obiect

225 well] will

241 Lear] King

289 not been] beene

302 hit] sit

I.2

41–2 prose] verse (… it: | … them, | … blame)

55 waked] wake

95–7 EDMUND Nor is … earth] omitted

127 disposition to] disposition on

130 Fut] omitted

132 Edgar] omitted

143–9 as of … astronomical] omitted

I.3

17–21 Not to … abused] (prose in Q); omitted

25–6 I would … speak] (prose in Q); omitted

27 very] omitted

I.4

98 KENT Why, Fool] Lear. Why my Boy

138–53 That lord … snatching] omitted

158 thy crown] thy Crownes

174 fools] Foole

193 crust nor] crust, not

228–31 LEAR I would … father] omitted

254 O … come] omitted

301 Yea … this] omitted

II.1

2–4 prose] verse (… bin | … notice | … Duchesse | … night)

2 you] your

10–11 prose] verse (… toward, | … Albany)

52 But] And

69 I should] should I

70 ay, though] though

75 spurs] spirits

77 I never got him] omitted

78 why] wher

86 strange news] strangenesse

119 price] (uncorrected: prise; corrected: poyse); prize

II.2

42 and] if

76 Renege] Reuenge

128 respect] respects

139–43 His fault … with] omitted

143 The King] The King his Master, needs

148 For … legs] omitted

149 Come] Corn. Come

II.3

15 mortified bare arms] mortified Armes

II.4

18–19 LEAR No, no … have] omitted

30 panting] painting

33 whose] those

181 fickle] fickly

295 bleak] high

III.1

7–15 tears … take all] omitted

30–42 But true … to you] omitted

III.2

3 drowned] drown

III.4

12 this] (corrected; uncorrected: the); the

51 ford] Sword

87 I deeply] I deerely

110 foul fiend] foule

111 till the first] at first

128 stock-punished] stockt, punish’d

129 hath had] hath

III.5

9 letter he] Letter which hee

24 dearer] deere

III.6

17–55 EDGAR The foul … ’scape] omitted

69 tike] tight

76 makes] make

95–9 KENT Oppressèd … behind. GLOUCESTER] omitted

100–113 EDGAR When we … lurk] omitted

III.7

57 rash] sticke

62 dern] sterne

98–106 SECOND SERVANT I’ll never … help him] omitted

IV.1

10 parti-eyed] (corrected; uncorrected: poorlie, leed); poorely led

41 Then prithee] omitted

57–62 Five fiends … master] omitted

IV.2

17 arms] names

28 A fool] (corrected; uncorrected: My foote); My Foole

 bed] (corrected; uncorrected: body); body

29 whistling] (corrected; uncorrected: whistle); whistle

31–50 I fear … deep] omitted

53–9 that not … he so] omitted

60 shows] (corrected; uncorrected: seemes); seemes

62–9 ALBANY Thou … news] omitted

75 thereat] threat

79 justicers] (corrected; uncorrected: Iustices); Iustices

IV.3

1–55 KENT Why … me] omitted

IV.4

11 DOCTOR] Gent.

18 distress] desires

IV.5

39 meet him] meet

IV.6

18, 118, 152 yon] yond

71 enridgèd] enraged

83 coining] crying

134 prose] two lines (… first, | … Mortality)

198 Ay … dust] omitted

205 one] a

IV.7

13, 17, 21, 43, 51, 78 DOCTOR] Gent. (or Gen.)

23 GENTLEMAN] omitted

24 doubt not] doubt

24–5 Very … there] omitted

33–6 To stand … helm] omitted

59 No, sir,] omitted

79–80 and yet … lost] (prose in Q); omitted

85–97 GENTLEMAN Holds … fought] omitted

V.1

11–13 EDMUND That … hers] omitted

18–19 GONERILL I had … me] (prose in Q); omitted

23–8 Where … nobly] omitted

33 EDMUND I shall … tent] omitted

46 love] loues

V.3

39–40 CAPTAIN I cannot … do’t] omitted

48 and appointed guard] (corrected; uncorrected omits); omitted

55–60 At this time … place] omitted

84 attaint] arrest

127 it is the privilege] it is my priuiledge, | The priuiledge

194 my] our

202–19 EDGAR This would … slave] omitted

291 sees] saies

2

Emendations incorporated in the present text (not including stage directions, or variants judged to derive from spelling rather than meaning, or from the obvious correction of obvious error).

