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BEFRMXR (FLHTLE) AERNARREMCE, RTER “RINA", JHE
DR WIERMASHNE. EFZFERS, FREMOENMUURTRNT BB,
B—HA  BHRAERN— B TAARRA. BT, RXENEN “RINK" REHHE.
FAR AR IX i ey Rt R S [ 2 55 LR A P R At A (9P LI 4R ) HENE OB AR
#. ZETCEER], XMReRMAEEN SERELS, SHTITARRE SR RAH A
e E—HFTIE T HESE 300 ZAFEAIEGEI - AR, JFAI T S rOE . R
Sl i ek, CRPTHWEIEE 21 HOEMM—RER, BRNBREBRSTER
DERM— %G, BEMEZ, X (PLHELE) ZOEMTIUMER, BZERS
PSR RA I —IR, SR,

v 16235EROA JF A T i)

27 HEIF (the Royal Shakespeare Company ) i1 (L E45) ( William
Shakespeare: Complete Works, DNTFRFREFRMR (FEHWLE) 5 (25M)) Bk, 2
EFHLT 1623 FE AT L HTAEMEMRESAL, FHBAFTD IS RR SR
BUBARSE. EHLORIREE R, BHXMEAUTFRES A, FEOETA—S LI
MmERIE M SR BEEAEWE AR, B2, 2FK (PLHELE) ELEE—HITA
AR B LR T SRIRINS L AR R TEAR IR EFREEEN. Fik, FOER
R RS W E FAEB RS+ W A A B — R FF AR ELA PO AT LI R R
AR ERMR (PLHWLE) PERFNAR - WEF (Jonathan Bate ) FotEFERF G5 EAfit
FAEDRIBY, X ESRA R AR — TR, CMEREEE P 1623 FiRsE
— ARG fER A TA AR A E R RRAX B

U S A HEIF B9 5F Sk 1 St fi ) 18 T 4050 ) =F AR R R R H B2ty - B 7 (Nicholas
Rowe ), B HHEERMESERHRIE— KB A R LT RYE— A, HALTE )T



AR, (#EEERAE B ANMRAH SRS AR, FET MR (REsER ), AR
FFREDGELEREA, ERRDLHTRRA R FFRKOTFEN, SRR (bR )
SOAR, FRRRIE SRS AR, RFETZRIEARRERHMGMEE. BB HENEHAL
FEFLHTAEE.

NEEREINR, PEABEENFENTFESD TR ARBEEFE, GlW#EH
(Alexander Pope ) BPHET{#/H ATIE “BUSRMCHE" ( pick-and-mix ), B2 MU ARFIRFFA
BISCREA—&, HEEEHLUAX LIS+ WA REREA AT, kTR L
HRASIR SR, 200 24, RTIRAMEE.

FFSeAERFRIERE] 1986 FA4-ER ( P25 ) Fruax B SORET AL B, BK
N CRRIESEERE) 1 (ZR/RE) MARE SO EA M MME. (BtERTEH, RS E A
SUARIHKIRERZ i — RN, Bl e T AR (CFRIE ) RIS, (B HAREN R E
PUFFAS, HHUCTASRAARAE G R : AT —YIV0 L MR A & A BB AT . FCBRPE R B AR
IR, BIMEAANE CEURRNCE" K2 MRAHHTRIEDRE, ThIEmEE, WHhPF. 300 B4
Xk, BFwlE, HRSABN _

MAEsEA B —FHR Y, MR I R SR E A RSO & RIS e, A4S
—XFARZETCEE R PREENRA. E2HT BRER, XMRAER 300 £ AARH
MBI, BIAN HEHTRERER . KBS MRS, 4K, 1682 4,
1663 451 1685 FFEIX=ANEAISFFAFIRAZ A FEMBMAAAL R 4, (ERILEER A E
iH, WEDTHWEENSEIEECUFF A, FR SR A ARG IRES. #
RGN, MR MMEIRERIRSNEN, ERRMAF M EERREENSHR
M. HEZT, AR, LHREME “EA" WFAZEEL .

