WILLIAM SHAKESPEARE:
COMPLETE WORKS

% 0 il = ) | A ol SR S

Jonathan Bate Eric Rasmussen %

P F i

HMEB B F S B R R AL

FOREIGN LANGUAGE TEACHING AND RESEARCH PRESS



- -

.n“.

W’\X/’hu) AW $HNJESt;' E E

vﬂMH#PMK@K

4.

Jonathan Bate Eric Rasmussen %

P15 id

IMBERF ST R AR

FOREIGN LANGUAGE TEACHING AND RESEARCH PRESS

Jt= BENING



FALEE: 01-2008-5369

© The Royal Shakespeare Company 2007. Published by arrangement with Modern Library, an
imprint of The Random House Publishing Group, a division of Random House, Inc.

First published in English by Macmillan Publishers Limited under the title The RSC
Shakespeare: The Complete Works by William Shakespeare, edited by Professor Jonathan Bate
and Eric Rasmussen, with Héloise Sénéchal. Introductions by Jonathan Bate.

This edition has been reprinted under license from Macmillan Publishers Limited for the
Royal Shakespeare Company by arrangement with Modern Library, an imprint of The
Random House Publishing Group, a division of Random House, Inc. The right of The Royal
Shakespeare Company to be identified as author of the editorial apparatus to this work by
William Shakespeare has been asserted.

For copyright reasons this edition is not for sale in the Special Administrative Regions of Hong
Kong and Macao or outside of the mainland of China.

EHERME (CIP) #iE

YL = The taming of the shrew : 33 / (3&) #Atkill (Shakespeare, W.)
% ¢ () WHF (Bate,).) , (%) PIrS#k (Rasmussen, E.) %i. — Abxt : 4piE
e SUTgE R . 2014.9

(Pttbm44E)

ISBN 978-7-5135-5079—-6

I. QY- 0. @ @M ki M. OHKE - IESIO SR B4
[E—ikzg v, @H319.4. 1

PR E R AS [ 4518 CIP Bl 7 (2014) &5 224573 5

H AR A EEIE
AL Bt 8T
HEIRE E =
HE®RIT & W
hReligit & AR

HR&ET IMNERESIAR LR

#HoHut JbEmA=TALE 195 (100089 )

R HE httpd//www fitrp.com

B Rl =udbERENERIR AT

A 787x1092 1/16

K 8.5

2014 510 A58 1R 2014 5 10 BE 1 /REDRI
5 ISBN 978-7-5135-5079-6

it 20.00 7o

A F 8 H
=

MH&E: (010) 88819929 EEFMFFE: club@fitrp.com
NS  http://www.fitrpstore.com
FUEDRI. $ETREGM, EXERAENHER
BREBIE: (010) 61207896 EIFHBFE: zhijan@fitrp.com
MEW. ERBEER, BRERTEESRSE
ZPEIE: (010) 88817519 EIFHFE: banquan@fiirp.com
EEME): THERIMESH BRI

REEIMESET B e
WS- 250790001



FF
F B3

BETRANZR (P LT 2% ) ArERINARERICE. RER N, JEE
DT EMAGHME. EFESEERSD, PREGONESUURTENT LN, T
B— A - ERAERGE— R T AR, Brel, RXEFHEN “RINA" —RAFFMHS.
FeAa i RX R i A R A E 27V R A ER N A (DL eR) HEaEER
o ZETCREN], XA G FIN SEEESEt, SRTATA MR Bt AR A A
il E—HETHE T IESE 300 ZAERUESIS T N FARENUS, TFEIT Hrfr e . FOReRIN
SRR SRR, ERI TR 21 A EA M — e, e R A RS T E PR
PERN— SR, sz, X—#FR (PEHELE) E0FWTIVIMER, EZERS
HIP I RRA R — 1R, SFRET

v 16235ERobt JFA T L)

