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PREFACE

As is readily apparent to any reader of Shakespeare's
folio or quarto plays, stage directions are minimal and, at
times, almost entirely absent. Quite wisely, therefore,
modern editors of Shakespeare have added stage directions to
assist readers to an understanding of the stage action. It
is not the purpose of this author to comment further upon
these editorial additions; many scholars have already widely
discussed and deliberated the accuracies, and inaccuracies,
of these later emendations to Shakespeare's own directions.
It is, rather, the intent of this author to pursue a study
of the stage directions written in Shakespeare's First Folio
(1623). Because there are so few stage directions printed,
the matter of interpretation and definition of stage action
in these plays has become a matter of scholastic concern.
Naturally, the study of staging involves more than simply a
direct textual study of the stage directions. One must also
consider Shakespeare's life and its influence on his plays,

the nature of his acting companies and actors, the physical
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and psychological composition of Elizabethan audiences, and
“the structure of the theatres--especially the Globe Theatre,
where most of the plays were enacted.

It is important to consider these aspects of
Shakespeare in order for the modern reader more nearly to
comprehend the historical background of the plays. A study
of the staging of Shakespeare's plays requires a thorough
knowledge of the influences affecting the production. For
this reason, the present author initiates this study with an
"Introduction to Shakespeare's First Folio," which summarizes
the major aspects of Shakespearean background directly related
to the problems of staging the plays in the Renaissance. It
is hoped that this bfief summary will help to establish, for
the modern reader, something of the Elizabethan "set of mind"
which contributed to the ways and methods of Shakespearean
theatres and staging.

Although many scholars have pursued the problem of
staging, their conclusions have been varied. It is the con-
tention of this author that part of the reason for the lack
of agreement has been a failure of most scholars to catalogue
the stage directions in an orderly manner and, thereby, survey

them through the process of categorical analysis. With this



purpose, then, the present author has carefully catalogued
all printed stagé directions of Shakespeare's First Folio.
These directions have then been assembled into three cate-
gories: entrances, exits (or exeunts) and descriptive
directions other than entrance or exit (description of char-
acter, stage properties, music, and so forth). Each type of
direction next has bgen analyzed and studied in each play in
which it occurs. Directions implicit within the dialogue of
the plays, of course, significantly contribute to the under-
standing of the staging suggested by the printed directions.
Not surprisingly, this close analysis of each category of
stage directions has revealed that Shakespeare wrote his
stage directions so that a consistency in the staging of the
plays occurred. Throughout his plays, Shakespeare persis-
tently used specific stage directions to signal a certain
type of stage action. This mode of staging has become obscure
and indefinite to modern readers of the plays, however,
because readers have failed to recognize the actual signifi-
cance of the directions which Shakespeare does employ.
Although Sir Walter W. Greg and Sir E. K. Chambers have
catalogued the stage directions and studied them by individ-

ual type, scholars have yet been unable to recognize much of
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the actual regularity of action which Shakespeare denoted in
each type of stage directions; for each type of direction
seems to key not only the stated action, but also other
actions which were assumed to accompany those éctions which
were expressed. A stated direction denoted not only that
specific action but also a "stereotype" set of actions as
well. To Shakespeare and his Elizabethan actors, these
abbreviated directions' were simply an accepted and under-
stood means of economy in printing. To modern readers, they
have become a source of confusion in interpretation; the
blame for this confusion is usually charged to Shakespeare's
"gross omissions" of stage business. As is demonstrated in

this paper, however, the "omissions" are merely condensations

which have, in the course of time, become obscured and lost
but which are, indeed, the keys to reopehing the déor of
understanding Shakespeare's stage imagery.

For helpful suggestions relevant to this study, the
present author would like to express appreciation to the
faculty of the Graduate School of English at the Kansas
State Teachers College. To Dr. Charles Walton, the author
expresses gratitude for the initial inspiration for this

study. She is also grateful to Dr. Walton for his
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scholarly suggestions for emendations. The author thanks
Dr. James Hoy for his advice regarding the format of
appendices to this study and as the second reader of the
thesis.

As scholars are able to share and exchange ideas and
experiences in learning, they will progress to a more complete
pursuit of knowledge. With the intent of presenting a new
understanding of Shakespeare's staging, this author submits

this thesis.

s [
November 8, 1972 Joan E. VanSickle
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INTRODUCTION

The First Folio of Shakespeare was printed in 1623,

seven years after Shakespeare's death. The thirty-six plays
therein were probably collected and published‘in honor of
William Shakespeare by his friends. Compiled from various
guartos, prompt copies, and foul papers, the Folio is at
least an attempt to preserve the works of the Elizabethan
playwright. Naturally, one must assume that, at the time of
their publication in the First Folio, many of the plays had
suffered emendations by printers, compositors, prompters,
actors, scribes. The nature and extent of these emendations
are still a matter of scholastic investigation. Similarly,
modern scholars are still surveying the problems of Shakespeare'
life and its influence on his plays, the nature of his acting
companies and actors, the physical and psychological composi-
tion of Elizabethan audiences, and of course, the perpetual
enigma of the construction of the playhouses. As is readily
apparent, each of these above-mentioned considerations is of

primary concern to the modern scholar intent upon the pursuit



of a more enlightened comprehension of the nature of
Shakespeare's drama. Shakespeare had to write his plays to
be molded around the abilities of the actors in his acting
company; he had to manipulate dramatic dialogue and action
so that it would appeal to his Elizabethan audience; he had
to anticipate audience response to actors on the stage and
the degree of interaction with them. It is for this reason
that the present author provides this introductory background
material to promote the reader's awareness of some of the
difficulties arising from a study of stage directions of the
Folio plays.

Because Shakespeare wrote many of his plays for specific
events and for designated actors, these were a direct influence
on the staging of the plays. Since Shakespeare knew most of
the actors in his acting company, he wrote parts to fit their
acting abilities. Few written stage directions were necessary
because Shakespeare himself could be present to explain his
staging intentions. Primitive printing methods of the
Renaissance created significant errors and misreadings of the
plays. Modern readers deserve to be alerted to some of the
consequences and effects of these printing problems because

of their importance to staging, for that which is deleted



from print is often just as valuable as that which is
included. The present author recognizeé that each of these
above-mentioned problems is an extensive topic of study in
itself; but this author also delegates mention of these
problems as part of the process of discovering the staging
of Shakespeare's plays. Because much detailed knowledge of
the Renaissance stage has been unavailable to modern readers,
it is neceésary to reconstruct, as much as possible, a
simulation of the Renaissance "set of mind." For example,
it is generally known that printing methods of the seven-
teenth century were quite elementary, and, therefore, many
errors in printing occurred. These errors wére accepted by
Elizabethans, because they knew no better way. Printing
errors, however, frequently altered manuscripts so that
significant lines and meanings were deleted or changed. An
understanding of the manner of Elizabethan printing methods
assists the reader in recognizing some of the problems

confronted by the scholar of Shakespearean staging.

A

Printing and Editorial Considerations

In regard to the printing of Shakespeare's plays,

printers' errors were dgenerally cheerfully accepted by
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Elizabethans unless they altered the meaning of plays. Plays
were considered unimportant matter, and, therefore, much
carelessness was tolerated in their reproduction. Innumer-
able errors were possible because of unsophisticated printing
presses and methods of printing, lack of standardization of
spelling, misreading of manuscripts, and so forth. In spite
of the methods, the plays were preserved.

The assimilation and printing of the First Folio was
set by formes; that is, the First Folio was not printed by
successive pages, but by quires, three once-folded sheets of

paper, one inside another:

I. II. IIT.

11 9
12 10

The pages were printed from the inside to the outside (i.e.,
II, II, then I last). In this manner, pages 6 and 7 might

have been set, then 5 and 8, then 4 and 9, and so on until

1Reprinted from Charlton Hinman (ed.), The Norton
Facsimile of The First Folio of Shakespeare, p. xXvi.
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1 and 12 had been set.2 The implication which Hinman deduces
from the forme setting process is that "casting off" of copy
must have been required. »Since pPages were not printed
successively, then the compositor was left merely to calcu-
lations to judge the amount of copy required for each page.
Naturally compositors made errors. Often they overestimated
the amount of copy for a page and, therefore, in order to
print, they had to "cast off" copy.3 Neither were composi-
tors always scholarly in the choices of unnecessary copy.
Because of casting off, many Folio errors are caused from
lack of accuracy and precision of compositors rather than
errors because of bad quartos. Hinman cites an example of

omission by casting off in the Folio version of Antony and

Cleopatra V.ii.3238-3242.% Two successive speeches by

2Charlton Hinman, "Cast—Off'Copy for the First Folio
of Shakespeare," $Q, VI (1955), 261.

3Loc. cit.