The Characters in the Play] not in Q, F

I.1

110 mysteries] mistresse Q; miseries F

283–5 verse in Q, F (… say, | … both, | … to night)

I.2

21 top the] tooth’ Q; to’th’ F

I.3

23–7 prose in Q, F

I.4

211–13 prose in Q, F

252–3 prose in Q, F

302 Let] Ha? Let F; not in Q

340 a-taxed for] alapt Q uncorrected; attaskt for Q corrected; at task for F

I.5

44–5 prose in Q, F

46 KNIGHT] Gent. F; Seruant. Q

II.2

45–6 prose in Q, F

141 contemned’st] contaned Q uncorrected; temnest Q corrected; not in F

II.4

55 Hysterica] Historica Q, F

73 ha’ … use] haue … follow Q; hause … follow F

III.1

10 out-storm] outscorne Q; not in F

III.2

85–6 Then shall … confusion] placed after build (line 92) in F; not in Q

III.4

45 prose in Q, F

 blow the cold winds] blowes the cold wind Q;

blow the windes F

60 What, has his] What, his Q; Ha’s his F

73 prose in Q, F

95–6 prose in Q, F

112 squenies] queues Q uncorrected; squemes Q corrected; squints F

138–9 prose in Q, F

III.6

21 justicer] Iustice Q; not in F

24–5 madam? | Come … me] madam come … mee Q; not in F

25 burn] broome Q; not in F

33–4 prose in Q; not in F

47 she kicked] kickt Q; not in F

68 lym] him Q; Hym F

99–101 prose in Q; not in F

III.7

44–5 prose in Q, F

99–101 prose in Q; not in F

105–6 prose in Q; not in F

IV.1

60 Flibberdigibbet] Stiberdigebit Q; not in F

IV.2

32 its origin] it origin Q uncorrected; ith origin Q corrected; not in F

47 these] the Q uncorrected; this Q corrected; not in F

57 begins to threat] begin threats Q uncorrected; begins thereat Q corrected; not in F

IV.3

11 Ay, sir] I say Q; not in F

16 strove] streme Q; not in F

31 moistened] moystened her Q; not in F

IV.6

118–27 prose in Q, F

161–74 prose in Q, F

166 Plate] Place F; not in Q

184 This’s a] This a Q, F

V.1

12–13 prose in Q; not in F

V.3

211 him] me Q; not in F

221–2 prose in Q, F

273 SECOND OFFICER] Cap. Q; Gent. F

3

The following list of stage directions concerns itself only with those added to, or considerably adapted from, the substantive texts, Q and F, where the editor’s interpretation of requirements has been involved. Provision of exits, where these are clearly demanded by the context, is not recorded; nor is the common slight adjustment of the point at which entries and exits are mentioned; these are often a line or two early in F. Asides and other indicators of the mode of utterance (‘aloud’, ‘sings’, etc.) are always editorial, as are indicators of the person addressed, and these are not collated.

I.1

35 Exeunt Gloucester and Edmund] Exit F

161 He makes to strike him] not in Q, F

266 Flourish. Exeunt Lear, Burgundy, Cornwall, Albany, Gloucester, and attendants] Flourish. Exeunt F; Exit Lear and Burgundie Q

