

  APPENDIX 1: GUIDE TO THE EARLY TEXTS


  A QUARTO (Q)


  A single text, so called because of the book size resulting from a particular method of printing. Eighteen of Shakespeare’s plays were published in this format by different publishers at various dates between 1594-1622, prior to the appearance of the 1623 Folio.


  THE FIRST FOLIO (F1)’


  Thirty-six of Shakespeare’s plays (excluding Pericles and Two Noble Kinsmen, in which he had a hand) appeared in one volume, published in 1623. All books of this size were termed Folios, again because of the sheet size and printing method, hence this volume is referred to as the First Folio. For publishing details see Bibliography, ‘Photostated Reproductions of the Original Texts.’


  THE SECOND FOLIO (F2)


  Scholars suggest that the Second Folio, dated 1632 but perhaps not published until 1640, has little authority, especially since it created hundreds of new problematic readings of its own. Nevertheless more than 800 modern text readings can be attributed to it. The Third Folio (1664) and the Fourth Folio (1685) have even less authority, and are rarely consulted except in cases of extreme difficulty.




  APPENDIX 2: WORD, WORDS, WORDS


  PART ONE: VERBAL CONVENTIONS (AND HOW THEY WILL BE SET IN THE FOLIO TEXT)


  “THEN” AND “THAN”


  These two words, though their neutral vowels sound different to modern ears, were almost identical to Elizabethan speakers and readers, despite their different meanings. F and Q make little distinction between them, setting them interchangeably. The original setting will be used, and the modern reader should soon get used to substituting one for the other as necessary.


  “I,” “AY,” AND “AYE”


  F/Q often print the personal pronoun “I” and the word of agreement “aye” simply as “I.” Again, the modern reader should quickly get used to this and make the substitution when necess ary. The reader should also be aware that very occasionally either word could be used and the phrase make perfect sense, even though different meanings would be implied.


  “MY SELFE/HIM SELFE/HER SELFE” VERSUS “MYSELF/HIMSELF/HERSELF”


  Generally F/Q separate the two parts of the word, “my selfe” while most modern texts set the single word “myself.” The difference is vital, based on Elizabethan philosophy. Elizabethans regarded themselves as composed of two parts, the corporeal “I,” and the more spiritual part, the “self.” Thus, when an Elizabethan character refers to “my selfe,” he or she is often referring to what is to all intents and purposes a separate being, even if that being is a particular part of him- or herself. Thus soliloquies can be thought of as a debate between the “I” and “my selfe,” and, in such speeches, even though there may be only one character on-stage, it’s as if there were two distinct entities present.


  UNUSUAL SPELLING OF REAL NAMES, BOTH OF PEOPLE AND PLACES


  Real names, both of people and places, and foreign languages are often reworked for modern understanding. For example, the French town often set in Fl as “Callice” is usually reset as “Calais.” F will be set as is.


  NON-GRAMMATICAL USES OF VERBS IN BOTH TENSE AND APPLICATION


  Modern texts ‘correct’ the occasional Elizabethan practice of setting a singular noun with plural verb (and vice versa), as well as the infrequent use of the past tense of a verb to describe a current situation. The F reading will be set as is, without annotation.


  ALTERNATIVE SETTINGS OF A WORD WHERE DIFFERENT SPELLINGS MAINTAIN THE SAME MEANING


  F/Q occasionally set what appears to modern eyes as an archaic spelling of a word for which there is a more common modern alternative, for example “murther” for murder, “burthen” for burden, “moe” for more, “vilde” for vile. Though some modern texts set the Fl (or alternative Q) setting, others modernise. Fl will be set as is with no annotation.


  ALTERNATIVE SETTINGS OF A WORD WHERE DIFFERENT SPELLINGS SUGGEST DIFFERENT MEANINGS


  Far more complicated is the situation where, while an Elizabethan could substitute one word formation for another and still imply the same thing, to modern eyes the substituted word has an entirely different meaning to the one it has replaced. The following is by no means an exclusive list of the more common dual-spelling, dual-meaning words



  anticke-antique


  born-borne


  hart-heart


  human-humane


  lest-least


  lose-loose


  mad-made


  metal-mettle


  mote-moth


  pour-(po wre)-power


  reverent-reverend


  right-rite


  sprite-spirit


  sun-sonne


  travel-travaill


  through-thorough


  troth-truth


  whether-whither




  Some of these doubles offer a metrical problem too, for example “sprite,” a one syllable word, versus “spirit.” A potential problem occurs in A Midsummer Nights Dream, where the modern text s set Q1’s “thorough,” and thus the scansion pattern of elegant magic can be established, whereas F1’s more plebeian “through” sets up a much more awkward and clumsy moment.


  The F reading will be set in the Folio Text, as will the modern texts’ substitution of a different word formation in the Modern Text. If the modern text substitution has the potential to alter the meaning (and sometimes scansion) of the line, it will be noted accordingly.