4711 references to Shakespeare's First Folio of 1623
are taken from Charlton Hinman (ed.), The Norton Facsimile
of The First Folio of Shakespeare. Because lines of Folio
plays are numbered consecutively throughout each play, not
scene by scene, references are designated by play, act,
scene, and Folio line number, when appropriate. For more
general citations, only play, act, and scene are designated.
The abbreviations used for plays are those officially sanc-
tioned by Shakespeare Quarterly.
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Proculeius (Pro.) suggest that something was meant to divide
the speeches but was omitted. An important bit of stage
business, Cleopatra's capture, is missing. Also, the page
is the first in its quire and is crowded, with no white
lines separating printed lines. The first page in a quire
is most likely to have been a victim of errors of printing
‘miscalculations. Therefore, Hinman believes directions
indicating Cleopatra's seizure were omitted by the printing
error of inexact casting—off.5

For a book to be printed, threersteps were necessary
to "copyright" the book.6 To register a book, an author had
to obtain licence, approval of ecclesiastical or official
authorities; warrant, permission of the Warden; and entry_in
the Hall Book, the record of the "hands" under which the

7

licence and warrant were issued. The printer-publisher of

Shakespeare's First Folio is believed to have been Jaggard,

SIbid., pP. Xvii.

6Copyrighting, in the sense of an author's rights to
his work, was unknown until after 1700.

7Walter W. Greg, The Shakespeare First Folio, p. 29.
(For further explanation of registration of books, consult
this book by Greg.)
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for he had previously published handbills and other materials

8

of the plays. Evidently, Shakespeare's actors recognized

the dramatic value of the plays and took the initiative to

have them published in folio form as a monument to

Shakespeare. Eighteen plays, published in the First Folio,

do not exist in any previous quarto.9

The margin for errors in the First Folio is tremendous.

Many of the plays travelled from author's hand to bookkeeper

10

to transcriber to prompter to compositor. (Of the two com-

positors, designated as "A" and "B," of the Folio, compositor

A was more careful and attentive to quartos than B.ll) In

each instance of changing hands, there was possibility for
several (or many) emendations, omissions, additions, and

errors.

8
Ibid., p. 10.
9

Plays first published in the Folio of 1623 (in Folio
order) are Tmp., TGV, MM, Err., AYL, Shr., AWW, TN, WT, Jn.,
lw6, H8, Cor., Tim., JC, Mac., Ant., Cym. This list is com-
piled from Hinman's Introduction to the Norton Facsimile of
the First Folio of Shakespeare, pp. Xiv - xv.

1

Oalice Walker, Textual Problems of the First Folio,

p. 6.



Most plays of the Folio were assembled from "foul
papers” or from "prompt-books." "Foul papers" were an
author's manuscript (or rough draft) of a play as he wished
it to stand, but it was not so tidy that it could be used as
a prompt book. Characteristic of foul papers are

(1) 1loose ends and false starts and unre-
solved confusions in the text, which
sometimes reveal themselves as dupli-
cations in print,

(2) inconsistency in the designations of
characters in directions and prefixes
alike,

(3) occasionally the substitution of the
name of an actor, when the part is
written with a particular performer
in view, and

(4) the appearance of indefinite and per-
missive stage directions, and
occasionally of explanatory glosses
on the text.

The "prompt-book" is the "cleaned-up" copy of a play from
the last draft; it is the official "book" of the play used
to direct performances. There is no evidence that
Shakespeare provided clean copies or prompt-books; these
were normally prepared by a scribe. Characteristic of

prompt-books are

12Greg, op. cit., p. 142,



(1) the appearance of actors' names
duplicating those of (usually
minor) characters,

(2) possibly the general appearance of
directions a few lines too early,
and '

(3) warnings for actors or properties
to be in readiness.

Therefore, because prompt-books often contain omissions and
are once removed from the author, they are considered less
authoritative than foul papers.

The haphazardous state of the Folio copy of Timon of

Athens is probably due to its having been printed from an

14 In this case, the

unfinished, or rough draft, foul paper.
unsatisfactory state of the text is due to errors of com-

position rather than from errors of other sources, such as a

"bad text," generally considered to be memorial reconstruc-

tion by actors, or perhaps the "shorthand theory." The
"shorthand theory," now much abandoned, contends that unscru-

pulous booksellers sent shorthand writers to theatres to take

down notes of as much of plays as they could. Greg discredits

13

Loc. cit.

Myalter w. Greg, The Editorial Problem in

Shakespeare, p. viii.
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this theory altogether.15 Pirated plays of this sort, if
indeed it were possible to take shorthand in this manner,
would contain many inaccuracies. The theory is interesting,
however, and has produced much speculation.

Plays were printed from a combined number of sources
when entire copies were absent. 1In his article, Musgrove

analytically studies Measure for Measure and concludes that

various scenes from the play were written from a composite
of sources originally unrelated. He finds vast evidences of

"patchwork" in the opening scenes, II.i. and III.i.16

An
example of the history of a play from authorial hand to
Folio publication is presented by Adams in his study of

Titus Andronicus. Adams bases his assumptions about

Shakespeare's revisions upon Greg in The Shakespeare First

Folio, pp. 203-209, specifically:

(1) that the newly revised prompt-book of
1594 may have contained a leaf that
was not among Shakespeare's foul papers
when these were supplied as copy for Q1,

15Greg, The Shakespeare First Folio, p. 72.

165. Musgrove, "Some Composite Scenes in Measure for

Measure, " SQ, XV (1964), 67-74.
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(2) that between 1600 and 1611 this prompt-
book was replaced--'destruction through
constant use . . . would be likely
enough in the case of a manuscript that
had been through the hands of four
different companies, '

(3) that the substituted prompt-book was an
annotated copy of Q2, and

(4) that the Folio was printed from a copy
0of Q3 corrected by a scribe who mani-
festly had access to the second
prompt-book, and may have had access
to the original.l7

Even if the prompt-book were damaged beyond use, it would
probably be retained, if only because of the licence.
Referring to possible differences in sources, Johnson

quotes Pope and Upton as saying that The Two Gentlemen of

Verona differ in manner and style from any other of

Shakespeare's plays:

It is observable (I know not for what
cause) that the stile of this comedy is
: less figurative, and more natural and
. unaffected than the greater part of this
‘ author's, tho' supposed to be one of the
first he wrote.

1750hn cranford Adams, "Shakespeare's Revisions in
Titus Andronicus," SQ, XV (1964), 177.

18arthur Sherbo (ed.), The Yale Edition of the Works
of Samuel Johnson: Johnson on Shakespeare. VII, 1l6l.
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Critics today generally concur that Shakespeare only assisted

in the writing of three plays: Henry VIII, Pericles, The Two

Noble Kinsmen. Only H8 was admitted to the Folio, probably

for the purpose of "rounding out" the history plays. §§ is
the only one of the plays in which the Welsh language is
employed; it also has a more elaborate and specific attention
to stage directions.19 Therefore, it is believed to have
been written in collaboration with another author, perhaps
Fletcher. The other thirty-five plays of the Folio are
assumed to have been written entirely by Shakespeare,
unaided.

Only six quartos used by William Jaggard in his
First Folio are considered corrupt.‘ These were the two
"Contention” plays known as 2 & 3 Henry VI (1594 and 1595),

Romeo and Juliet (1597), Henry V (1600), The Merry Wives of

19Another example of variant diction in the Folio is
Othello's language. Philip A. Smith, "Othello's Diction,"
SQ, IX (1958), 428-430, observes that Othello's speech is
deliberately made to sound foreign, for it lacks the idioms
and colloquialisms of native speech. Rather, the diction is
careful and precise, lacking the accents of the familiar
language of Iago, Roderigo, or Cassio. Othello's diction is
less flexible.
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Windsor (1602), and Hamlet (1603).20
Another play which should also be included is probably

a debased version of The Taming of the Shrew (1594) which,

not published until long after its first composition, may
represent in its directions such varied conditions of stage

tradition that they are of little value for any one period

21

or stage. Except for several instances which seem to pro-

vide inferior readings within plays, most other copy for the
Folio is considered to be highly respectable and authorita-

tive.

Most stage directions in the Folio are clearly the

22

work of Shakespeare. At times, the bookkeeper modifies or

supplements these directions, but it was not his duty to

23

change them. Shakespeare commonly wrote descriptive stage

notations which were of no real help to a prompter, but

OHinman, The Norton Facsimile of the First Folio of
Shakespeare, p. xii.

21George F. Reynolds, Some Principles of Elizabethan

Staging, p. 4.

22Greg, The Shakespeare First Folio, p. 121.

23Loc. cit.
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which portray a scene as the author himself imagined it.
Possibly, the literary appeal of some directions was not
directed necessarily toward the actor, but toward the reader,

since the play was generally read to the company and approved

before being accepted.24

The more lucid and vivid the read-
ing, the better the chances for its acceptance.
Differentiation between directions written by the

author or inserted by a bookkeeper is not always clear. For
example, the author's directions can usually be identified
by several means: the author frequently offers indefinite
directions (such as "several," "two or three," "Enter all"),
and directions peculiar to the author often merely contem-

25 Bookkeepers'

plate possibilities of action and effect.
directions can usually be identified more easily than the
author's; for the bookkeeper tends to mark entries a few
lines before they are required by the text, and his repeti-

tion of stage directions points to prompt copy notations

while repetition in text points to foul papers.26

24Greg, The Shakespeare First Folio, p. 124.
*>1pia., pp. 135-137.
26

Ibid., p. 138.
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Shakespeare seems to observe a carelessness in attention to
details in directions and dialogue. For example, he may
write, "Enter King and Lords," without clarifying which of
two kings in a play he meant or without naming the three
specific noblemen who accompanied him. Even "Exit" becomes
misleading at times, when actually several characters depart
while others remain.