USRI D% (Eric Rasmussen ) SEAE3E R FERM SRR (P HTLE) RET
WAL ARG CREREF I ANEA TSNS, Bttt BRENREXNFA
AKE H. S8, A—mpdifad, MIERBLEE—NFARIEA SRR, BRE
BB AR, BHATELHEREMBUARNSEER. Lhrt, SRINFRSHRH
iR (NHZARIEIR ) B, TR ARIITA E. RaiFil, ERERENTH,
THEERREIF A Z K. Hoh, XARFESRBRRICE LM RNt REZ BF LK
o, FIAPES . RSB, DMEMS LR RS AP,
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BTS2, WRWEATAP WS HMELTE SR OFARIUL, RNSEE
—XIFF AR TITIE PRI AR A . BEIE, TR, PHeRIE, TURRSEA R AR Se AR
LTI R e TEEHH L T 1628 £ 58— WA L I IEM ARG, JHEZ F
AFS T SRR RS, TIHMAA, FlmEARSANTFAS, WEEFIS%
Ao IXTCREGE T HELE 300 ZAEHES I, 775t (R TRl b1 IR
B TV E R T — R #Ki.

S 0 B BEAS 50 3 AR SCFRIAS JE ZAR B AT

XFRIARR—HRIL, REEHARSRN AN RE. BIREEEERNZE
FRAERFATY LR SCER A SR AN SETFHHRPHAERANIXS . 44,
W I AIER R R MR SO A MERAX 2KMER, B2, “&FZH
R A XRIAR RSN . ROTTAAGEEE, PEHWAERNRIERZHT, BER
—MER . AR RRAAEE RS R PR AR RN, TEEd FE— MR
i, WEBCRITHTFTRRISCRSG R FEY ., MEAREERC, DERWBIZERIN R
ZEBASEG ERAELNT, BFE . RESE, RaER, HA (ERSENAEHERN
RIfER ) BAHSESRERGSHMA RN, EoleErfRHe, " TLHERNE
HURIASE A THE RS B, TSR T H RO R BRI ZI I ST R . A, BT “HE
ZREHAMA" bz “ATHRESCEER" DEREZRRBETRGRMNER. MIERXLE
HES AR T “HEAB A" B, XAt R—FEAE, AATE
HEARM EEEB TR E KM SRR, T HRISCEER” AT X R T
BEM, ENZARMEEE TIERERINOER MR TR EEILDZH TREEE, b
PAH CERRABISLA RS AR RN E R . AEXAEL R, HEREERNIRES
ERMES, TRMIVEN CROED . BARIER. HA, FEFABRABLEREREHE?
Y/RtA, TEHBETEFEMFTFE, MTE4—BEE A TR LERESREN. B
e, BIfFR. #0 . SEBAHGEL6E, WHBSLEREREN. MMEIEHMNZARER
HESHERARENY &, LESMA &MENRE . & AR B RRIA AR
{E, T 1623 R —3FF A HERRIRIA TR Rl X R RIAC. XM 300 Z4ERATN T
FRONEZFEGENTEHERT .
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SHUTHIP LR RARLE, 25K (PLHELE) HNESET ERENR
HEFP L ERIF SR TR THE . TR, ENERZ — URRERNRE—(HHE
HBERI A HEE P L e 5, B, MRA S MARRREE X MR EE Tt
T, Mk SEGTS I (1R, R (DL eR) FFPiR: X
FMRETE T, PUFAATRE BB vP AV ETFRE, 1028 — X AR I FT HE B el T L4
AAES L IR Bes B SERREE " X SRR RRMEIR. RN, ERSRTARIT
FAFFARZN, Tt FAFFAEEA, BB, NFFAT AR R EA BRI
B, MAREARE TRAER. LERHTIMEAER, 2RPEHTRIENETF
AR — XA A B FEXAERIREOL T, EAAEEA 1623 4R N ATEE R T
300 ZERCEMEPIERI A S, &TE 21 A RISE 2 % U3 # DIRRIEIE A< B 63 7E (Bl e 4
EHRBEER . N—ERRERE, ZUFhRE DL R # e P e — . 2
B EEIBEEIE, TIARUERBFHFEEETEB R SRR & XTI Z B
HEERERRES—PNE. BR, ZEPE—ILARENITH, AAETFARESRTR
WE T — R TRIBELAR A8 farfes. EX—fEgd, WiEK, BoR. REFER
=, BOARIAERATERNEShEZ . SR, WRIBTIRIE A< EH E G AR HE R 7 =R A7
FERTHE . SCARZFHIATT A F ©A MIMRAERR S 25 18] B GER AR SO A A AT A
BE AR EEERREIN, WEAMIBEFRHERRK, AR SHE RISCERIA B TER
B O SR R A 5ThEE. MANER, RPERMRARHTRNRASAETK, 53E
HE#.