  PART TWO: WORD FORMATIONS COUNTED AS EQUIVALENTS FOR THE FOLLOWING SPEECHES


  Often the spelling differences between the original and modern texts are quite obvious, as with “she”/”shee”. And sometimes Folio text passages are so flooded with longer (and sometimes shorter) spellings that, as described in the General Introduction, it would seem that vocally something unusual is taking place as the character speaks.


  However, there are some words where the spelling differences are so marginal that they need not be explored any further. The following is by no mean s an exclusive list of word s that in the main will not be taken into account when discussing emotional moments in the various commentaries accompanying the audition speeches.


  (modern text spelling shown first)

  

  and- &


  apparent - apparant


  briars - briers


  choice - choise


  defense - defence


  debtor - debter


  enchant - inchant


  endurance - indurance


  ere - e’er


  expense - expence


  has - ha’s


  heinous - hainous


  1’11 - Ile


  increase - encrease


  murder - murther


  mutinous - mutenous


  naught - nought


  obey - obay


  o’er - o’re


  offense - offence


  quaint - queint


  reside - recide


  Saint - S.


  sense - sence


  sepulchre - sepulcher


  show - shew


  solicitor - soliciter


  sugar - suger


  tabor - taber


  ta’en - tane


  then - than


  theater - theatre


  uncurrant - uncurrent


  than - then


  venomous - venemous


  virtue - vertue


  weight - waight

  





  APPENDIX 3: THE PATTERN OF MAGIC, RITUAL & INCANTATION


  THE PATTERNS OF “NORMAL” CONVERSATION


  The normal pattern of a regular Shakespearean verse line is akin to five pairs of human heart beats, with ten syllables being arranged in five pairs of beats, each pair alternating a pattern of a weak stress followed by a strong stress. Thus, a normal ten syllable heartbeat line (with the emphasis on the capitalised words) would read as


  weak- STRONG, weak - STRONG, weak- STRONG, weak- STRONG, weak- STRONG


  (shall       I         com-         PARE         thee         TO         a         SUMM-         ers      DAY)


  Breaks would either be in length (under or over ten syllables) or in rhythm (any combinations of stresses other than the five pairs of weak-strong as shown above), or both together.


    THE PATTERNS OF MAGIC, RITUAL, AND INCANTATION


  Whenever magic is used in the Shakespeare plays the form of the spoken verse changes markedly in two ways. The length is usually reduced from ten to just seven syllables, and the pattern of stresses is completely reversed, as if the heartbeat was being forced either by the circumstances of the scene or by the need of the speaker to completely change direction. Thus in comparison to the normal line shown above, or even the occasional minor break, the more tortured and even dangerous magic or ritual line would read as


  STRONG - weak, STRONG- weak, STRONG - weak, STRONG


  (WHEN shall WE three MEET a GAINE)


  The strain would be even more severely felt in an extended passage, as when the three weyward Sisters begin the potion that will fetch Macbeth to them. Again, the spoken emphasis is on the capitalised words and the effort of, and/or fixed determination in, speaking can clearly be felt.


  THRICE the BRINDed CAT hath MEW”D


  THRICE and ONCE the HEDGE-Pigge WHIN”D


  HARPier CRIES, ‘tis TIME, ‘tis TIME.


  UNUSUAL ASPECTS OF MAGIC


  It’s not always easy for the characters to maintain it. And the magic doesn’t always come when the character expects it. What is even more interesting is that while the pattern is found a lot in the Comedies, it is usually in much gentler situations, often in songs (Two Gentlemen of Verona, Merry Wives of Windsor, Much Ado About Nothing, Twelfth Night, The Winters Tale) and/or simplistic poetry (Loves Labours Lost and As You Like It), as well as the casket sequence in The Merchant of Venice.


  It’s too easy to dismiss these settings as inferior poetry known as doggerel. But this may be doing the moment and the character a great disservice. The language may be simplistic, but the passion and the magical/ritual intent behind it is wonderfully sincere. It’s not just a matter of magic for the sake of magic, as with Pucke and Oberon enchanting mortals and Titania. It’s a matter of the human heart’s desires too. Orlando, in As You Like It, when writing peons of praise to Rosalind suggesting that she is composed of the best parts of the mythical heroines because


  THEREfore HEAVen NATure CHARG”D


  THAT one B0Die SHOULD be FILL”D


  WITH all GRACes WIDE enLARG”D


  And what could be better than Autolycus (The Winters Tale) using magic in his opening song as an extra enticement to trap the unwary into buying all his peddler’s goods, ballads, and trinkets.


  To help the reader, most magic/ritual lines will be bolded in the Folio text version of the speeches.
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  Reade him, therefore; and againe, and againe: And if then you doe not like him, surely you are in some manifest danger, not to understand him. And so we leave you to other of his Friends, whom if you need, can be your guides: if you neede them not, you can lead yourselves, and others, and such readers we wish him.
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  Shakespeare for Everyone!


  Paul Sugarman, April 2021
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