With reference to R. B. McKerrow's study of editorial

methods for Shakespeare in Prolegomena for the Oxford

Shakespeare, 1939, Bowers makes several observations:

(1) . . . so far as we have information in
no case did a Shakespeare play get into
print in a form he might have intended
if he had been printing the play as
literature.

(2) Plays considered to have been written
in "final form before modification for
acting"” are considered to be those
printed from author's fair copy, and
somewhat close in plays printed from
foul papers.

(3) Plays printed from transcripts of
prompt copy must present something
like the final form Shakespeare
intended a play to take for stage
presentation.

27Fredson Bowers, "McKerrow's Editorial Principles
for Shakespeare Reconsidered," $Q, VI (1955), 316-317. The
three observations made by Bowers are a combination of direct
guotation and condensation by the present author.
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Shakespeare did not write his plays for reading as litera-
ture; he wrote them to be acted on the stage. Because they
exist for the modern reader as literature, problems of

" printing and editorial methods become apparent.

Shakespeare as Playwright

Shakespeare wrote his plays for performance on the

stage. His total aim was to please his audience and thereby

28

make money. But he was also popular. In his own time, he

. . . 2
was just as popular as he has remained ever since. 9

Shakespeare is one of the few classical writers who enjoyed

acceptance and acclaim during his lifetime, rather than

28Since his aim was to sell plays, Shakespeare, of
course, wrote what the audience liked--catchy phrases, witty
puns, bits of irony. Therefore, this present author agrees
with Dean Frye, "Reading Shakespeare Backwards," SQ, XVII
(Winter, 1966), 20, that it is somewhat ridiculous to
analyze (or even try to compare) examples of iterative
imagery. Although these may be evident, they are of sub-
sidiary consideration because, if they exist, it is because
the audience liked the line. If the audience were pleased
with a line, why should not the author use it repeatedly?

29Louis Marder, His Exits and Entrances: The Story
of Shakespeare's Reputation, p. 7.




17
posthumously. He was a writer and an actor who enjoyed
éopular acclaim on stage and off.

Shakespeare, according to Chambers, is to be looked
for in several acting companies during his life as a drama-
tist. He initially was in William Strange's Company, where
his first assignment was the writing, or re-writing, of
I Henry VI in early spring, 1592. At about the same date,
close stylistic similarities of 2 & 3 Henry VI suggest

Shakespeare's authorship. He also rewrote Titus Andronicus

and The Comedy of Errors (or The Jealous Comedy). During

1592-3, he revised The Contention for Pembroke's Company and

completed Richard III. The Taming of the Shrew had also

been written because, in 1593, Sussex's Men took over the

plays of the bankrupt Pembroke. From here, he may have gone

to the Lord Chamberlain's Company.30 Another contention is

that, in 1594, Shakespeare went directly from Strange's to

31

the Chamberlain's. At the death of Queen Elizabeth, the

patronage of the court of King James supported Shakespeare's

30
129-131.

311pid., p. 130.

Sir E. K. Chambers, The Elizabethan Stage, II,




18
Company, and it became known as the King's Men. Shakespeare

wrote for this company until his death in 1616.

Shakespeare's Actors

In a commission authorizing the licence of
Shakespeare's acting company, nine actors are individually
named: "Lawrence Fletcher, William Shakespeare, Richard
Burbage, Augustyn Phillippes, Iohn Heninges, Henrie Condell,

William Sly, Robert Armyn, Richard Cowly.“32 Also, included

in a general reference were "the rest of theire Assosiates."33
Eight of these nine players were also principal actors in the

Lord Chamberlain's Company, and only Thomas Pope is not

included, while Lawrence Fletcher seems to be a new

addition.34
32Chambers, IT, 208.
33Loc. cit.
34

Some other actors listed by Hardin Craig (ed.),
The Complete Works of Shakespeare, p. 56, are Will Kemp,
John Edmans, and Robert Goffe, who appears to have been
a boy actor.
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Lord Chamberlain's Company emerged in 1594, resulting

35

from the plague-stricken mimes. The Company passed under

royal patronage in 1603.°° After its founding in 1594, the

Company evidently travelled at times, for it is found at
Marlborough in September, 1594; but, henceforward, it seems
not to have travelled during the remainder of Elizabeth's
reign.37 From its beginning, Lord Chamberlain's Men enjoyed
the support and patronage of the Queen (and later King James)

38

and played frequently at Court. In 1598, the London Privy

Council restricted the number of acting companies in the

city to two--the Admiral's Men at the Rose Playhouse, and

39

the Lord Chamberlain's Company at the Theatre. A dispute

over the leasing of the Theatre soon resulted in the con-

struction of the Globe, across the Thames.40 At the death

35Chambers, II, 193-194.
36Loc. cit.
37

Loc. cit.

38Chambers, II, op. cit., 194.

391pid., p. 198.

40Ibid., p. 200.
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of Queen Elizabeth, March 24, 1603, the acting company of
Lord Chamberlain's Men passed to the sovereign patronage of
vKing James I.41 Chambers discovered evidence of the change:
"A contemporary panegyrist records the graciousness of James
in taking to him the late Lord Chamberlaines servants, now

the Kings acters."42

Thus, the Lord Chamberlain's Company
became the King's Men and continued under that name through-

out Shakespeare's life.

In Shakespeare's era, no two performances of any one

43

play were ever given consecutively. Rehearsals usually

lasted approximately three weeks, and the plays were written
so that characters fit the capacities of specific players.44
Since much of the plays was written in blank verse, the
actors, of course, were trained in reading blank verse and

had not the difficulty in reading blank verse that modern

actors seem to find. Actors even improvised lines of blank

4l1pia., p. 208.

_ 42Loc. cit. Chambers discovered this statement in a
book by G. Dugdale, Time Triumphant (1604), sig. B.

43

W. J. Lawrence, 0ld Theatre Days and Ways, p. 25.

441p14., p. 54.
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verse, at times, leading some scholars to observe that
Shakespeare was somewhat influenced by techniques of the

Commedia dell' Arte. The Commedia dell' Arte scenarios were

characterized by their acting technique of improvisation in
dialogue.45 Shakespeare gquite possibly imitated the idea of
improvisation in his plays upon the open stage where a con-
stant movement and action were necessary. No author could
ever supply, without cumbersome awkwardness, enough stage
directions to accompany the actors' dialogue. Therefore,
Shakespeare probably relied upon the actors' own ingenuity
for sustaining his movement and dialogue.

Through a careful analysis of the early pre-Globe
plays, Ringler determines that all of these early plays
could have been conveniently produced with a cast of six-
teen.4® Shakespeare's later plays-~-~-all plays written after
the move to the Globe in 1599--can also be cast with sixteen

speaking parts, but some of these require an additional six

45Richard Southern, The Open Stage, p. 85.

46William A. Ringler, Jr., "The Number of Actors in

Shakespeare's Early Plays,"” in The Seventeenth Century Stage,
ed. Gerald Eades Bentley, p. 123.
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Or seven masguers oOr dancers.47

Gradually, Shakespeare's
company increased to thirty-five men and an unknown number
. . . 48
of boys, including musicians and stagekeepers.
Women actresses were unknown on the Elizabethan
stage. Female characters were played by boy actors, because
the psychology of audiences was such that "the boy-actresses

were accepted without question."49

Expressing doubt regard-
ing the convincing talent and acting abilities of boys
playing women's parts, Lee states:

Such a fact seems convincing testimony, not

to the ability of Elizabethan or Jacobean

boys--the nature of boys is a pretty perman-

ent factor in human society--but to the

superior imaginative faculty of adult

Elizabethan or Jacobean playgoers.
Naturally, Lee's statement does not go unchallenged by the

scholastic world, and Professor Baker substantially supports

the argument for the superior acting abilities of youths,

47Ibid., p. 126. 1In Henry VIII, generally considered
to have been written in collaboration, a different method
appears.

48

Ibid., p. 126.

49Michael Jamieson, "Shakespeare's Celibate Stage,"
in The Seventeenth Century Stage, ed. Gerald Eades Bentley,
p. 91.

50Sidney Lee, Shakespeare and the Modern Stage, p. 19.
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when the reader acknowledges "evidence as to their exceeding
skill and realizes how long, thorough, and varied" the train-

ing of a boy actor would be.>1

In addition, the testimony
of the plays themselves should offer support. A few women
in the plays offer complex characterization. A talented boy
actor must have played the part of the faithful Desdemona in
Othello or of the ambitious Lady Macbeth in Macbeth.