VY. FESLURT, TEREIE™

MTF—#EE, THETEEENS, PTHERANERRE— RS BEEK
TSR E b E A N R BASGE S T AR SRR IR R AR, PEEE
XEERANRH A SETEE AR PR AR Fit, EYRERN P ERE T S AGEREE. (FRE
A (PRS- ) ERER, BORIER, MR RAR . EEKX
ARAIMERL, FlAnA T RSG5 83, SO 7 B (EAFERIRA, X Rrla
B, (EREXFMERGER, FNRZAHHEL. 48 EASIHrhRys L e 3 R i
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Thig, (BRtutn RreEArfe i, EmETH L, EIRRRTLINESEE, LE—xX
FRARIH AL R PO FF AR A — A B A 7 A T I . CRIBERRS YR ) ( EUTRIAR CRImERR D)
TMERRERCAL, FINTRREEREASS. T (RR) ArEIEERERGEZ, 3
FEUOCK . ERESRAXER, ¥ (2FR) SZFEFEAE, DLH EFarR 5%,

L (e tdess ) —RIE—RE—FA6. BHIRABEHEXHRENA, TRERE
Wit, FIRLFKEBRMAY, &d&16 7 6 WALRRE, ZRAK. ERBAZER. T
MRS FBET R, RAFERETRRNER. DREFIRETE, (FIFR) AR 80
%, (25 LEER 8 F. (25M) tb (R ) FERLSH 18 &. WFEE 7 HMRE,
HERE, HSIANL. Sk, (2FR) TREEFM—R, ERRAUIELST (H
BEAR ). X TEEREE, LHEPEEERN, (2XKR) HERRIEEGED, ROCh 2R
HI7T, JUFEG 7M. MHEEZT, CRTmehR ) NImss T — ST sE A BRI YT . T
HEHFICER.

WMERMR (WMEBHE) B—RHBE %217 (IEAL29, TR) AHEREFL, Bt
touching fl by I 7R (BAFZHEREL, FEMAKZEERAZR, TFE): Touching
concerning; of by, {E;2 (R ) HXXBMAERAERE. —E, 2O EEEEE
P, A KHIE touching 7 E concerning &Y. of FI{E by i, XiFZHEELE BRFZ
K4, EENTHEEREE RN, HRAEL. AT L P EIEREE
fRIE S R RS . N EBRFE [T 130: 1 entreated him along ] along (UM #:, (E25H) TE:
along to come along., FHHEH 7 AEXFNIA to come, HEF AR XMAE—HTH. (JTHE
) AhnE, RAETREM. FEEEN L3 i watch —i , (TFIBERR ) ARINHEM, (2K
fiz) WITES: watch remain awake during/keep guard through. iX—¥HR4igH watch JE—1i%
B “UWE, MR, BEF “WMOFH" ZE, W(EFR) HERLMEATN, LHEMNE
FEEETF. THREELAFSLRUUENL, XERTREE, RIRRFIH (25K ) % 36
F 43 {THERE, BONRER, DIYEHE.

L36: assail attack, € /i ) %f assail —fElARMNTE, MEEEEMT, WAL,
PRI H AN R L (BN E AT S ARE LA, B assail H attack SEAEfF—LE,

L41: last night of all this very night past. 1 of all JXFMERL, FUAEE A 4 PEA.
CIRTEERR ) RTEARDNE, SRAZ.
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L42: yond yonder, that. Hff) yond F¥EMIH, (HBERR ) AAndE, A%,

L43: tillume to illuminate. #FFREE & HBAREHRSE E. CRIBERR ) AINTE, ARZ.

L43: his, A ( 2% A ) KME. (FEERR ) : his its (the commonest form of the
neuter possessive singular in Shakespeare’s day). /& (FIBERR ) 184 IEBEET (S50) 4b.