I.4

0 Enter Kent in disguise] Enter Kent Q, F

7 Enter Lear and Knights] Enter Lear and Attendants F

8 Exit First Knight] not in Q, F

43 Exit Second Knight] not in Q, F

46 Exit Third Knight] not in Q, F

47 Enter Third Knight] not in Q, F

75 Exit Third Knight] not in Q, F

76 Exit another Knight] not in Q, F

83 He strikes him] not in Q, F

85 He trips him] not in Q, F

91 He pushes Oswald out] not in Q, F

94 He gives him money] not in Q, F

194 He points to Lear] not in Q, F

268 (he strikes his head)]not in Q, F

269 Exeunt Kent and Knights] not in Q, F

271 He kneels] not in Q, F

I.5

0 Enter Lear, Kent, Knight, and the Fool] Enter Lear, Kent, Gentleman, and Foole F

II.1

0 … by opposite doors] Enter … seuerally F

35 He wounds himself in the arm] not in Q, F

42 Exeunt some servants] not in Q, F

II.2

0 Enter Kent and Oswald by opposite doors] Enter Kent, and Steward seuerally F

30 He brandishes his sword] not in Q, F

38 Oswald tries to escape] not in Q, F

39 He beats him] not in Q, F

148 Kent is put in the stocks] not in Q, F

II.4

0 Kent still in the stocks] not in Q, F

130 (laying his hand on his heart)] not in Q, F

148 (he kneels)] not in Q, F

153 (rising)] not in Q, F

212 He points to Oswald] not in Q, F

281 Exeunt Lear, Gloucester, Kent, the Fool, and Gentleman] Exeunt Lear, Leister, Kent, and Foole Q; Exeunt F

III.1

0 … by opposite doors] …, seuerally F

55 Exeunt by opposite doors] Exeunt Q, F

III.4

37, 43 Enter the Fool from the hovel … Enter Edgar disguised as Poor Tom] Enter Edgar, and Foole F (after line 36)

105 He tears off his clothes] not in Q, F

153 Lear and Edgar talk apart] not in Q, F

III.6

99 Exeunt Kent, Gloucester, and the Fool, bearing off the King] Exeunt F

III.7

20 Exit Oswald] not in Q, F

23 Exeunt Servants] not in Q, F

32 Servants tie his hands] not in Q, F

34 Regan plucks his beard] not in Q, F

76, 77, (Cornwall draws his sword) … He lunges at him

78 … (drawing his sword) … He wounds Cornwall] draw and fight Q (after line 77)

81 He dies] not in Q, F

97 Exit Cornwall, supported by Regan] Exeunt F

106 Exeunt by opposite doors] Exit Q

IV.2

21 (giving a favour)] not in Q, F

IV.4

0 Enter, with drum and colours, Cordelia, Doctor, and soldiers] Enter with Drum and Colours, Cordelia, Gentlemen, and Souldiours F; Enter Cordelia, Docter and others Q

IV.6

0 Enter Gloucester and Edgar in peasant’s clothes] Enter Gloucester, and Edgar F

41 Gloucester throws himself forward] He fals Q

80 Enter Lear fantastically dressed with wild flowers] Enter Lear mad Q

95 He falls to his knees] not in Q, F

132 He gives flowers] not in Q, F

170 (giving flowers)] not in Q, F

181 He takes off his coronet of flowers] not in Q, F

188 He throws down his flowers and stamps on them]

 not in Q, F

 Enter a Gentleman and two attendants. Gloucester and Edgar draw back] Enter three Gentlemen Q

203 Exit running, followed by attendants] Exit King running Q

208 (coming forward)] not in Q, F

217 (coming forward)] not in Q, F

231 Edgar intervenes] not in Q, F

IV.7

22 Enter Gentleman ushering Lear in a chair carried by servants. All fall to their knees] Enter Lear in a chaire carried by Servants F

24 Music sounds offstage] not in Q, F

26 (kneeling by the chair and kissing his hand)] not in Q, F

58 Lear falls to his knees] not in Q, F

70 (weeping)] not in Q, F

95 Exit] not in Q, F

V.1

37 As Albany is going out, enter Edgar] Enter Edgar Q, F

V.3

21 (He embraces her)] not in Q, F

26 Exeunt Lear and Cordelia, guarded] Exit F

84 (he points to Gonerill)] not in Q, F

94 He throws down his glove] not in Q, F

98 (throwing down his glove)] not in Q, F

106 Exit Regan, supported] not in Q, F

115 Trumpet answers within. Enter Edgar armed, a trumpet before him] Trumpet answers within. Enter Edgar armed F; Enter Edgar at the third sound, a trumpet before him Q

126 He draws his sword] not in Q, F

148 Alarums. Fights. Edmund falls] Alarums. Fights F (after save him!)

149 to Edgar, about to kill Edmund] not in Q, F

159 Exit First Officer] not in Q, F

219 Enter a Gentleman with a bloody knife] Enter a Gentleman F; Enter one with a bloudie knife Q

228 Exit Gentleman] not in Q, F

249 Exit Second Officer] not in Q, F

254 Edmund is borne off] not in Q, F

 followed by Second Officer and others] not in Q, F

4

This list sets against the readings of the present text (printed to the left of the square bracket) substantive readings of other modern editions – in particular those of Peter Alexander (1951), Kenneth Muir (1952), Dover Wilson and Duthie (1960) – which have been considered and rejected. Similar readings can, of course, be found in many other editions. The reading cited from the present text can be understood to derive from F except where an asterisk directs attention to list 1 above (in which case the reading derives from Q) or where it is an emendation recorded above in list 2. In most cases the rejected readings derive from editors’ preference for the Quarto, and in such cases ‘(Q)’ indicates the source. In the same way ‘(F)’ is used to indicate derivation from the Folio. Sometimes the rejected reading is an emendation – often to be traced back to the eighteenth-century editors – and in such cases the Q reading (if variant) is supplied before the rejected reading.