Because the theatre was small, the audience could
closely observe the facial expressions and gestures of
actors as they spoke. Emotional expressions were intrinsic
within the text of an actor's part; there was no necessity
for elaborate extraneous setting which would have detracted
from the effectiveness of the dialogue. Shakespeare as a
playwright created mood and atmosphere within the text of
his plays. The overall effect of Elizabethan staging was
much more aural than the aural-visual competition within

twentieth century plays. Construction of Shakespeare's

stage and principles of his acting required and achieved an

51George Pierce Baker, The Development of Shakespeare
as a Dramatist, pp. 56-57.
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uninterrupted flow of action.52 The open outer stage per-

mitted players to move on and off stage freely. Also, since
there was little or no scenery on Shakespeare's stage,
Shakespeare incorporated full descriptions of places and
scenes within the dialogue. Thus, the unfolding of the
drama being acted out on the stage became the entire func-
tion of the plays. Actors did not have to compete with
elaborate staging and scenery to achieve dramatic effect.
The full attention of the audience was directed upon the
actors, and the actors were the integral part of the drama.
With no stage scenery and few properties, actors had
to depend upon their acting as the most important element of
plays on the Elizabethan stage. Through the dramatic effec-
tiveness of their activities, actors primarily supported

themselves and the substance of the play by their own merit.
D

The Physical and Psychological Aspects

of the Elizabethan Audience

When the Elizabethan playgoer went to the theatre, he

52John Cranford Adams, " 'That Virtuous Fabrick',"
SQ, II (1951), 8.
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paid his admission and entered the yard of the theatre. If

- he were poor, he paid a penny for standing-room among the
groundlings in the yard of the theatre; if he were wealthier,
he might be seated in a twopenny gallery:; if he were both
wealthy and privileged, he might take one of the "Lords'
rooms" or the "gentlemen's rooms"” which were probably near
to, or above, the stage.53 The theatres were built so that
the audience surrounded the stage on three sides.

Many scholars make note of the noisy Elizabethan

audiences. Not at all unusual at the theatre was the noise

of nutcracking.54

Members of the audience often made cat-
calls to heckle the players.55 Also common were ear-
splitting toy noisemakers, rattles, bells, horns, and
bugles.56 Although the Elizabethan playgoer was in many
ways uninhibited in his interference with the action of the

stage, for some unknown reason, he seemed not to have the

inclination to raise his voice and join the actors in

53C. Walter Hodges, The Globe Restored, p. 16.

‘54W. J. Lawrence, Those Nut-Cracking Elizabethans,
Pp. 1-8.

55Lawrence, 0ld Theatre Days and Ways, pp. 164-171.

56

Ibid., p. 171.
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singing.57

There seems to have been no audience participa-
tion in the singing on stage until the eighteenth century.

Chapter six of Dekker's The Gull's Hornbook offers

guidelines as to "How a Gallant should behaue himselfe in a

(public] Play-house. "8

His "advice" consists of various
techniques and gestures which effectively heckle the actors
on a stage or disrupt a theatrical performance. To dis-
grace an actor, Dekker suggests playing cards, tearing them
and throwing them on the stage; tossing in a blanket (if the
actor "hath had a flirt at your mistris“sg); giving him the
"bastinado in a tauerne" if in the middle of his play;
affecting disgust with the play and noisily walking out of
the playhouse.60 Dekker also suggests other actions to

annoy the acting company: laughing, whistling, "mewing” at

the passionate speeches, cursing, finding fault with the

37 1pia., p. 198.

A 58Thomas Dekker, "The Gull's Hornbook," in The
Seventeenth Century Stage, ed. Gerald Eades Bentley, p. 5.

59Loc. cit.

601pia., p. 7.
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music.®l A1l heckles would assuredly have guaranteed dis-
c¢omfort for actors presenting a play.
That playhouses were considered by many Elizabethans

to be immoral is evidenced by Prynne, in Histriomastix,

where he calls the six houses "divels chappels.“62 The
public theatre, to gain public acceptance, had to depend
upon the ingenuity of its players in converting enemies.
Hostility several times resulted in the destruction of
galleries and scaffoldings of the theatre.®3 Coghill sug-

gests that the Prologue and Epilogue in Troilus and Cressida

are devices which Shakespeare added to detract an audience

which was expected to be hostile.64

The Epilogue and
Prologue tend to distract the audience from the play and to

start the audience laughing rather than to ridiculing the

play. Although Pandarus has already been dismissed from the

6lipid., p. 9.

62Chambers, The Elizabethan Stage, II, 374.

63Muriel C. Bradbrook, "The Status Seekers: Society

and the Common Player in the Reign of Elizabeth I," in The
Seventeenth Century Stage, ed. Bentley, p. 55.

64Nevill Coghill, Shakespeare's Professional Skills,
pp. 92-93.
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play, he surreptitiously reappears to pronounce the epilogue--
which, in the Folio, is a reproduction of the final speech
that he delivers earlier. The Prologue, too, is probably a
late addendum to the play, for it balances and resembles the
Epilogue. The Prologue protects Troilus's first appearance,
and the Epilogue protects his final exit. This play has the
only Prologue and Epilogue of this nature in all of the Folio
" plays. Under circumstances like these, the players were, of
course, eager to avoid hostile audiences. Under the pro-
tective sponsorship of a lord or monarch, they set about
masquerading as gentlemen of society so as to better estab-
lish themselves in London as providing a commodity desired
by the public.65

Because of all the noise and disturbance of the
audience, however, and before the days of public address
systems, the actors lost many words on the audience.66
Although this factor discouraged neither the actors nor the

spectators, it did mean that much of the effect of a play

had to be delivered through visual and aural effect. Thus,

65Bentley, op. cit,, p. 55.

66Alice Venezky, Pageantry on the Shakespearean
Stage, p. 63.
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common to the stage was elaborate’costuming, parades, pro-
cessions, battles, and duels. Various vivid sound effects,
flourishes, songs, and dancing announced and punctuated the
stage proceedings. They advanced the action of the plot as
well as provided spectacle for its own sake.

Shakespeare's audiences were accustomed to visualiz-
ing the staging. Place, scenery, setting all are insignifi-
cant in Shakespeare's plays. The Elizabethan audience,
according to Thomas Raysor, expected drama to be an "imagina-
tive illusion of reality."67 Audiences did not expect plays
to attempt a reproduction of fact; rather, they considered
the mind to be the stage, and the mind can interpret dra-
matic action without having specific scenes and change of
stage setting. Just as a reader does not need pictures to
understand a book, an audience needs no recognized scenes to
understand stage action. If the stage indicates no specific
place as its setting, except when necessary to the dramatic
action, then the audience will require none, since, to the

spectator's mind, nothing exists which is not seen. As a

67Thomas M. Raysor, "The Aesthetic Significance of
Shakespeare's Handling of Time," SP, XXXII (Janumary, 1935),
202,
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unifying element, the stage functions as the scene of
action.68 There was little attempt to reproduce reality in
scenery on the Elizabethan stage, and the audience accepted
and expected to participate in a production by utilizing
their imaginations to discover scenes and events. An example
of Shakespeare's awareness of this custom is in Henry V when
the Chorus appeals to the audience to allow their imagina-
tions and thoughts to transfix the stage of their minds:
Thinke when we talke of Horses, that you see them
Printing their prowd Hoofes i' th' receiuing Earth:
For 'tis your thoughts that now must deck our Kings,
Carry them here and there: Iumping O're Times;

Turning th' accomplishment of many yeeres
Into an Howre-glasse:

(Henry V.Prologue 27 - 32)69
Not only does Shakespeare acknowledge the necessity for the
audience to envisualize imaginary horses, but he also

requests their favor in recognizing the differences in

actual time ("th' accomplishment of many yeeres") and stage

68Loc. cit.

69All references to Shakespeare's plays are from the

First Folio facsimile by Charlton Hinman (ed.), The Norton
Facsimile of the First Folio of Shakespeare. All spelling
and punctuation is preserved as it is printed in the First
Folio. The printing, for obvious reasons, is in modern
typescript.
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time ("Into an Howre-glasse"). And, then, the Chorus invites
the audience, with "humble patience"” to "gently heare" and
"kindly to iudge our Play" (Henry V.Prologue 34-35). The
imagination of the audience was a recognized aspect of
Elizabethan staging.

Elizabethan drama is stage-conscious and audience-
conscious. It does not attempt to create a distance between
stage and audience with lights, curtains, stage machinery.
Dramatic artists frankly recognized the presence of both

stage and audience.70

Since actors on the Elizabethan stage
were surrounded by the audience, some of whom sat on the
stage, it was customary that the actors could talk directly
to the audience. Soliloquies and asides to the audience were
accepted methods of giving explanations to the audience. At
times, audiences were even directly involved in plays. Drama
became the mode of Elizabethan expression. Elizabethans

sought an audience. Drama satisfied the popular demand of

the audience to recognize its very realistic and actual

70Clifford Lyons, "Stage Imagery in Shakespeare's

Plays," in Essays on Shakespeare and Elizabethan Drama in
Honor of Hardin Craig, ed. Richard Hosley, p. 263.
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presence.7l The structure of the stage and the involvement
of actors with the audience was ah advantage to Elizabethan
actors. The audience was not forced, as modern audiences
are, to be distant and removed from the drama. Shakespearean

audiences could be involved in the play.

7lplizabeth Holmes, Aspects of Elizabethan Imagery,




CHAPTER I

ELIZABETHAN PLAYHOUSES, ESPECIALLY THE GLOBE

Shakespeare's plays were performed over a large
number of years and at several different theatres. It is,
therefore, safe to assume that the staging of his plays
varied, according to the construction of the theatre at
which they were performed. A complete list of plays pro-
duced in any one Elizabethan theatre is simply not available.
Because material is so scarce, researchers must rely on
internal evidence of the known plays to determine type of
production. Evidence is still mostly unavailable, since
many plays were produced in several different theatres, and
there is no way to determine what specific internal evidence
applies to which theatre. Even so, an investigation of
available data regarding Elizabethan theatre construction is
essential for a more complete understanding of the plays
which Shakespeare wrote. Because his stage directions are

brief, modern scholars must attempt to reconstruct the
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seventeenth century theatre in order to derive a more accur-
ate comprehension of the staging of the plays.