BHERE, (2F) f CRERR) &M 7R, ERERMERESXAN. FlE—
M TTHIBE SRR :

L33: approve corroborate the reliability of. {J##hfi) FEifiA1¥: approve corroborate.
(E5H7) /L the reliability of Z /5, E#:i#/i3L He may approve our eyes, W|i: He may
corroborate the reliability of our eyes, 7. LAARERY]. HARER (FERSLHT2%E)
£9: approve our eyes confirm or corroborate what we saw AT (FTEERT ), (E5ARR (2
FKh) EMY.

L42: pole pole star (i.e. North Star)., (7[B¥fz) FEMfAIE: pole pole star. ( £5H) /il
7 (i.e. North Star), BN EF|f7, EEHE, ' '

ERFEEY S TTE, (IR HRFERT, 227K, HSEARTHER. Hik bk
REALATETER SR BRENM S, (2FKR) EERTEMRSL FERArThk, 8K L
T (FEBERR ). T BATPEZGERER, (2R P WEVETFSE LR O,
MRS, PEBSEEEEXMRANERTS, TR A WAESL, AFLLX
RS AN LA, RMEGH#HT, WREREDEERE MR AR,

Ts RPE) ™ R SEE 5S4 TN RN 1 EEER A

F—MEARBRA AN, AR ERBRERSUERIE. N TREZRENS,
DEHREFSARENRE. RS R — MR R R 3

FERHISCUARNE A D& SR N 2 BT R RSB = A, O R &% RS
AR E .

DEHWERBIXENME . EHE 400 FMCEATE, HHABRRHZEARKS, XA
R T R E; CRORMHAET, EEXESA, REERSE, XA T
25 (A RS

FTEABRZPIHEESAEFNE, FAEMENDEREFRSEEFENEETE



s &,

FREER, FEEEERENZESETHWSCEAMRMEZE. T30 4K, HELRH
EE M RERINEES], RHEASNEESIREMIGE, HY20HEEE S IR UERZ
A, MESHFLFERFLIFRET L. X—HRERE RS L, Wik, KE
FIEFES I (PERIRIS LT ) ( The Arden Shakespeare ) Hi—Hs LB ANCAESE ;. “HEIEFE
HOA—AN SRR AT, SRR, XS LA %5 R EGEREENER: X
TATEIEMMG S, TR e AR TR TETERIR SO TR . TP E AR R A R
FEZAET I AN R ARSI € . B0E 07 A MMERF RIS P EEEF L. U
WEHWAFRAT S, AR, BRTEZEE] 1300 &7 FHIKESTIARER, PMiZRAT
RERRETIAN, OB EERFRRABREEE. S, RECIMNESESHRH
RRAEFIHER 25 (PSR ) (EEZFOREAT] 2007 FHif) EAXE “BAEMEN
" #IFE.

MITEZ, BRI (FEHTRM) R R F RSB 300 B4
%ﬁﬂ.ﬁé&ﬁ,%mkﬁ,E%éﬁ%ﬁﬂﬁﬁﬁ%@.wﬁﬁﬁoﬁﬁﬂ@%.%ﬂﬁ
SEBtHi; HIERRH, ZRRARZKE. MPRETER, TRY8ERE. PEIEEEST
LM RESLIER AR, —REFM (LW LE) Ko, BIrREmETheE, L
AR ZSE, SRGNF, ROES], SRERETR, HERHIER, PR —B .
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Titles follow the First Folio, where there are sometimes minor variations of nomenclature between
contents list, title at head of play and running header — our default preference is the title at the
head of the play (thus, for example, Love’s Labour’s Lost and The Tragedy of Cymbeline as opposed to
the contents list’s Love’s Labour Lost and Cymbeline King of Britain). Some of the plays were originally
staged with different titles (e.g. The Second Part of Henry the Sixth began its life as The First Part of
the Contention betwixt the two famous Houses of York and Lancaster, and Henry the Eighth seems to have

been called All is True).

Lists of Parts are supplied in the First Folio for only six plays, so these are predominantly
editorial, arranged by groups of character (thus for A Midsummer Night’s Dream, the court, the
genteel lovers, the artisans, the fairies). Capitals indicate that part of the name which is used
for speech headings in the script (thus ‘PROSPERO, the right Duke of Milan’ and ‘Sir John
FALSTAFF’).