2RI EHIEIA ( the Royal Shakespeare Company ) #fH g (5 HHIE 25 ) ( William
Shakespeare: Complete Works, VAT RIFREFM (FEHT LK) 38 (2K D) FRrRiR, 2
HFHSLT 1623 £ —NFAD L HIEIERRABUSRHAL, (EEBCA#H T 2R
U . FERLORIREER, BIHXMERITFRES AR, FARTHA—I L IfE
AR 2RI EAERE AR, A, BERR (PEHELE) ELEBE—X AR
HIASEMTT B ERE SRR L R ER(TEAEHIR? EREHEN. A, HHER
REE RIS L T SRACR SRS HOIV A i e b B8 58— A AR HLA T R A S L W B Y
TR 2FM (FLHWE%E) HFEHRTTHRR - W (Jonathan Bate ) e+ S5 Exfit
AHEDHEEN, X B HR AR SRR — TR, PMEPEBEE I 1623 i
— XA JER AP HARR A E_E A X o

IR 5 A S VF I OF Sk S 4 0] 18 T2 00 19 3 AR PE %K Je it B8l - & £/ (Nicholas
Rowe ). BHEREMBREEREN—KBMA R LT RN — N UAFAR, HARNTE X



XD m

A, EEFEEHMEFT MR SCAPFERR, 7T —MERA (RERE), HREX
AFRFEGLHEMFEA, EIART WA B SRR ATFFGER, FHIARER CRisess)
OAR, FORENE SRS PSR, AR TIRRTEARRE HNIEE H . BreA® e & AL
E 285 o 40U 2

MEpsEE A, BHREBIEEAEHIFE T 1 IR A 53 B (s 8, Bl
(Alexander Pope ) BUHET{E Tl “BURREILIE" ( pick-and-mix ), 72 PUFATIXN A
RISCRA—K, UEFEHRX AL L WA k], kARt
HOE AR A T, 200 R4F, TEICASREE.

TSR T 1986 AE4-HR (DLW A% ) FFaaH RSO TR AL B, B
A CHRIESERE) I ( F/RE) MARRE SRS EA M ME. EfRENRS, 4REELCEAR
SORBHRIR R Z G —HfEN], B ERER TXFFARR CFRI) RISC, (BRHpR-EIN SR H
PUFFA. HUETIRAAMALZEER: AT —PIP L AR AR A B bE R . LB R R 3 AR
U7, EMEARTE CBURRNCE" SRS TRIESRE, TGRS, WZHF. 300 4
k, BEE, e A

TsSeERE— R, SRR IS L W R A A AN R R A R SO 2 Bz (e, ARASE
— XA TCEE SR H AR E RS (Bl T LA, XMRAREA 300 2R AARK
FOMBH TR, BB TRENEIR . EHEHBFE AR ABUEE. SR, 1632 4,
1663 41 1685 X =ANEAIM FFAFIIAZ 2[iZMBARME T 4, (B2 H SR A2
B, WEPLEE R CA A, (7 OR F X FF AR S SRR RS #
G, W ARMMSMEHRABEIRAMEN, EREN S HEERREENSH
. MHEZT, DA, CHEMNE “FA” WFANZEESHHFR.

AFSEAERBIHT DA (Eric Rasmussen ) SE4E3EFE TR R (PEHTLE) RIT
WA &R AR T AR [E A e . B RbUst:, 8RS T A
RIZAKT H. 48R, A—madgt, iSRRI E A RS, HEE
BT HIRISCR, W AREeHREAMNFANSEER. Lhrt, SRANFASHRH
R (JUHRARIEER ) I, MR AR TAIE. faiiil, ERARERTH, f
TR Y A Z A o eS8, X ANAFFE SRR SCEL S R[] e th R 2 HAT 44K
e, GBS . FRASMUBIARML, CAEED SRS EE RS T,