Significant to this study is an investigation of the
nature of Elizabethan theatres, the superstructure of the
Globe Theatre, and the Globe stage, becaﬁse a majority of
the Folio plays were probably produced at that playhouse.72

It is reasonable to assume, then, that Shakespeare

must have written these plays with the structure of the

72A list of the plays probably produced at the Globe

Theatre is proposed by Sir E. K. Chambers, The Elizabethan
Stage, III, 105. Using the evidence suggested by Chambers,
J. W. Saunders compiles a similar list of Shakespeare's
works, together with possible folio and quarto dates for all
plays. The work by Saunders is "Staging at the Globe, 1599-
1613," sQ, XI (1960), 402. This author has collated the work
of the two men, with these results:

The following Shakespearean plays were probably pro-
duced at the Globe between 1599 and 1609 but the surviving
texts were published in the 1623 Folio: JC (F 1623), TN
(F 1623), AYL (F 1623), AWW (F 1623), MM (F 1623), Mac.

(F 1623), Coxr. (F 1623), Ant. (F 1623), Tim. (F 1623), Oth.
(Q 1622).

The following are plays probably produced at both the
Globe and Blackfriars between 1609 and 1613, which survive
in the text of the 1623 Folio: Cym. (F 1623), WT (F 1623),
Tmp. (F 1623), H8 (F 1623).

These following plays were produced at the Globe,
before the Blackfriars opened, between 1599 and 1609 and
survive in printed quarto texts of the same period: H5
(@ 1600), Ado (Q 1600), Wiv. (Q 1602), Ham. (Q 1603), Lr.

(Q 1608), Tro. (Q 1609), Per. (Q 1609).
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Globe stage in mind. An examination of the Globe's con-
dtruction, therefore, is helpful in‘reaching a more thorough
understanding of the stage business of plays performed at
that playhouse. Another reason for examining one theatre in
detail is that generalizations may, then, be made regarding
the construction of other stages. It is necessary to remem-
. ber that tﬂe Globe was a public plavhouse. However, because
all Elizabethan stages were so basic, staging at the Globe
would also have been similar on stages in private play-
houses, at court, or at rural locations of travelling
companies.

J. W. Saunders enumerates four principles of investi-
gations of staging of Elizabethan plays:

(1) . . . each investigation should be limited
to the plays of one theatre at a time.

(2) . . . it is preferable to make deductions
from the staging necessities inferred from
the action of the play rather than from
textual references to parts of the stage.

(3) . . . different solutions for staging
problems are not necessarily exclusive,

73J. W. Saunders, "Staging at the Globe, 1599-1613,"
5Q, XI (1960), 401.

741pig., p. 403.
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and all scenes of a like kind need not
be forced into the same setting.7

(4) . . . the design of an Elizabethan play-
house was determined less by rational
choice than by the accumulation of
traditions.

In conducting an examination of Elizabethan staging, the
present author has observed these principles of investiga-

tion.

The Nature of Elizabethan Stages

The present author supports the hypothesis that the
lizabethan public stage consisted of three basic units: a
2main stage, a rear stage, and a balcony or upper stage. The
'main stage was an open, front platform projecting into the
~yard of the theatre and having at least two doérs. The rear
" stage ("discovery space") was an inner stage or curtained
alcove recessed at the back of the stage and directly below
' the upper stage. The balcony, or upper stage, was above the

main stage and connected with it by a stairway behind the

75Loc. cit.

761pid., p. 405.



37

ear stage wall. In the medieval ages, the stage symbolic-
ly represented the Heavens (the roof or shadow, or sky of
e theatre), the world (the flat stage), and Hell (the

rea beneath the stage.)77 Shakespeare's audience, too,
ust have acknowledged this theatre-structure symbolism,

or Hamlet, when he sees the Ghost, says, "Oh all you host
f Heauen! Oh Earth; what els?/ And shall I couple Hell?"
Ham. I.v.92-3). Thus, Hamlet alerts the audience to the
nticipation of further events. The idea of a four-sided
tage was proposed by Leslie Hotson, who suggested that the
lizabethan stage was a platform surrounded by its audience
n four sides, with actors entering through trap doors from
below.’8 He proposed that Shakespeare's theatre was "in the
‘round." Generally, however, Hotson's book has been ignored
by scholars as an improbable and impractical suggestion in
staging. Almost without exception, scholars accept the
three-unit stage.

As for stages, there are two main types, the

proscenium stage and the open stage. The proscenium, or

77Coghilla op. cit., p. 10.

78Leslie Hotson, Shakespeare's Wooden O, pp. 155-192.
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"picture-frame stage," is one which is an area separate from

the audience, with a large curtainable opening, elevated
above the auditorium.79 The proscenium creates a "removed"
feeling from the audience. Most modern stages are prosce-
nium types. In contrast, most Elizabethan stages were of
xthe open stage type. The open stage was three-sided,
‘extended into the audience, and created an atmosphere of
‘intimacy with an audience. The open stage was "not a stage
‘before an audience, but a stage in an audience.“80 It was
first an acting area; there was no scenery unless it con-
tributed to the acting. The stage was approximately
forty—five feet across, with a curtained inner stage at the
pack.8l 1t was upon this type of stage that most
Elizabethan actors performed. Naturally, some problems
occur on an open stage. Most important to the staging of a

play is that the stage-auditorium unit must be architec-

‘turally suitable. Visually, when the actors advance to the

79Southern, op. cit., p. 43.

801pid., p. 42.

8l1pid., p. 38.
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forestage, they become "removed," or separated, from the
tage picture. Thirdly, an actor cannot ignore the presence
of the audience; it is there, visible, and often noisy.
Fourthly, with an extended stage, spectators at the sides
are able to look across the stage and see other spectators
which can distract from their attention to the action on
tage. Dramatically, a play written for proscenium stage
cannot usually be presented on an open stage. And, finally,
‘gcenery on an open stage can never provide the illusionistic
vpicture of actors on a stage but, rather, the open stage
gives the impression that the audience is watching "real

82  (This final

:people in a fragment of the actual world."
point was traditional among Elizabethan audiences who
accepted drama as an integral dimension of real life.) 1In
’addition, the open stage places more demands upon the actors.
For a play to be effective, the actors must have grand,
sweeping gestures, clear and perfect diction, profound
emotioh, and perfect unities of phrasing.

Evidently Shakespeare pioneered in the writing of

plays for three stages simultaneously. J. C. Adams

821pid., pp. 53-54.
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emonstrates revisions in Titus Andronicus that indicate

hat Shakespeare first wrote the play for two stages but
' ater revised it as a play for three stages, as presérved
lin the First Folio and Quartos of 1594, 1600, and 1611.%3
e latter form of the play required a curtained rear stage.
robably Tit. made theatrical history as the first
lizabethan play with scenes employing three stages at once,

84 At the

nd Shakespeare became a theatrical innovator.
ginning and end of the play, three stages are used simul-
aneously. The opening direction places men on both the
.Platform and the Upper Stage:

Flourish. Enter the Tribunes and Senators Aloft

And then enter Saturninus and his Followers at one
doore, and Bassianus and his Followers at the

other, with Drum & Colours. (I.i.1-4)

Soon, at least five persons are in the Gallery when "Enter.
Marcus Andronicus aloft with the Crowne" (I.i.25). In the
next few lines, the Platform is cleared, and at least seven

appear in the Gallery:; this action is not indicated by

 directions but by dialogue. Soon, when Titus arrives, a

83Adams, "Shakespeare's Revision in Titus Andronicus,”

177.

841pig., p. 190.
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great procession fills the Platform, watched over by those

in the Gallery:

Sound Drummes and Trumpets. And then enter two
of Titus Sonnes; After them, two men bearing a
Coffin couered with blacke, then two other Sonnes.
After them, Titus Andronicus, and then Tamora the
Queene of Gothes, & her two Sonnes Chiron and
Demetrius, with Aaron the Moore, and others, as
many as can bee: They set downe the Coffin, and
Titus speakes. (I.i.83-89)

Then, as Titus greets his warriors, he asks them to love

his living sons and to mourn the two sons whose bodies he

prepares to entomb:

Behold the poore remains, aliue and dead!
These that suruiue let Rome reward with loue;
These that I bring vnto their latest home,
With buriall amongst their auncestors . . .
Make way to lay them by their Bretheren.
. They open the Tombe.
There greet in silence, as the dead are wont,
And sleep in peace, slain in your Countries warres:
(I.i1.102-113)

At this time, all three stages are employed: the Gallery is
lined with lords and spectators:; the Platform is filled with
Romans and Goths; and the rear stage is revealed as the
"Tombe" in which the coffin will be placed.85 At the con-

clusion of Tit. a second three-stage scene occurs, according

851pid., pp. 177-178.
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o Adams. When the final "Exeunt omnes" occurs, four bodies

nd the captive Aaron remain on stage and again all three
étages are in use: (1) Marcus, Lucius, and young Lucius

re safely escaped to the upper gallery; (2) Titus and
avinia were probably conveyed to the inner stage, after

hich the curtains closed, also clearing the stage of table

i nd chairs; (3) while the body of the Emperor is ceremoni-
usly carried from the stage through one door, the captive

86

:‘aron and the body of Tamora are dragged through the other.

