WILLIAM SHAKESPEARE:
COMPLETE WORKS
5 il & | ol S o 8

Jonathan Bate Eric Rasmussen %

=M DY i

(k)

IMBHFES TR M R

FOREIGN LANGUAGE TEACHING AND RESEARCH PRESS



fit

SMEHF S0 5 W R

FOREIGN LANGUAGE TEACHING AND RESEARCH PRESS
Jt% BENING



FHEZ. 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.

EHBErRS B (CIP) 47

FH|Ht. | = The first part of Henry the fourth : #5372 / (3%) #HLELilF
(Shakespeare, W.) 25 ; (3£ ) D4 (Bate,J.), () Hifli 37 (Rasmussen, E) %4. —
A3« SMEEE SWFS iRk, 2014.9

(Wttbr4kE)

ISBN 978—7—5135—5095—6

I. OF 0. @ OW- i M. OXIE BSOS R — &
A —eE — it V. @ H319.4: 1

FhEIRRAS B 451 CIP Bl (2014) % 224547 &

EhR A =GR

ME%RY Bt 4T

RfEwE HieE

Hmgit & W)

IR=CRIT & fR

HIRETT IMBBEFESHF B

it JbEmAE=3EE 19 S (100089)
ik http:/mwww fitrp.com

Rl =oAL R AT

K 787x1092 1/16

ik 10

R 2014 FE10 BB 1hR 2014 & 10 B2 1 REDRI
ISBN 978-7-5135-5095-6
20.00 7T

i

AMESFSHII X

=

TH&EE: (010) 88819920 EFHFFA: club@fitrp.com
SMABIE:  hitp://www.fitrpstore.com
FLENR . % TR, BECRFAENHIER
BXZREIE: (010) 61207896  EFHBE: Zhijian@fitrp.com
REN, ERPEEER, BRERILEEESS
ZREIE: (010) 88817519 EBFBHA: banquan@fitrp.com
EEE): SISEMESRT XNERER

hEEITEEM B W
YIS . 250950001



F
FEHp

ME TR (P LHWRE) FHERIARRESICgE. RITEN “RIRA", ks
DERIAERAGHIME. FEFZEERS, PRAERONERURTRAF B, i
A BURHERIE—IR T ARG, FrEA, FRIXEFHER “RIFA” RSB E0HE.
FRAR (F AR Hy St SR S R R R MR M ) (5L T e ) Mk (R ik
Wi RTCREMR], XHTEERGEEIRI SETESSt, SHTIHA RS T AR A
Ao BE—AHTH T IELE 300 ZAERIEGI L T VEREERUS, JFAI T 95 aseE . PR R
SISO H SRR, TRV IR EAE 21 TR — BRI R 2 R T B
DERO—E R, M52, X—FR (PERULE) BOEMTIL S, ExEns
FPS FEN RS AR — IR, SR REDS

v 1623 5FRR)) FAS LY i)

S5 L HVEIA] ( the Royal Shakespeare Company ) #H 1 (5L 44 ) ( William
Shakespeare: Complete Works, VAT RIFRESAR (P LHWRH) 5 ( B5KIR)) SAHEE S, 2
HUHTHHSL T 1628 AR5 — WA L LUV SR AU, A I 37 9 e T 4 S S iy
BBt . FERLOHTSEE B R, X MRS AT, FART—s L e
anSRE i R BAEAEME AR, IA, EFM (LTS %) A —3t A
MRS s R SR M AR TH AT SR BRI EMN. ik, BB
RHCEAEARTS - NP S AR SRR LD E 7 et b B — et T A 2 At P R AT I
T 25M (P LHTRE) RN - WEF (Jonathan Bate ) SEAEFEFHS S5 HX it
AHHGEW, PoX B SR A A — TR, DA o R B 1 1623 4ERARAS
WA 5T HAAR A AR A X B

DA S 2B AV (9 2F Sk B 54 1) 18 2280 B 1 ARIR R 52 J8 T B35 - % (Nicholas
Rowe ), & [EREIGHSERR RS — A B A R TR —UTFA, HR T8 —x



O &

A, (EAEEIMAEP AR SORPF SRR, FET —DEIAR (B3R ), HaEXA
RAREF LA, (B L ERRAR B S22 2 oS uE i, AR TR (e )
SCA, FREE ARG AR, AR TIZRIEARSE M MmE H . T S & 44
AR5t AR

R il R, B RIPRE R R (1 2 95 4 He N R AR 58 2 i 05 &, 9 A il A
(Alexander Pope ) BIHETI{E A TiE “HURBRICHE" ( pick-and-mix ), 2 PYFFASHIN HFA
ISR —K, 2 5EH DO A B 5t N RSO e g0l T B TR N R st
HOWERRARSTUI A 2 T ore, 200 AR4E, TEICAJFSE.