&7

ATHZ, WREATHEP LT EEMELRNE “EA" NAARUE, RNSES
—XFFARFRBATITEVP R AR S BE, TR, LS, TURpeERMBI DA M
LTINS AR B o AATTEHTAGSZ T 1623 4R 58— W AS L ARG RAIBURIAL, FFEAZ 1
AL 2RO BURRYE, TIHARAR, FlmEARLANTFASE, WEEEISH
A, XTCEEGE T HESE 300 ZEMES RN, FEVS LR TFE it LR
ARG AT AR T — R Bk,

o U FEGRIIAS 3R SCERIAS 1L Z AR BT AT

SCFRIAR R —HEERIE, MRE AR SR A2 IRR, HRidaEEARN¥
FRAE R LTI LR SRR S N SR F P A AAE R A XA . 444,
W W R ARIERUR R BRI SCARN AL A A AR A KM E R, (B&, &2
FEEWRNXHIANRNMESEN . BITTARREIL, PEHWESNRIERZRT, HER
—MER . 8RR AR AR E R R PR AR RA R, R A — MR
f, HEEORPHF TR SCASGHCEAY., THRAFER L, RS2 HH
ZEHARG EIREERNITE), B, REEE. aEi, WA (AFRENEEHERN
BIfER ) BAREEEREFRASHMA RN . e EFiE T, “PLHREENE
HIRIACR I THEGB A, TSR A T H AR BRAZI SRR AR, AT “H
ZEMAEA" bz “RTHEESCAER" SEFEZRBETRERENER. MELXL
PRSP PR AR T “HEZRs H MAC™ AR, IR ARt R — R 2R, RAd e
HZAREEEEI TRERIMMETRRTER. “HAT HRASCEER" WA LA T
HEFEMN, ENEAMEEEME T A KINAER SRR . BEABZHTRERM,
PAR RS ABIS AT S PR I INA 2R . NXADE RN, HEREEROAERS
ERRES, TRMIEN AR . IARIER. HA, SESFARANLETZRENE?
LHRtA, THEBTEWENFE, MITELAFE—REENAERNBLEEZERESN. B
I, RIfER. 5., SEEARG SR, WABLEFEREEN. MIIEEHAZEARTR
HESBIVERRBRENY G, BESMGRMENRE . 5 ERRIBETE R AR M
{A, T 1623 4ERREE—X FFA PR AT RIAAPE BURIZXARIIRIA . X /MRF AR 300 ZAERA AT
FROEZFEARRTCEZRT .



NS »

i B EHOIRIAS ) DR £%¢

SHUTFHHP L TRAM LR, 2R (FEHELE) MM ERET ERERUK
2R WA SR PR T . TERM. ERERZ — EEER R —FE
HIFERI A HEE RIS LTS, Bk, AfRAS MR X MR B s £ i
Y, MTEBEGT - A E T IMEN . WA (L) S5 hid: R
BT, PUFAR R B TP W AR E TR, T 58— FF A W R LB TIX el
AAEIS T ORI B HH A SERRATE 7 XA FINT RS RI R, TURRSeAE A, 1A SAT AR
FEARFFABYN, TRFFAFFAGEA, FrOVEE L, WA R AR AR HRA
e, MAREABE TRAPA. HERHTEIMZATR, EXDLHIRIEANZLT
BB N TFAE AN FEXFERREILT, F&IBRIERA 1628 FiP I EER T
300 ZAERSCAE PRI Sy, 2T7E 21 HEA2RISLZE R A0 DR H A (1 B 73 7 [B1HE AL
EHEIBER. N—ENAEEE, XMUFRREDLHIRR HELRTH— M. S
RIAERIBERE, TARMUUEAHFEE TR SR RN R XRETZE Y
HRERE R FES— I, B, ZEPR—NC ARG, FAEIEIsE HT5%
W T — R T RIBE AR A fa ot EX—f&grh, WM B, ZOR. FAFHER
E, RARAERTENESER. 458, NREIBCIREIA S5 E AN % HE bR 7 =R A
FERIELH . SCABR AT AR EA AR AL AR 0 A 2 8] AR AL SCA AR R o o T 4
EHE EEFIEEENREIN, WREANSIREAHEETRR, AR5 RSCERI A RS ST
H ORI SCE R R SIhaE. #aiEn, RibcEaRIARMER EARIASE TR, BEaE
HE