Thus, the innovation of three simultaneous stages!

The Superstructure of the Globe

As Hodges is careful to submit, the nature of any
reconstruction of any Elizabethan playhouse is necessarily
‘mostly conjectural, because there are large amounts of
unavailable information regarding the structure of these

theatres.87 Where knowledge quits, conjectures fill in the

861pid., pp. 179-189.

87Hodges: op. cit., p. vii.
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aps, and, therefore, such reconstructions depend largely
éon hypothesis. The Globe is no different. Saunders
omments, "The 'faire-fild Globe' is an elusive target for
ur eyes; just when we seem to have it, the picture dis-

olves and escapes us once more."88

But it is hopeful that
ese suggestions offered here may serve as an aid in
urther understanding the plays and the theatre of
Shakespeare as much as is possible.

The Globe was built in 1599 and seems to have
oexisted at that time with two other theatres, one unnamed
nd one of which must have been the Curtain. After its con-
truction, the Chamberlain's men migrated from The Theatre
‘to the Globe.89 By 1611, a traveller foreign to England
records seven theatres in London, "whereof the most
important is the Globe, which lies over the water."90 In

addition to the Globe, says Chambers, the other six theatres

were probably the Whitefriars, Blackfriars, Fortune, Red

888aunders, op. cit., p. 420.

89Chambers, The Elizabethan Stage, II, 364.

901pid., p. 369.
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91

11, Curtain, and Swan. By_1614, the Globe had burned to

he ground, allegedly because of a fire during the produc-

tion of Henry VIII and was still under the process of

econstruction. In Stowe's Annales, Chambers found this
arration of the Globe's history:

The Globe play house on the Banks side in Southwarke,
was burnt downe to the ground, in the yeare 1612. And
now built vp againe in the yeare 1613, at the great
charge of King Iames, and many Noble men and others.
And now pulled to the ground, by Sir Matthew Brand,

On Munday the 15 of April 1644, to make tenements

in the room of it.

‘8ix theatres were evidently in use in 1633 when Prynne, in

his Histriomastix, records six playhouses: Blackfriars,

Globe, Cockpit, Salisbury Court, Fortune, and Red Bull.93

‘By these evidences, it is known that the Globe not only was
in competition with other theatres, but that it was the best!
The outside physical appearance of the Globe was that
of a wooden circular-shaped building with no roof. Whether

the actual shape of the building was circular, oval, or

2l1pid., p. 370.

%21pid., p. 374.

93Loc. cit.



45

polygonal really makes little difference, although a great
deal of discussion has centered upon the subject among

%4 According to Delaram and Hondius maps (dated

‘scholars.
1603-20 and 1605), a cylindrical building, believed to be

he Globe, has windows at its upper half and is placed among
trees and meadows.95 The superstructure of the Globe is
ﬁescribed as having a round stage-house bearing a flag, a
;thatched roof, two stories, the upper part with windows and
the lower half without, and walls of timber. There were two

96

narrow outside doors and an external stairway. A ditch

and marsh flanked the building; close by stood an alehouse.97

Inside, the building is believed to have been round. Most

‘scholars agree that the playhouse was large and partly open

94For further discussions and comparisons regarding
the various opinions of the construction of the Globe, cf.

J. C. Adams, " 'That Virtuous Fabrick'," SQ, II (1951), 3-11;
Sir E. K. Chambers, The Elizabethan Stage, II, 414-435 and
518-557; C. Walter Hodges, The Globe Restored, pp. 83-153;

J. W. Saunders, "Staging at the Globe, 1599-1613," SQ, XI
(1960), 401-426; Glynne Wickham, Early English Stages 1300
to 1600, II, 153-205; Frayne Williams, Mr. Shakespeare of
the Globe, pp. 251-297.

95Hodges, op. cit., p. 377.
961pid., p. 434 and p. 538.

971bid., p. 434.
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to the weather, because it was constructed with an open roof.

Indeed, in The Winter's Tale III.ii, Hermione laments,

ﬁLastly, hvrried/ Here, to this place, i' th' open ayre,
before/ I haue got strength of limit." Obviously, "i' th'

% open ayre" refers to the open sky above the Globe stage.

The Globe was used as a summer house by the Chamberlain's-
King's Men, and acting was always by daylight. 1In describ—‘
ing the Globe and two other theatres, in "A Dialogue of Plays
and Players," Truman states, "The Globe, Fortune and Bull

4 were large Houses, and lay partly open to the Weather, and

there they alwaies Acted by Candle—light."98

The Blackfriars,
a private house, became the winter house of Shakespeare's
company. Even so, it is usually the Globe that is consid-

ered to be the theatre most patronized by Shakespeare's

company .

The Globe Stage

The practices of the modern stage are such that even

. 98gerald Eades Bentley, The Jacobean and Caroline
Stage, II, 694.
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an amateur company considers itself naked without some prop-
erties, curtains, and lights. In contrast, Elizabethan
plays could be staged without elaborate paraphernalia. Says
Hodges, "The Chamberlain's Men of the Globe were well housed
in their up-to-date building, but their plays and methods
were such that they could be taken straight from there into
the countryside, or into the Queen's banqueting hall, with
hardly a change.“99 While the modern stage demands techni-
cal equipment, the Elizabethan stage was self-contained,
portable, adjustable. Audience surrounded the stage on
three sides and gave the effect of people participating in
f the play (which they did at times). The Globe had a raised
stage, and on the fourth side of the unroofed theatre (the
back of the stage) was a tiring-house, a stationary structure
where actors dressed, made exits and entrances. The perma-
nent background (tiring-house) had a gallery on a higher

level than the stage which produced a balcony effect.loo

99Hodges, op. cit., p. 11.

lcxlf‘or comparisons of several possible Globe recon-
structions, see Walter C. Hodges, Shakespeare and the
Players, pp. 62-63; Gerald Eades Bentley, The Seventeenth
Century Stage, essay by J. W. Saunders, "Staging at the
Globe, 1599-1613," pp. 264-265; Sir E. K. Chambers, The
Elizabethan Stage, III, 84-85.
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W. J. Lawrence suggests that there was a top and third level
of -the tiring-house, the garret, used for such occasions as
hoisting flags, sounding thunder and storms, flashing
lightning, firing cannons, ordinances, chambers, and ringing
bells.101 Support for this theory could be found in Stowe's

Annales, where he records the burning of the Globe during

the production of Henry VIII:

. . . by negligent discharging of a peal of
ordinance, close to the south-side thereof, the
thatch took fire, and the wind sodainly disperst
the flame round about, and in a very short space
the whole building was quite consumed, and no
man hurt . . . 102

After the burning of the first Globe in 1612, it was

reassembled in 1613, probably identical in shape and size to

103 William Shakespeare was one of

104

the original building.
the seven actors who financed and planned the theatre.

Adams suggests these dimensions for the theatre and its rooms:

lOlWilliam J. Lawrence, The Physical Conditions of
the Elizabethan Public Plavhouse, p. 99.

102Chambers, op. cit., p. 419.
103J. Adams, " 'That Virtuous Fabrick'," p. 3.
104

Loc. cit.
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The Globe--a hollow octagon--13' through frame,

84' between opposite outer walls, 58' between
. inside walls

Tiringhouse frame--3 stories high (first story--12',
second-~-11"', third--9'); could seat approximately
2,000 spectators

Outer stage--chief playing area--41' at rear and
narrowed to 24' at front, projected 29' from
scenic wall; floor space--approximately 1,000
sq. ft.: a low wooden rail along outer edges
of platform; 2 posts--24' apart, projected 17'
from scenic wall and supported stage ceiling
(or "shadow” or "Heavens") and occasionally
served as trees, bushes, and so forth.

Largest trap door--midway between 2 posts--4' x 8°
(could lower or raise chariots or trees; actors
stamped foot sharply to signal lowering of trap)

Scenic wall--3 planes: middle section--24' wide;

2 side sections--12' wide
Secondary stages--behind scenic wall in 13' depth
of frame

first level--curtained inner stage--24' x 7'
or 8'

second level--curtained upper stage, over the
study, with a balcony and over stage doors
was a pair of large bay windows--24' x 7'
or 8'

third level--music gallery, flanked by storage
lofts--16' x 10'

Dressingrooms, stairs, passageways--behind above-
mentioned units

Stage doors--5' wide, 9' high

2 study trap doors--Ghosts and devils could appear
through trap doors during a scene

floor of study provided a long, narrow trap
ceiling of study provided a trap

Superstructure of Globe--bell tower and huts above
music gallery and stage ceiling which housed
winches for working traps.105

1050his material from Adams, " 'That Virtuous Fabrick',"
pp- 3-10, has been condensed and paraphrased by this present
author.
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Henslowe's Diary is considered an "excellent barometer
to -popular taste in the latter years of Elizabeth's reign."106
Among its pages, Henslowe records the sale of several items
used in the construction of the Globe tiring-house, includ-
ing "sellynge the Rome ouer the tyerhowsse," a "penthowsse
shed at the tyeringe howsse doore," and "ij gystes to beare
the chymne."107 The tiring-house was the building at the
back of the stage. When a tragedy was to be staged, a
trumpet sounded two or three times, and black curtains were
hung at the recess.108 Doors to the left and right of the
stage were used for entrances and exits. The curtained
recess under the balcony was reserved for important
entrances, or sometimes the curtains were drawn to create
an inner chamber, cell, or cave. The balcony served at

times as an upper stage, and in The Tempest it is used as a

ship's high poop. Hosley proposes that the tiring-house of

106Ralph J. Kaufmann (ed.), Elizabethan Drama: Modern
Essays in Criticism, p. 10.