I.1

5 qualities] equalities (Q)

74 square] spirit (Q)

128 the third] this third (Q)

163 Kill] Do. | Kill (Q)

 thy fee] the fee (Q)

*168 vow] vows (F)

206 up in] up on (Q)

237 intends to do] intends (Q)

239 stands] stand (Q)

248 and fortunes] of fortune (Q)

281 covers] (F, Q); covert

I.2

133 pat] and pat (Q)

I.4

21 he’s] he is (Q)

40–41 me if … dinner. I] me. If … dinner. I

111 the Lady Brach] (Ladie oth’e brach Q); Lady the Brach; the Lady’s brach

199 Sir] (F, Q); omitted

212 it’s] it (Q)

*254 sir] omitted

*301 Yea] Ha (F)

302 Let] Ha! Let (F). See Commentary

I.5

1 Gloucester] (F, Q); Cornwall

44 most editors add the direction ‘Enter a Gentleman’

46 KNIGHT] (Seruant. Q); GENTLEMAN (F)

II.1

8 kissing] bussing (Q)

39 stand] stand’s (Q)

45 the thunder] their thunder (Q)

51 latched] lanch’d (Q)

*52 But] And (F)

76 O strange] strong (Q)

77 letter, said he] letter (Q)

119 price] poise (Q); prize. See Commentary

II.2

55 A tailor] Ay, a tailor (Q)

75 Being] Bring (Q)

 the] their (Q)

80 Smile] Smoile (F, Q)

149 my lord] my good lord (Q)

II.3

19 Sometimes … sometime] Sometimes … sometimes (Q)

II.4

2 messengers] messenger (Q)

*19 Yes] Yes, yes

52 for thy] (not in Q); from thy

73 ha’ … use] have … follow (Q). See Commentary

97 commands, tends, service] commands her service (Q); commands their service

143 his] her (Q)

163 blister] blast her pride (Q); blister her

164 rash mood is on] rash mood (Q)

*181 fickle] sickly (F)

261 needs –] (needs: F); needs, (Q)

266 that patience] (F, Q); patience

III.1

10 out-storm] out-scorn (Q)

20 is] be (Q)

48 that] your (Q)

III.2

9 makes] make (Q)

54 simular] simular man (Q)

57 Has] Hast (Q)

71 And] That (Q)

78 boy] my good boy (Q)

85–6 Then shall … confusion] placed after line 92 (F)

III.4

45 cold winds] cold wind (Q); winds (F)

46 thy bed] thy cold bed (Q)

78 word’s justice] words justly (Q); word justly

96 mun, nonny] (hay no on ny Q); mun, hey no nonny; mun, hey, nonny, nonny

III.6

*22 No] Now

*53 store] stone

III.7

52 answer] first answer (Q)

58 bare] loved (Q)

76 What] (F, Q); REGAN What

IV.1

*10 parti-eyed] poorly led (F); poorly eyed

38 fool] the fool (Q)

*60 mopping] mocking

IV.2

*28 A fool usurps my bed] My Fool usurps my body (F)

*29 whistling] whistle (F)

*32 its] (ith Q corrected); it (Q uncorrected)

IV.3

*20 seem] seemed

*29 be believed] believe it

*31 And clamour] That clamour

IV.6

15 sampire] (F, Q); samphire

*18, 118, 152 yon] yond (F)

97 the white] white (Q)

128–32 (prose)] (F, Q); verse

130–31 civet; good apothecary, sweeten] civet, good apothecary, to sweeten (Q)

158–60 (prose)] (F, Q); verse

165 great] small (Q)

184 This’s] This (F, Q); This’

202 Come] Nay (Q)

250 English] British (Q)

260 we] we’ld (Q)

IV.7

*21 DOCTOR] GENTLEMAN (F)

*23 GENTLEMAN] DOCTOR

32 jarring] warring (Q)

49 Where] when (Q)

53 even] (eu’n F); e’en (Q)

58 hand] hands (Q)

V.1

16 Fear not] Fear me not (Q)

21 heard] hear (Q)

36 Pray] pray you (Q)

V.3

5 I am] am I (Q)

77 is] (not in Q); are

100 the] thy (Q)