Locations are provided by the Folio for only two plays (The Tempest is set on ‘an uninhabited
island’” and Measure for Measure in Vienna). Eighteenth-century editors, working in an age of
elaborately realistic stage sets, were the first to provide detailed locations. Given that Shakespeare
wrote for a bare stage and often an imprecise sense of place, we have relegated locations to the
explanatory notes at the foot of the page, where they are given at the beginning of each scene
where the imaginary location is different from the one before. We have emphasized broad
geographical settings rather than specifics of the kind that suggest anachronistically realistic
staging. Thus Sicilia and Bohemia or court and country in The Winter’s Tale, Venice and Cyprus in
Othello, not usually such locations as ‘another room in the palace’. Indications of movement from

outdoors to indoors are given where appropriate.
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Act and Scene Divisions were provided in the Folio (they were absent from the Quartos published
in Shakespeare’s lifetime). Sometimes, however, they were erroneous or omitted; corrections
and additions supplied by editorial tradition are indicated by square brackets. Five-act division
is based on a classical model, and act breaks provided the opportunity to replace the candles in
the indoor Blackfriars playhouse which the King’s Men used after 1608, but Shakespeare did not
necessarily think in terms of a five-part structure of dramatic composition. The Folio convention is
that a scene ends when the stage is empty. Nowadays, partly under the influence of film, we tend
to consider a scene to be a dramatic unit that ends with either a change of imaginary location or a
significant passage of time within the narrative. Shakespeare’s fluidity of composition accords well
with this convention, so in addition to act and scene numbers we provide a running scene count at
the beginning of each new scene. Where there is a scene break caused by a momentary bare stage,
but the location does not change and extra time does not pass, we use the convention running
scene continues. There is inevitably a degree of editorial judgement in making such calls, but
the system is very valuable in suggesting the pace of the playé (it reveals, for instance, the great

compression of Othello).

Speaker’s Names are often inconsistent in Folio. We have regularized speech headings, but
retained an element of deliberate inconsistency in entry directions, in order to give the flavour of

Folio.

Verse is indicated by lines that do not run to the right margin and by capitalization of the first
letter of each line. The Folio printers sometimes set verse as prose, and vice versa (either out of
misunderstanding or for reasons of space). We have silently corrected in such cases, although in
some instances there is ambiguity, in which case we have leaned towards the preservation of Folio
layout. Folio sometimes uses contraction (‘turnd’ rather than ‘turned’) to indicate whether or not
the final ‘-ed’ of a past participle is sounded, an area where there is variation for the sake of the
five-beat iambic pentameter rhythm. We use the convention of a grave accent to indicate sounding

(thus ‘turnéd’ would be two syllables), but would urge actors not to overstress. In cases where one
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speaker ends with a verse half-line and the next begins with the other half of the pentameter,
editors since the late eighteenth century have indented the second line. We have abandoned this
convention, since the Folio does not use it, and nor did actors’ cues in the Shakespearean theatre.
An exception is made when the second speaker actively interrupts or completes the first speaker’s

sentence.

Spelling is modernized, but older forms are occasionally maintained where necessary for rhythm
or aural effect. For instance, ‘y'are’ is generally modernized to ‘you're’, but the old form is retained

in Regan’s ‘I know you are of her bosom ... Y'are. I know't.’

Punctuation in Shakespeare’s time was as much rhetorical as grammatical. ‘Colon’ was originally
a term for a unit of thought in an argument. The semi-colon was a new unit of punctuation (some
of the Quartos lack them altogether). We have modernized punctuation throughout, but have
given more weight to Folio punctuation than many editors, since, though not Shakespearean, it
reflects the usage of his period. In particular, we have used the colon far more than many editors:
it is exceptionally useful as a way of indicating the way in which many Shakespearean speeches
unfold clause by clause in a developing argument that gives the illusion of enacting the process of
thinking in the moment. We have also kept in mind the origin of punctuation in classical times as
a means of assisting the actor and orator: the comma suggests the briefest of pauses for breath, the
colon a middling one and a full stop or period a longer pause. Semi-colons, by contrast, belong to
an era of punctuation that was only just coming in during Shakespeare’s time and that is coming
to an end now: we have accordingly only used them where they occur in our copy-texts (and
not always then). Dashes are sometimes used for parenthetical interjections where the Folio has
brackets. They are also used for interruptions and changes in train of thought. Where a change
of addressee occurs within a speech, we have used a dash preceded by a full stop (or occasionally
another form of punctuation). Often the identity of the respective addressees is obvious from the