107R. A. Foakes and R. T. Rickert (eds.), Henslowe's
Diary, pp. 13-15.

108Frayne Williams, Mr. Shakespeare of the Globe,
pp. 274-275.
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the Globe was basically like that of DeWitt's sketch of the
Swan tiring—house; with three stage doors, each of which
would open upon an inner stage or "discovery space."109
There were either two or three inner stages, each equipped
- with curtains and somehow separated from the main stage.

Curtains, hangings, tapestries decorated the stage as
well as serving as a background to interior scenes and as
concealment for actors. Lavish and decorative architecture,
in the Elizabethan tradition, was painted gaily and hung
with garlands, tapestries, and colorful banners blowing in

110

the wind. In 2 Henry IV and The Merry Wives of Windsor

appear words which suggest that a tapestry of the Prodigal
Son might have hung in the center of the rear wall: " . . .
and for thy walls, a pretty slight drollery, or the story of
the Prodigal" (2H4) and "'Tis painted about with the story
of the Prodigal, fresh and new."” (Wiv.) "Arras" was the
Elizabethan name for a decorative tapestry or curtain. The

curtain projected a little from the frame and left a small

109Richard Hosley, "The Discovery-Space in Shakespeare's
Globe," in The Seventeenth Century Stage, ed. Gerald Bentley,
p. 196.

llOC. Walter Hodges, Shakespeare and the Players, p. 6l.
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‘gspace for the concealment of actors between the curtain and
the frame. Stage directions in plays clearly indicate that
rras curtains can be opened and closed._ In twenty-nine of
thirty-six Folio plays, a stage arras is necessary for the
-staging of the play. The arras served as numerous places.

It is an "arbor" in Much Ado About Nothing; a "box tree" for

Fabian, Toby, and Andrew in Twelfth Night; a "tent" in

Julius Caesar. Beds were sometimes "discovered" in this

enclosed area: Othello V.ii. "Enter Othello, and Desdemona

in her bed;" and Cymbeline II.ii. "Enter Imogen, in her Bed,
f and a Lady." A "houell" is needed in King Lear III.iv. and
IIT.vi., as well as a tent; a "Caue in the woods" occurs in

- Timon of Athens IV.iii, V.i and V.iii. and in Cymbeline

IIr.iii, IIrI.vi, Iv.ii, and Vv.ii. Simple hides in some

confined area in The Merry Wives of Windsor I.iv.; and in

Measure for Measure III.i., the Duke bids Provost to conceal

himself where he can hear what the prisoner and his sister

say. There is a "Cell"” in The Tempest I.ii., 11r.i., 1Iv.i.,

and V.i. Tombs are in the arras in Timon of Athens V.iii.

and Much Ado About Nothing V.iii. Since the arras curtains

could be opened and closed, the stage area was easily con-

vertible, as is readily demonstrated in these above



53

observations.

Another brightly ornate area of the stage must have
en the "Heavens" or "shadow," which was a covering or flat
oof over the playhouse secured to protect from rain and
: hich might also easily cast a shadow upon the stage in

111

imitation of the Heavens. The "Heavens" was evidently

decorated with a zodiac and stars.112

Thus, the roof of the
‘playhouse really did symbolically represent the Heavens.
There was certainly an upper stage in Shakespeare's
'theatre. One reads such directions as "above," "on the

113 In

walls,"” "aloft" in many instances of the Folio plays.
each of these instances the upper stage is certainly the

front part of the tiring-house. As to whether or not there

were several windows or one at the upper level, Saunders

lllMany scholars, among them Chambers, Lawrence,
Graves, Jusserand, J. C. Adams, believe that the Globe must
have had a flat roof or cover of some kind. J. Q. Adams,
however, maintains that the Heavens were, instead, an over-
hanging roof of the garret.

112Irwin Smith, "Notes on the Construction of the
Globe Model,"” SsQ, II (1951), 18.

113The present author counts thirty-five examples of
stage directions in the First Folio which indicate use of
the upper stage.
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states simply, "A single bay window, spanning the entire

Tixing-House Front, would be the best setting for this

- scene . . . ."114 In no instance of the Folio plays is more

than one window ever needed. Scholars, however, have waged

ontroversy over the number of upper stage scenes in some

115

lays, especially Romeo and Juliet. The scenes in ques-

ion are the Upbraiding scene (III.v.), the Potion scene
(Iv.iii.), and the Lamentation scene (IV.v.). Most scholars
support the upper level staging of these three scenes. Cer-
- tainly, in many plays, the upper stage was necessary for the
- staging of the play.

What was the access to the stage? How many doors

‘were there? How many trap doors? 1In stage directions,

114Saunders, op. cit., p. 410.

115Those supporting the upper level staging of these
three scenes are John Cranford Adams, "Shakespeare's Use of
the Upper Stage in Romeo and Juliet,III.v," SQ, VII (1956),
145-152 and in "The Staging of Romeo and Juliet," TLS
(February 15, 1936), 139-140; G. B. Harrison, Introducing
Shakespeare, p. 64; Ronald Watkins, On Producing Shakespeare,
pP. 33; Cecile deBanke, Shakespearean Stage Production: Then
and Now, p. 35. Richard Hosley seems to stand alone in find-
ing only two upper level scenes in the play--Richard Hosley,
The Use of the Upper Stage in Romeo and Juliet," SQ, V
(1954), 371-379.
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there are frequent references to at least two doors providing
access to the stage. For example, two doors must be present
in Henry V. V.ii., "Enter at one doore, King Henry . . . At
another, Queene Isabel, the King . . . ." There is no con-
troversy among scholars that the Globe Theatre had at least
i two doors. There is controversy, however, concerning the
éfpossibility of the existence of more than two doors. This
problem is further complicated, because nowhere in
Shakespeare's plays is there a reference to three or more
doors by a specific number. Although the word, "seueral,“
appears often, it is always used in the Elizabethan sense of
the word as "separate."'116 As far as can be determined,
public theatres had only two doors, says Lawrence, one for
general admission into the yard and one for admission of

117 on

actors, stage crew, and lords into the tiring-house.
the other hand, Lawrence suggests in another book, that if a

third door exists, it is placed at mid rear—stage.118 This

116Saunders, op. cit. p. 405.

117W. J. Lawrence, The Elizabethan Playhouse and
Other Studies, p. 10.

118Lawrence, The Physical Conditions of the
Elizabethan Public Playhouse, p. 18.
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placement of a third door could be supported by a scene which
requires the suggestion of distance, as in Hamlet V.i. "Enter
Hamlet and Horatio afarre off." A textual support for more
{than two doors occurs in As You Like It. II.iii, "Come not
iiwithin these doores: within this roofe/ The enemie of all
iﬂyour graces liues . . . ." In consideration of the warning,
1§it would be ridiculous for the two actors then to exit

through those very doors. Support for three doors is quite

convincing.119

Another means of entrance to the stage was through
the trap doors. There were probably two trap doors, one in
the floor of the rear stage and one in the outer stage. An
example of the understage area which would give access to
the trap doors is in Hamlet. The voice of the Ghost, a
messenger of the Devil, comes from below, as Hamlet himself
stresses, "you here this fellow in the selleredge" (I.v.151).

The Ghost speaks three times, and each time, after he speaks,

119Several scholars admit the possibility of three

doors, in addition to Lawrence and Saunders, notably E. K.
Chambers, The Elizabethan Stage, III, 100; George F. Reynolds,
Some Principles of Elizabethan Staging, p. 97.
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Hamlet and his two companions frantically move away to a
different position on stage. Each time they move, however,
the voice follows them and always speaks from directly below
where Hamlet stands. According to Coghill, this same device
of the mobile understage Ghost voice also occurs in Twelfth
Night, the play said to have been written next to Hamlet in

chronology.120

Also, in several instances of the plays, a

figure "Descends." The trap doors, of course, are a logical
explanation of the manner of descent. Similarly, the direc-
tion of "Ascends" was also probably accomplished by means of
a trap door. Staircases on stage were nonexistent, although

external enclosed stairs led to the galleries.121

Therefore,
there was probably a trap door in the floor of the upper
stage through which characters could "Ascend."

Although scholars differ in their opinions as to the
exact structure of the Globe Playhouse, they are in enough

agreement that one is able to assimilate a reasonable idea

of its structure. The superstructure appears to be similar

120coghil1, op. cit., p. 11.

121R. C. Bald, "The Entrance to the Elizabethan
Theatre, " SQ, III (1952), 18.
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é to that of other Elizabethan theatres. The stage, too, was

comparable to stages of other playhouses, although minor
differences can be found; but the Globe was considered to be

"the best." As a result of familiarity with the stages of

the Globe and other Elizabethan theatres, a modern reader
can much betﬁer construe an interpretation of the stage
directions in the First Folio of Shakespeare. One must be
acquainted with Elizabethan staging in order to understand

Shakespeare's plays.