DURRSEERFRIHRS] 1986 4 (P25 ) FFHaa BSOS T Ak B, R
N (BT3RS ) (Z/RE) FIARFESCARREAMSMr{E. (BMERTEH, AEBRAEL AN
SCABHEAR B = Ge—R0HEN], BN EER TRFARR CERISTE) BISC, (B bRl EH
VUFFA, HIETIRAAIREE R HETH— DIt N RRAE A B AT« B i AR
U, BRMERATE CBORSRNIEE" B2 ABORIMTREEIRE, MMGrEmE, NP4, 300 247
Fk, BFE, B ABU

TR AEE— SR, ARSI R 25 A (R A ORI SO A RS e, ABRASE
— WA TR R P R B AR, (B2 T EREE, XAAREIR 300 4R AAAE
M T AR, BN T R G ENR . R EPE SRR R BREE HR, 1632 4,
1663 A7 1685 AFHX =NEEIN FFARPIRAZ 2[RI B 4b, (BRH SR BREHAS 2
o RS FR RN TR A A 8, RN GOk BN AR SRS RRIES.
AIESL, AR EH A GRS NEMN, ERRFE NP HEEREENS R
Yo M T, PIFA, KHRE “EA" WFANSZEEEZHHR.

SRR T D% ( Eric Rasmussen ) JeE3LEERRFIM (LT LE) RIT
BALE R CREHAE N AR E A5 . BSEBURE, B RE A
BIASKE Ho 498, A— g, MTRRRZAESE I A AME T &, (H27E
BRBBIRISC, WHAREEHR AT RS EEM . bR L, 2R B 51
HR (CHGZERISER ) B, ALATHIEPIF AR T IE . Haifil, AR eI, i
TTHREREBIEITAZ S, BEAh, XA TFAESRORFR SR SAE A R It 7R e BA 4R
M, BIIBES . FRARSEIMDBIARAL, DUERE L SR A AL 9s T T,



TS 2, ARG T W2 M E DAE A" WA U, [RS8
— X ASEAGEAT ITIET R AR B . BOE . R TEERE, TURRSEARIRI SRR
NI NI S MATEDRRAE S, T 1628 £RE5—XMHF A L WA SRR AL, FFLLZ A
Joib - R SRR SR AR, TIEARRAS, GBS S A A%, WEB R 2%
Ao IXTCREMUEL T HESE 300 Z ARG amR N, ey 1 IS R T /Rl vy £ HO AR
ARG TAEIT AR I T — R #HoRt.

i U TR IRMAAS 1 IRRIR S F A JE ZAR A A1

SCFRIA R ERIE, R AR 2B NS 2T AR, R B ZE AR
FRANE R FAETIY LR SCARIA S 0 U N ST AR R XA . 44K,
P IR E R R AR B SCARM A A A Z R AR E SR, B, —FXH
AR W R R MRS . BITTAARRIL, P ERAEBRRIER 2R, B2
— AN G T8 A R AR AR T R IR R AR AR — R EE R e — MR AR R
fo, HREORI PRI TR CCR S HSCEOR . TERBERISC, BRI ARN eH
ZEIBE LIRAEERTTE . A, REFE. RaOIER, HA (LR SENEEHZKEH
JIVER ) BA S EEHRAZ MG MRIE)) . [E0 RS, "W IENE
ORI AR A T HEZRI OB, A T RS REARZI SO ™ AR, AT “He
AR 2 AT HRASCEER” DEAELZHRTRGFMNERE. MiExL
R AR R T HERTR S AR FRHURR I XA IRt — R 2R, RATE
EAM G TS RMEEEEMRTEMR. “ T HRISCEER" WA LA BT
BEFM, ENEARMZEER TR AR R MR . A ABZH TR, i
PLA CAER IS A S 2 AR RN AR 5 . WA T R, il (A ARG
BT, TRRIEN AR IARIER, A SEFAANLAETEZERAETE?
Lkt A, TEHHTOMWENTRE, 1SS —REE A EsR LR 2R 8E . K
i, RIfER. WG, SEBAHG SR, WABISERERMET . MIIEHEHZAT R
HESRIVERRR MY &, RSP LN G . JRE ERR BT AR AT
18, T 1623 4F R — X FF AR BRI AP P X R A, XM 800 ZAEREN N5
FREESEE ARSI T .