VY. RESCBERY, TGS

MNF—#EEE, THEVFEEERNS, PEHERANERR— N @is. a8k
TSR A N S R ATEE A T AR S IR 1RIARR, PERE
AR SR E R R AR, R, G AR T e T S A R R, (HrRE
A F CPTERGS IR ) MERER, WRHREE, MR HAR . (HaX
ARHHEL, BIERHTTREGEAER, O 2 B8 ERFERIOR, XERFARTE
Bk, EREEXNIEASER, FNGRZAEZEN. SRR RSt A % R i



w & 5

TIRE, (B2 MAFSRA TR A, ERETEH L, EMURRR 2B ES%E, T8 —x
FEAFNE A MU AR A — A B A T I AT e (TR HEIE ) ( DU fE#R (TR ) )
T RIRFEHCAE, RINTRAR SRR . ST GRS ) 7EhESEEREREIE 2, B
FiooR . EREHECER, ¥ (BXR) SZFER#ELs, URH -EFSER 5%,

LA (P tskss ) —RISE—RE R0, BPRIABEHXHEFENR, TRARS
e, FIOCFKEWRMEY, &4 16 7F 6 WAGRIE, EZRAK. ZREANEER. B
WA FMET R, BARFEREERANER. DUREFRZBITR, (WRERR) A TR 80
%, CEFMR) AT 8 K. (2FM) b (MM ) AERZH 18 &. MFEE T HAR.
FRERE, MRS SRR, (25 EREEFM—R, ERRERHEST (F
BERR ). N T @R, LHEPEREERR, (E25R) HERRLEED, BIESChLZRR
ATy, JUFERRG T M. T, CRIBERR) W T —Sen] g A LB R )T . Tk
2B LR

MERM (BIEHEE) F—RE—HE 2917 (LA L29, TR) HERMHL, B
touching il by I 738 ( BARFRZIEFZE L, FEAEERZEEENZE, TFH): Touching
concerning; of by, {E2 (BT ) HXXMMAFRAER. —MiEE, EOhEETERE
P, RAKENE touching AT/E concerning fi#f. of FI{E by fi#, WiF£ HELH BARLZ
KEE4E, (BN TFrhEIGEEE RN, WEMEL. FTiERX P RS h E I E R
fRIECCERR RS . L AnE R 1L30: 1 entreated him along #]H along Ik, ( &%) H:
along to come along. EHHK T AE G to come, ¥ HAMIXFHE—H T4, CTwE
W) ANNTE, RAAGRSEEMRE. FHUEEER L1 A watch —ia , (FTRERR ) ARINER, (2K
ffz) MIFES : watch remain awake during/keep guard through, X—VERESE I watch dE—fi%
# WE, WE", &EFF “WOFE” ZH, 8 (EFR) MEREMERIN, LHXHE
FEEEN . THREELHTFZRUMENR, XERTRE, RKsIH (2K % 36
E 43 fTPR9TERE, N, DAVELEE:.

L36: assail attack. ([ BEA) *f assail —iaA AN, WHESEFEEME, WIFaT A&,
PR YA ] S (RS H [ T 5 A& 24199, [F0A assail [ attack SEAEMRE—24,

LA41: last night of all this very night past. Hrf of all iIXFHERL, B Bt HFEAE.
CRTmERR ) FAINE, RRARZ,



NS #

L42: yond yonder, that, HHf] yond FIHEIIH, (RIBERR ) AN, R%Z.

L43: tillume to illuminate. HFFREE G AR SNARE:. CRIBERT) ARINE, RZ.