context. When it is not, this has been indicated in a marginal stage direction.
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Entrances and Exits are fairly thorough in Folio, which has accordingly been followed as
faithfully as possible. Where characters are omitted or corrections are necessary, this is indicated
by square brackets (e.g. ‘[and Attendants]’). Exit is sometimes silently normalized to Exeunt and
Manet anglicized to ‘remains’. We trust Folio positioning of entrances and exits to a greater
degree than most editors: thus, for instance, we follow Folio in having the other characters enter
in the middle of Petruchio’s speech to Kate at Taming of the Shrew, 2.1.268-81, making the latter
part of the speech into a kind of game for the benefit of the onstage audience (an interpretation

that strongly shaped Greg Doran’s RSC production).

Other Stage Directions such as stage business, asides and indications of addressee are rare in
Folio. Modern editions usually mingle editorial directions with original Folio and Quarto ones,
sometimes marking interventions by means of square brackets. We have sought to distinguish
what could be described as directorial interventions of this kind from Folio-style directions (either
original or supplied) by placing the former in the right margin in a different typeface. There is a
degree of subjectivity about which directions are of which kind, but the procedure is intended as
a reminder to the reader and the actor that Shakespearean stage directions are often dependent
upon editorial inference alone and are not set in stone. We also depart from editorial tradition in
sometimes admitting uncertainty and thus printing permissive stage directions, such as an Aside?
(often a line may be equally effective as an aside or a direct address — it is for each production or
reading to make its own decision) or a may exit or a piece of business placed between arrows to

indicate that it may occur at various different moments within a scene.

Line Numbers in the left margin are editorial, for reference and to key the explanatory and

textual notes.

Explanatory Notes at the foot of each page explain allusions and gloss obsolete and difficult
words, confusing phraseology, occasional major textual cruces, and so on. Particular attention

is given to non-standard usage, bawdy innuendo and technical terms (e.g. legal and military
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language). Where more than one sense is given, commas indicate shades of related meaning,

slashes alternative or double meanings.

Textual Notes at the end of each play indicate major departures from the Folio. They take the
following form: the reading of our text is given in bold and its source given after an equals sign,
with ‘Q’ indicating that it derives from the principal Quarto and ‘Ed’ that it derives from the
editorial tradition. The rejected Folio (‘'F’) reading is then given. A selection of Quarto variants
and plausible unadopted editorial readings are also included. Thus, for example, at Hamlet,
3.4.180, ‘bloat = Ed. F = blunt. Q = blowt’, indicates that we have adopted the editorial reading

‘bloat’ where Folio has ‘blunt’” and Quarto has ‘blowt’.

‘Key Facts’ boxes at the beginning of each work give information on plot, sources, proportion
of verse and prose, textual issues, authorial attribution when doubtful or collaborative, date of
composition and first performance. They also include lists of substantial parts (characters who
speak more than about forty lines) in descending order of size. Since the definition of a line
spoken is variable (because of prose and half-lines), figures are given in terms of a percentage of
the whole, the number of speeches delivered and the number of scenes the character is onstage.
These lists make it possible to distinguish between works that are more ensemble-based (e.g. A
Midsummer Night's Dream and 2 Henry IV) and those that are dominated by a small number of
characters (e.g. Othello and I Henry IV). Though there is a degree of imprecision about these lists
as a result of editorial interventions, they offer much valuable information — for instance that Sir
Toby Belch has the largest part in Twelfth Night and that only six lead characters so dominate their
world that their part is over three times the length of anyone else’s in the play (Hamlet, Richard

111, Timon, Macbeth, Prospero, Henry V).
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Love’s Labour’s Lost is a play for Shakespeare connoisseurs. It is a great feast of linguistic
sophistication on the theme of the inadequacy of linguistic sophistication. It is full of poetry — and
mockery of poetry. Its preposterous academic posturing is either hilarious or incomprehensible,
according to the disposition of the listener. Some of its jokes and puns are now so obscure that
a modern audience frequently finds itself in the position of Dull, listening in bemusement as the
others plan their play: ‘Via, Goodman Dull!" says Holofernes, “Thou hast spoken no word all this
while.” To which the simple constable replies ‘Nor understood none neither, sir.’