102 ho!] ho! | EDMUND A herald, ho, a herald (Q) Enter a Herald] (F (after firmly.)); most editors place after line 106

108 this.] this. | OFFICER Sound, trumpet! (Q)

113 defence.] defence. | EDMUND Sound (Q); defence. | EDMUND Sound trumpet

129 place, youth] youth, place (Q)

153 stop] stople (Q)

158 EDMUND] GONERIL (Q)

273 SECOND OFFICER] CAPTAIN (Q); OFFICER

275 him] them (Q)

*291 sees] says (F)

ADDITIONAL NOTE (1996)

The account of the relation between the Quarto and Folio texts of King Lear given above has been challenged in the last fifteen years or so by an alternative explanation of the evidence. The classic statement of the new theory is to be found in Michael Warren’s ‘Quarto and Folio King Lear’ published in Shakespeare, Pattern of Excelling Nature, ed. Bevington and Halio (1978), but the textual impulse can be traced back to E. A. J. Honigmann’s The Stability of Shakespeare’s Text (1965). The members of this movement (whose contiguous points of view are conveniently set out in The Division of the Kingdoms: Shakespeare’s Two Versions of ‘King Lear’, ed. Michael Warren and Gary Taylor (1983)) argue that Q and F are not complementarily imperfect versions of one play (as suggested above) but two distinct Shakespearian plays – a first version of 1605–6 and a revised version of 1610. The arguments advanced to make this point are partly bibliographical and partly literary-critical.

The new theory derives its main impulse from dissatisfaction with those that preceded it, which clearly failed to solve all the contradictions that lie between Q and F, and which often showed an improper lack of tentativeness in expression. The idea of revision (even if not authorial revision) is well attested in Elizabethan playhouse practice; and F has often been thought to reflect a tidying-up of the (complete) play, so that it would be easier to handle on the stage. The new argument has certainly opened up what could be seen as a bibliographical closed shop; but we should notice that mere textual evidence is seldom susceptible of only one explanation: and clearly it cannot require us to believe either that F is a revision or that Q and F are both derived from a single original. The scholar, if he is to convince, is obliged to venture beyond facts into speculations why the variants occur, and these speculations have a tendency to derive from the merely personal taste which calls some readings misprints and others defensible Shakespearian locutions, or from undiscussed a priori positions – see Marion Trousdale, ‘A Trip Through the Divided Kingdom’, Shakespeare Quarterly 37 (1986), pp. 218–23.

The basic given of the literary defence is the fact that the final speech in the play is assigned to Edgar in F and to Albany in Q. Any number of printing-house accidents could have produced this variation, or it may reflect an uncoordinated piece of playhouse revision. Michael Warren argues that it points us to a whole pattern of changes – and in this he is followed by all other members of the movement – changes designed to make Albany look like the ‘stronger’ character in Q, and the ‘weaker’ one in F. To sustain this argument many individual passages in both texts have to be read from the angle of a presumed authorial intention. And such angles are easily available to an accomplished literary critic (or director) reading through the poetically open and evasive words; and it would not be difficult for a method actor to discover in these any number of secret biographies which he could draw on to depict either ‘weakness’ or ‘strength’. The basic problem lies indeed in the very easiness of this kind of interpretation.

The text presented in this present volume is a unified ‘conflated’ text – one drawing on readings from both Q and F, and so, as is said, a modern fabrication perhaps never performed on any Elizabethan stage, and never seen in print before the eighteenth century. For this reason both current ‘Oxford’ and ‘Cambridge’ series print separate texts of Q and F King Lear. But that solution of the problem is not acceptable here. The rigidity (and indeed old-fashionedness) of the conceptions used (two artefacts, each having the status of a literary classic, each to be protected from addition or subtraction) bears little relation to the status of unprinted theatrical texts, present in the playhouse as open resources from which different performances could be drawn for different occasions (such as performances at court, or in the country). When neither variant text can be given a clear claim to total truth it seems only proper to replicate that open resourcefulness. Moreover, when theoretical clarity fails it seems right to give weight to practical matters. If the additions found in both Q and F are entirely or mostly by Shakespeare (and there is little argument about this), then it is right to allow readers (and these, not textual scholars, are the audience aimed at) to enjoy all the poetry Shakespeare wrote; and to enjoy it in a form whose general coherence (within the limits common to Elizabethan drama) has stirred only occasional and uncoordinated objections among the generations who have been moved and inspired by its existence.
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