XD w

I A ) DRI &%

ST HP LA O, 25K (PLERE) WOERE T ER_ERK
i BRI TR SR TR T . TERRIN. BRI — ISR AR — O
HBERI R HEs RIS L L 5, RUle, AR5 AR HOX AL A S TR
W, MITRBUES TS+ AR BN . TR EESE (et ) S5 Pif: R
FMEE T, POTFASATAE ECBBEETS L A SRR, RIS — XS T A T A P el i 22
AAETS L LR 8 H Y SEBRIETE " AR RS R DURRSEAE A, 1R ST A Y
FRAFFAKEDN, TXIFATFARE A, FrCVEEL RS, XFFATT Rt R (R A7 IR T HHRIA
fpE, MAREASE TRIFR. BB TEAMEAFR, 2RV LRI ZEETF
AR H S — WP A A M FECRERORSBU T, A 0B0A Y 1623 SRRt T AIE SR T
300 £ 4 HRSCEE PRI A By, ATAE 21 20090 2 I M DARR T8 e A P B oy 7 [ HE A
THRIBEER. N—ERABEE, XUFRRED LI R — el &t
AT RIBEEI , AU ER 3 S T S R SRS MR & X2 L
HIR TR R T B — R, (B, REDRL—ADS NIREHITTS, KA ETTaEE 875
WA T — R TR B LURI A it g, X —fegih, S ER. MR RKAFER
£, RNRAEEAENEEHER, MK, WRBIRRIA EHE A RGZHERR S w5 2R AL
TERHRE . SCA SRR (ERTT LU F T AT () RUATEAE S ) 23 ] B R ACHE SO R LA T 4%
W AR SRR, MRS HETR, NTER SRS HSCER A RE R 5T
O S S i S ThRk. Beiidist, R R ARAR B BARIA AT, Hzhh

HEE

VU, RESLUERT, TEIRE™

AT, SHEPEEETE, PLTRARRERE— RS, B
TSR P X e [ A B ST A T AR SESE AR AR IR . MRIRAE A, B
SR I S AR B AR . PRI, 3 S A R R T A R B, (R
A i PRSI ) ATEREER, WORMEEER, MRS R R A (R
AAHIEAL, B BT TR SO A el SO 73 R PR ER AR, XA AT
G, (ERIERMIAG R, R A, A-aimm eyt e % KR



s &7 5

TheE, (ERtuan ARG AEfTR MK, EHETE L, BIURART M EIESE, B8 —x
FEAHHAT A DU AR AE— S A B At 7 A BT L TR HE T ) ( LU TAR T D)
A RFEAHCAL, FINIRR R R B, ST CRTIFERR ) b ESe i AR AR 2, 3
RERROCAS , HRESEMICRT, (25 S FERRR, DURLHZE&&BRR 5%,

LA (MR ) — RIS — RSB —17 0. PIARIARAHKPRIENA ., TS
Wig. SISCFEREBMEY, %516 77 6 WAGRIR, ZRAAR. ZREAMZTRE. B
WA B, FRART T IR IR 55 AR AR HVH L, (TR ) HoA TR 80
%, (RN AR 98 5. (25M)  (FIHEMD) MEREL 1 18 4. MREE 7 HAL R
FRERE, B SR, Bk, (25000 EREEF— A, EREERHEEZT G
MERR o X TEE R, ER T E R R, (25U EREEaET, RIS L@
Hodoy, JLP#4 7M. ML, CRTmeh ) MImshs 7 —2enT ge A BRI T . ik
2550450 AE i

R (WK ) R —A % 2017 (BN 129, T ) AHEBEMAL, RIXS
touching Fl by Il 7R ( BAAFEWERESL, FHEHAEARZEERANZ, THE): Touching
concerning; of by, {Ef (FIREAT) HIRFXPIAMAMEATER. —Biks, B HEMEIHE
#, BAKEE touching AJ{E concerning fi# . of AI{E by fif, WHFZHEER BARNE
KP4, (RN T EIERE RN, WAL, BT DI WX B AL RS [ e e
fRIECCIE R RS . AN BRI L30: 1 entreated him along #] ' along [, (250 ) :
along to come along. TEFH A TAER SN to come, 35 H AR HEE—H TR (hTmE
Y AhivE, SAETHHR, F0EEE R L31 HPi watch —i8 , CHTRERR ) Ahnifg, (2%
f ) WIEH: watch remain awake during/keep guard through., JX—7ERHE U] watch JE—f#
M WE, W, BEAE CMOFERT 2, M (REKR) MERREERIR, JCHEYRE
PIEE TS N SR R A2 RN, X ERTREE, FURRSIH (250 ) 5 36
Z 43 fTHPHITERE, MO, LAVEHLAEL .