The play was a favourite for the sophisticated audience at court — Queen Elizabeth herself
would have greatly enjoyed not only the authority, wit and hunting skills of the princess, but also
the ‘sweet sm(_)ke of rhetoric” in the elaborate speechifying of the male courtiers and the wordy
academic humour of Holofernes and Don Armado. The reaction of the general theatre-going
public — ‘the base vulgar’, as the play itself calls them — might have been more like that of Dull. It
comes as no surprise that in the eighteenth and nineteenth centuries this was Shakespeare’s least-
performed play. Its minimal plot, intellectual rigour and architectural symmetry make it seem to
belong to some genre far from the popular theatre — Enlightenment opera buffa, perhaps. There
are, indeed, remarkable thematic and structural resemblances to Mozart and Da Ponte’s Cosi fan
tutte. A Paris production of 1863 actually merged the two works, combining Mozart’s music with a
text based on Shakespeare. In the following century, W. H. Auden and his lover collaborated with
Vladimir Nabokov's cousin on an operatic version of the play, perhaps inspired by the fictional
composer Leverkithn in Thomas Mann’s novel Doctor Faustus, whose only opera is a setting of
Love’s Labour’s ‘in a spirit of the most artificial mockery and parody of the artificial: something
highly playful and highly precious’.

Dr Samuel Johnson thought that Love’s Labour’s was one of the most Shakespearean of
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Shakespeare’s plays. Like the characters of Berowne and Boyet, who dislike each other because
they are so like each other, Shakespeare was famous for his verbal facility, for being *honey-tongued'.
In no other play does he so fully indulge his gift for “Taffeta phrases, silken terms precise, / Three-
piled hyperboles, spruce affectation, / Figures pedantical.” At the same time, in no other play does
he so mercilessly expose that gift as a fly-blown form of ‘maggot ostentation’, ripe for renunciation
in favour of those ‘honest plain words’ that ‘best pierce the ear of grief ". What is so Shakespearean
is this way of having it both ways. ‘Taffeta phrases’ are ostentatiously rejected and yet the simple
rustic language that supposedly replaces them is equally thick with allusion (or, as Dull has it,
‘collusion” and ‘pollution’). Berowne’s ‘russet yeas and honest kersey noes’ puns on ‘eyes’ and ‘nose’,
so reintroducing the figure of Ovid, surnamed Naso (Latin for ‘nose’), who is not only Holofernes’
but also Shakespeare’s master in the art of verbal pyrotechnics. For ‘the elegancy, facility, and
golden cadence of poesy’, ‘Ovidius Naso was the man: and why indeed “Naso”, but for smelling
out the odoriferous flowers of fancy, the jerks of invention?’

Ovid taught Shakespeare how to write love poetry but also how to parody love poetry. If
ladies are conventionally praised for being blonde and pale-skinned, Ovid and Shakespeare know
how to offer paradoxical praise of black. Where lesser poets catalogue the body parts of the beloved
in smoothly predictable blazons (blue eyes, creamy breasts), Ovid and Shakespeare turn the
convention on its head: ‘two pitch-balls stuck in her face for eyes” and a piercing glare not at the
bosom but at the dark place between the legs. Though Dr Johnson was too polite to say so, one of
the reasons why Love’s Labour’s is Shakespeare at his most Shakespearean is that it is simultaneously
one of his most elegant plays (rivalled only by As You Like It) and his most filthy (rivalled only by
Troilus and Cressida). The exchange in the fourth act concerning prickets, shooting, sores, ells and
sorrels is on the surface about deer-hunting, but beneath the veneer it alludes unmistakably to
inflamed genitalia and sexually transmitted disease.

At the climax of the play, the mood changes with the entrance of Marcadé, ambassador
of death. Immediately before his entrance, the play-within-the-play has dissolved into a brawl
between a clown and a braggart knight on the subject of a pregnant dairymaid who is named after

the Elizabethan term for a toilet. The knight is accused of wearing a ‘dishclout’ of the maid’s as a