L43: his, i (25h) AN, (B ) 7. his its (the commonest form of the
neuter possessive singular in Shakespeare’s day). It2 (FBERR ) 124 A IEBEET (250) 4.

BETERE, (2K M CGRIBERR) #m TR, (R ER A XA, FlhnE—
AT B SRTERE

L33: approve corroborate the reliability of . {Jififz) EfiAi¥: approve corroborate.
(2% ) L the reliability of 2 J5, E# /5 He may approve our eyes, Mi%: He may
corroborate the reliability of our eyes, 7EfHC EIIRENY], HATER (PSR LT 24%)
¥ : approve our eyes confirm or corroborate what we saw (T (e ), (E{5ANE (£
FhR) EE.

L42: pole pole star (i.e. North Star)., (7R ) FEMAIE: pole pole star. { 2520 ) il
T (i.e. North Star), B EF|f7, H5EH,

EREFEAEYFLTTE, (PR ) MIRTERT, 2277 KA, HRAA TR, Eif Lk
REHUITEERER BT S, (2FM) EERAEMHL FERAMDIR, Eik Eosksnt
T CRIFERR ). X T H AT EIEGERRN, (25 ML TE T2 LR U,
FREY, PEEEESXMRARERDS, SELERRFE AR L ERE, TP
SRS Pt R AR, fRMEAS94% , ARME A ] e R AR

Ty WP PIE) T RS I 5 TR FIEIES 1A

F—HEAREHA—LARR, aTRAMERMEERSRIE. M FREZRERS,
DU WRMFIERIAE. P R e B — MR R R 3.

FRARHI SRR B 240 2 S N 2398 T b A\ HEE SR SO P= A SR, IO SR 2% R R e
AR E

D HAERANZAFME . EH% 400 Fi@ARE, HHEBRANZARES, Xl
FEZRE T N EIHEE; EHORRTCEIES , mEREEEA, KRS E, XAl 7
25 A PRI PR

FTEAEZD LU WELATEELE, ARt I RA SR AE o = 5 7



s &7,

(R, PREEEE RBAEEN TS E ARSI S ZR. &30 4%k, HEELSRS
EB MR RSNEE], THREIGELSIRMAIGE, H42MhEBEE L DA UERF
A Tl B4 SRR RA TR S L, X —BIGHE RS & L. Mk, BAE
HHEFETIA (FIERRIS LI ) ( The Arden Shakespeare ) HI—fs L NLAMIA : “rPEIFAE
B — N IEEEB AT SR, X—BIRER SN IZS [ EPEIGERAEENER: X
TAHEIEMAS]S, FIREAREEZ TR IEERIR SO THER . T E AR A R
BEZAET | ASMEAS 77 TR AT BRI € . K77 B MHE R R B X B h EiEE F £ B
DEHWAFRATE, A2, BHRTCLAT] 1300 fF FHRESIAREN, MiZRW
REFEETIAN, D REIEUFNRARREIIES R, Sl Fais, RUOVIMNEBEEHRH
kS [ RSN (P25 ) (EEEZFDORE AR 2007 FHif) ERIXE “BRAMNER
JERRAs" .

BWFEZ, 2% (BLHESE) E5 T WEFR5E RN T RSBk T 300 4K
HUSEEL, REzsiifit, BUREKHE, 74572 RERESEE, MR, HiRME, i
FERHIN: HERNY, ZRRARZK. MPRETAES, TUTERE. PEEEFEST
LM REOER IO, —REFMR (W EHWLE) KRfTrE, BITBSREREThE, &
HEERZE, SRGNF, WNEET], SIRERETR, H5RIER, HRPER—B .