L36: assail attack. IR ) X assail —JAARMNTE, MELFEHETF, WIFATLIEAH,
BRX WA [R] S AELRAS A [ B T S AR 24, [ROA assail HE attack SEA:fE—LY,

L41: last night of all this very night past. H of all iIXFHEC, BACEEE—HHAR 4 FH4.
CRTIERR ) XTIANNE, BH8AZ.



NO &

L42: yond yonder, that, HA ] yond FI¥@iIH. CATRERR Y AN, A2,

L43: tillume to illuminate, FFRE G MHEMERITHHE. CGRIBER) AN, 1%,

143: his. Mid] ( 250 ) Ak, (AR ) ¥: his its (the commonest form of the
neuter possessive singular in Shakespeare’s day). It/ (IR ) 125 IERIET (£ NR) 4.

BRIERE, (2FM) M CRIMAR ) #0007 R, (R mERA XA, #linE—
AN IR AR R -

L33: approve corroborate the reliability of, {V[i¥ffz) {EiALF: approve corroborate,
(EFNHR) L the reliability of 2 J&, ##ifi L He may approve our eyes, Wf%: He may
corroborate the reliability of our eyes, e EAAREEMGAT], AR (PRI 424 )
¥£77: approve our eyes confirm or corroborate what we saw tL{TT (FRIERR ), (E{AR (&
Z) M

L42: pole pole star (i.e. North Star)., {JTI) FEMATE: pole pole star. { £5ZHT) fin
7T (i.e. North Star), BTz, H5EH,

WA T2 75T, (RURERR ) HRTERT, £277RM, HRAA RS, El bid
REHLAT e R4k BB & . ( 25 ) EER TR TRk, 680K FJokE Rt
T (T ERR ). AT B AR EZEE R, (250 NP I 23R AR SO,
FEREARY, HEREEE B AR RERST 2, ST R AU S T R R, BTRAX
FEME S MY TR AT, RMEAHS, AAREAS ) R R R AR

Ty Ry OR R I3 Hh IR L ERERR A

B MEARBEAE -SRI, TTRARERIFE R SOUEREE. XTI 2RI S,
DRI S RERAZR . PRIt R AR F s — MR R R Bl

PR SO R SR 2 SR I 2 vl B Tl A HEE RSO R S, O T 545 RS
FRPAI BT

PRI E . EHE 400 FiTCEATE, BRI ZARES, XAl
AR T I (AR EROERMUTCERE S, WIEKEE A, WU RS, XA S T
25 W] PR e o

PEAEZD LR ELEHEN L, ARSI L IGFEA SR D E N E BT



B, FRARA L R T RSO B B S B I 30 4F3K, WEE AR
AL RRISNESES], SRR S A, 14 2 feh [ e AT IR U 8%
. T B S B RAE S R ETS LHT, X— UGB RZ S8 o Wi, TRAE
SR A (FTEARISA-HE ) ( The Arden Shakespeare ) Hi—ICEE R IEAIA : “chE E2E
R — A SR BT GRS, X — IS S AN %5 R E IR R . A
TABEIERNES, FlRe R TR A EE BRSO T 70 o H R R R
AR AN TR TR G . P AR L SR B R b B
b ST, ARERCES, HATEZIAE] 1300 £ FILTESIATRIER, SR
BB, [BOERBMMABEI e, S M, REIMEREE SHIFH)
BB [HEAI S 50 (P52 ) (RSB /AT 2007 FEHR ) IERXE “HoaHH i
R HoftE.

HMiEZ, S5 (PLaes) Ei W Erg i EN T reEs ki 800 2445k
M, Rttt BIREAE, ENSERMIERESSR, Mbibix. HULMI, aekhiE
St HIERRE, SHRERZK. MPRMTAS, FYMER. PEEEEET
YA REGHER AR, —REFR (L% ) KafFE, RImDREmSET e, L
Kz g, SEBAONFF, MAET], SHEERE TR, WSS, HaabER B,

BN



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 betwixi 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 ‘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. 4
Midsummer 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

111, Timon, Macbeth, Prospero, Henry V).