RN



USER’S GUIDE

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 plays (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 ‘T know you are of her bosom ... Y’are. [ 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
Midsuwmmer Night's Dream and 2 Henry IV) and those that are dominated by a small number of
characters (e.g. Othello and 1 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

II1, Timon, Macbeth, Prospero, Henry V).
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The novelist Vladimir Nabokov once wrote that ‘reality’ is a word that only has meaning when
it is placed in quotation marks. The physicist’s ‘reality’ is not the same as the biochemist’s, the
secular humanist’s as the religious fundamentalist’s. Dare one say the woman’s is not the same as
the man’s? In a culture where the conception of inherent sexual difference is regarded as a mere
prejudice, as a forbidden thought (regardless of the ‘reality’ revealed by molecular biology and
neuroanatomy), The Taming of the Shrew is not likely to be one of Shakespeare’s most admired
plays. Its presentation of female subordination presents the same kind of awkwardness for liberal
sensibilities that the representation of Shylock does in the post-Holocaust world. At face value,
the play proposes that desirable women are quiet and submissive, whereas women with spirit must
be ‘tamed’ through a combination of physical and mental abuse. Necessary tools may include
starvation, sense deprivation and the kind of distortion of ‘reality’ that is practised in totalitarian
regimes.

Thus O’Brien to Winston Smith in George Orwell’s Nineteen Eighty-Four: ‘How many fingers
am I holding up?’ In this ‘reality’ the correct answer is not the actual number but the number that
the torturer says he is holding up. There is a precise analogy on the road back to Padua, after Kate

has undergone her taming in the secluded country house where no neighbour will hear her cries:

PETRUCHIO 1 say it is the moon.

KATE I know it is the moon.

PETRUCHIO Nay, then you lie. It is the blessed sun.

KATE Then, God be blessed, it is the blessed sun.
But sun it is not, when you say it is not,
And the moon changes even as your mind.
What you will have it named, even that it is,

And so it shall be so for Katherine.
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HORTENSIO Petruchio, go thy ways, the field is won.

She has been bent to her husband’s will. She is now ready to demonstrate that she is prepared to
love, serve and obey him. She knows her place: ‘Such duty as the subject owes the prince / Even
such a woman oweth to her husband.” She offers to place her hand beneath her husband’s foot.
The shrew is tamed.

The younger dramatist John Fletcher, who was Shakespeare’s collaborator in his final years,
clearly thought that this harsh ending needed a riposte. He wrote a sequel, The Woman's Prize; or,
The Tamer Tamed, in which Kate has died and Petruchio remarried, only to find his new wife giving
him a taste of his own medicine by means of the time-honoured device of refusing to sleep with
him until he submits to her will. Kate's sister Bianca plays the role of colonel in a war between the
sexes which the women win, thus proving that it was an act of folly for Petruchio to tyrannize over
his first wife in Shakespeare’s play.

In Shakespeare’s time, it was absolutely orthodox to believe that a man was head of the
household, as the monarch was head of state and God was head of the cosmos. "My foot my tutor?’
says Prospero in The Tempest when his daughter Miranda presumes to speak out of turn: if the man
was the head, the girl-child was the foot, just as in Coriolanus a plebeian is nothing more than the
‘big toe” of the commonwealth. Kate’s readying of her hand to be trodden upon turns the analogy
between social and bodily hierarchy into a stage image. But she is going much further than she
should: the wife was not supposed to be beneath the foot, she was supposed to be the heart of the
household. Instead of crowing in his triumph, Petruchio says ‘kiss me, Kate’ for the third time,
giving Cole Porter a title for his reimagining of the story in the cheerful mode of a musical.

Nabokov placed the word ‘reality’ in quotation marks not because he was a cultural relativist,
but because he was an aesthete. That is to say, he did not believe that art was merely a reflection, a
mirror, of a pre-existent ‘reality’. Art shapes the way in which we perceive ourselves and the world.
‘Falling in love’ is not only the work of molecular change in the brain, but also a set of behaviours
learned from the romantic fictions of page, stage — now screen — and cultural memory. One of the
tricks of great art is to draw attention to its own artificiality and in so doing paradoxically assert

that its ‘reality’ is as real as anything in the quotidian world of its audience. Shakespeare’s taste for