Shakespeare’s art of mingling comedy, history and tragedy reached its peak in the two parts of
King Henry the Fourth. As history, the plays paint a panorama of England, embracing a wider
social range than any previous historical drama as the action moves from court to tavern, council
chamber to battlefield, city to country, Archbishop and Lord Chief Justice to whore and thief. As
comedy, they tell the story of a prodigal son’s journey from youth to maturity and an old rogue’s
art of surviving by means of jokes, tall tales and the art of being not only witty in himself but
‘the cause that wit is in other men’. As tragedy, they reveal the slow decline of a king who cannot
escape his past, the precipitate demise of an impetuous young warrior who embodies both the
glory and the futility of military heroism, and the heart-breaking dismissal of a substitute father
who has loved a prince with a warmth of which his true father is incapable.

Richard 1I had followed the tragic pattern of a mismatch between the character of a man of
high estate and the demands of his position as a ruler. It juxtaposed the fall of King Richard to
the rise of Henry Bullingbrook, comparing them to a pair of buckets on a pulley, one descending
into a well as the other ascends. Once Bullingbrook has become King Henry IV, the pattern is
reasserted and reversed in the next generation. Henry sees his son seeming to become another
Richard, a time-waster surrounding himself with unsuitable companions and allowing the country
to run to seed. He sees himself — a soldier, a man of decision and action — not in his son, but in
Hotspur, child of the Percy family who had helped him to displace Richard from the throne.

Historically, Henry Percy, known as Hotspur, was over twenty years older than Prince Henry
(usually called Harry and, by Falstaff alone, Hal), the future King Henry V, victor of Agincourt.
With his habitual dramatic licence, Shakespeare altered history and made them rival youths of the
same generation. Henry IV’s nightmare of history repeating itself is that Hotspur will play his own
role to his son’s Richard. He wishes that ‘some night-tripping fairy’ had exchanged the two Harries

in their cradles ‘And called mine Percy, his {i.e. Northumberland’s] Plantagenet.” But this time it



\3) THE TWO PARTS OF HENRY THE FOURTH + INTRODUCTION

is the rebel who falls and the true heir who succeeds. Henry the Fourth, a double-header of a play,
is full of doubles. There are paired fathers and sons: the king and the prince, Northumberland
and Hotspur. There are surrogate fathers to the young hero: Sir John Falstaff and the Lord
Chief Justice. There are brothers in blood (Prince Harry and Prince John, Northumberland and
Worcester, Hotspur and his brother-in-law Mortimer, the aged kinsmen Shallow and Silence) and
brothers in jest (Hal’s ‘sworn brethren’ among the tavern crowd, Ned Poins chief among them).

One of the questions that fascinates Shakespeare in these plays concerns the appropriate
education for a future king. The Tudor view was that the ideal king should combine the qualities
of soldier, scholar and courtier. Fencing, jousting and hunting offered training in the chivalric
arts of the medieval aristocracy, but a learned humanist tutor was also required to drill the prince
in languages, literature, history, ethics, law and theology. And at the same time it was necessary to
master the elaborate codes of behaviour, the conventions of propriety and deference, upon which
courtship depended.

Hotspur is the embodiment of an old-style chivalric warrior. He would rather be astride
his horse than engaging in courtly parley with his wife. He lives by the code of honour and is
deliciously scornful of the courtly manners embodied by the trimly dressed, clean-shaven lord
who comes with ‘pouncet-box” in hand to demand Hotspur’s prisoners: the clash of styles between
battlefield and court is enough to turn him into a rebel. Hotspur has boundless courage and
energy, but his desire “To pluck bright honour from the pale-faced moon’ is susceptible to parody:
his own wife teases him and Prince Hal mocks him as ‘the Hotspur of the north, he that kills me
some six or seven dozen of Scots at a breakfast, washes his hands, and says to his wife “Fie upon
this quiet life! I want work.” * His impulsiveness means that he cannot calculate, he is never the
politician. ‘A plague upon it, / I have forgot the map!" he says during a council of war. A more politic
tactician would be most unlikely to have forgotten it — and would never admit as much if he had.

As Hotspur embodies the old chivalric code, his fellow-warrior the Welshman Glendower
stands for an equally antiquated mode of being: magical thinking. He boasts of portents at his
birth — fiery shapes in the air and goats running from the mountain — but this kind of talk is

ridiculed. When he claims that he ‘can call spirits from the vasty deep’, Hotspur wryly asks ‘But