CHAPTER II
IMPLIED STAGE BUSINESS

It is a cause for modern lament that only seventeenth
century audiences enjoyed the full effect of the performances
‘of Shakespeare's plays. When the theatres closed in 1642, a
chasm emerged in drama which engulfed many of the early act-
ing traditions. The quartos and folios that survive are so
brief and nonspecific in notes of stage business that modern
readers seldom realize the full impact of the scenes. The
stage directions are so deficient because Shakespeare himself
was an actor and shareholder in his own company and, there-
fore, was present to furnish orally any additional interpre-
| tations of staging. Since he could supervise the casting of
i’his plays and instruct actors in their parts, he must have

felt that there was no necessity to write down all the

details of production. Because actors were trained orally,
they had learned to listen carefully to the spoken word; it

was their business. For this reason, stage directions were
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written into the dialogue of plays:; thus, actors, listening
to .their dialogue, could determine their stage cues. Such
internal directions are just as important to a modern
reader's interpretation of Shakespeare's plays as they were
to the Elizabethan actors' performance in the plays. Since
the actors usually cued their actions from the dialogue of
the plays, the reader must also imagine action according to
-implicit interpretation of dialogue. He must know something
- 0f the nature of implied stage directions, and he must be
‘aware of implied dramatic conventions, and staging. The
'implied stage imagery of Shakespeare's plays is a necessary

part of the total "image" of each play.

The Nature of Implied Stage Directions

Stage directions in Shakespeare's First Folio are
~usually minimal and are almost never a complete description
of action. Instead, the stage directions merely suggest the
basic action to be accomplished. The manner of the stage
business is left to the interpretation of the reader through

a study of the dialogue. A thorough reading of the plays
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reveals mood, manner, atmosphere, hints of action. The drama

| of the Renaissance was built upon the philosophy and set of

.?mind of the Elizabethan way of life. These beliefs which

xwere intrinsic in the Elizabethan lifestyle contributed much
to the stage practices. These same customs, because they are
f now obsolete, confuse and confound modern scholars. For
example, according to Wickham, color symbolism in costuming
bstemmed from the conventions of heraldry and helped identify

122 Music was not used for

types of characters in a play.
"mood"” but was considered symbolical of divine harmony.
Biblical and morality play characters such as Herod,
‘Abraham, Lechery, Peace, were considered to be real char-
acters. Therefore, the Shakespearean scholar must become
familiar with Shakespeare's manner of indicating stage
‘action. Because expressed stage directions are brief and
‘only partially explénatory, there is a necessity for one to
study carefully the dialogue for more explicit clues of

stage action; the stage directions are implied within the

text. Throughout this paper, the phrase, "implied [or

122Wickham, op. cit., p. vii.
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‘implicit] stage directions," refers to stage directions
included as an integral part of the dialogue within the
plays.

Contained in the dialogue of Shakespeare's plays are
approximately ten times as many directions for stage business
as are in actual marginal directions. Most printed directions
occur in the script too late to be of much aid to the actors.
Often, stage business is ordered in dialogue, and then mar-
ginal notations confirm the direction. For example, before
killing Lavinia, Titus declares, "Die, die, Lauinia, and thy

shame with thee" (Titus Andronicus V.iii.2548); and, then,

two lines later is the stage direction, "He kils her."
Occasionally, stage directions are inaccurate, and
‘the dialogue marks the proper action. In 2 Henry IV, Pointz
"announces the arrival of Bardolfe, "Looke, looke, here comes
.Bardolfe" (II.ii.851); and the Prince adds, "And the Boy
‘that I gave Falstaffe . . . ." (II.ii.852). Following the
gPrince's observation is a stage direction, "Enter Bardolfe;"
~and, although the staée direction does not include the Boy's
ntrance, the reader knows that the Boy enters with Bardolfe,
‘because the Prince has commented on the Boy's appearance as

‘well as his arrival. Another stage business printing error
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| occurs in this same scene when directions state: “Enter

Prince Henry, Pointz, Bardolfe, and‘Page" (I1.ii.790-791).

~ However, only the Prince and Pointz actually enter the stage

.i'at the beginning of this scene. As indicated above, the

1 dialogue does not allow Bardolfe and the Page to enter until

* later in this same scene.
At times Shakespeare omits stage directions crucial

to the meaning of the play. For example, in Othello III.iii.

and IV.i., the directions, "She drops her handkerchief," and

"He strikes her," are certainly implied in the dialogue and

are, necessarily, vital to the progress of the action of the

? play. But neither Folio nor Quarto gives any directions for
these actions. These directions can only be inferred from
dialogue. The Folio omits the direction, "they kisse,"
which occurs in the quarto of Othello II.i; yet Othello's
sentiments to Desdemona could not have been said without
kisses. An example of a possible printing error occurs in

A Midsummer Night's Dream when Demetrius answers Lysander's

command to go away with, "No, no, Sir, seeme to breake loose;

/ Take on as you would follow, / But yet come not: you are
a tame man, go" (III.ii.1287-1289). Although all of the

above lines are printed as part of the dialogue, it would be

G
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more plausible to consider only the first and last part of
the. speech as Demetrius's dialogue. In this form, the text
would read: "No, no, Sir. You are a tame man, go!" The
remaining lines, which might originally have been added by

a prompter's hand, would become marginal stage directions:
"Seeme to breake loose; / Take on as you would follow, / But
yet come not."

To be valuable to the reader, a play must contain

unmistakeable textual hints or directions that indicate a

definite use of staging or properties. Shakespeare provides

3 so few stage directions that it has, thus far, been impossible

for scholars to ascertain the definite staging for his plays.
In addition to providing cues for actors, another

quite possible conjecture suggested by W. D. Smith is that

the directions implicit within the dialogue were put there

as descriptions for spectators who could not clearly see the

123

action onstage. Smith also offers proof of the consis-

tency of this convention throughout the entire era.124 smitn

1233arren D. Smith, "Stage Business in Shakespeare's
Dialogue," SQ, IV (1953), 31l.

124gpith Ibid., éites descriptions of stage business
in numerous Elizabethan plays, including: Kyd's Spanish
Tragedy, Jonson's Every Man in His Humour, Chapman's
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offers two categories of stage business in the plays:

(1)- action which might have been partially hidden from part

of the audience and which required descriptive explanatory

idialogue; and (2) action which was clearly visible to the

# entire audience and therefore required no dialogue descrip-

'ition.125

Thus, dialogue does not mention any stage business
in 3 Henry VI, because it was probably visible to spectators.
Only the marginal notations are given, "Takes off his crown"

(Iv.iii.) and "Lays his hand on his head" (IV.vi.). Again,

in a scene from The Tempest II.ii., the piece of business,

"Drinks," needs no reference in dialogue, because Stephano

performs the action while Trinculo and Caliban lie prone on

? the floor. The action would be in clear view of the audi-

ence. Obviously, too, the direction in Antony and Cleopatra

IV.xv., "They heaue Antony aloft to Cleopatra," requires no

dialogue description, because it involves a vertical shift

(continued) Gentleman Usher, and Massinger's Maid of Honor.
He also cites reference to the device in plays by Peele,
Marlowe, Greene, Heywood, Middleton, Beaumont and Fletcher,
Ford, Brome. He notes that the device occurs as early as in
the play Cambises.

1251pid., p. 315.
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of position from one stage level to another in full view of
the- audience. Similarly, the two most frequent items of
stage business, exits and entrances, need no dialogue expla-
nations because the shift of stage position is almost always
clearly in view of the audience.

Property identifications are another means of inform-
¢ ing those in the audience who could not see the properties

or the stage easily.126

Often dramatic effectiveness as well
as practical function islserved. Macbeth's appropriate out-
cry to the three witches, "Why sinks that cauldron?" (Macbeth
IV.i.), informed spectators, who could not see it, that the
cauldron was sinking, probably through a trap door. Probably
the arrangement of the plavhouse alone justified such
speeches.

That which pertaihs to stage properties also pertains
to items of stage business performed without them. In King
Lear, for example, the blinding of Gloucester was probably

partially hidden from view of part of the audience by groups

of spectators. Thus, the descriptive comments in the

lZGSmith, Ibid., p. 312. Smith counted 572 property

identifications--which is a goodly number.
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dialogue, accompanying the action, are necessary (Lear III.
vii.). Similarly, in Macbeth, when Lady Macbeth begins
wringing her hands while sleepwalking, the attending doctor
draws attention to her action with, "What is it she does
now?" and, then, he continues to describe her action, "Look
how she rubs her hands” (V.i.). Similarly, Shakespeare's
dialogue often alludes to gestures, facial expressions, and
crying.

The Elizabethan audience was trained to rely on the
spoken word for its information. Dramatists had to fulfill
the expectations of verbal display. Thus, actors were fre-

§‘quently guite frank in "telling" the audience something.

. Thorndike proposes that "pure narrative” is the main func-

. ' . 127
tion of servants and messengers in the plays. These
"connecting" scenes and expository speeches are merely means
of informing the audience of what has occurred.

In the actual production of plays, Margaret Webster

finds the directions for stage business in the dialogue much

127Ashley H. Thorndike, Shakespeare's Theatre,
p. 400.
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128 Shakespeare seems

ore helpful than marginal notations.
to have included directions only when they are essential to
he progression of the play. Certainly, a modern reader of

g the plays must be able to supplement lines by imagined stage

business.

Implied Dramatic Conventions

Within the action and dialogue of his plays,
Shakespeare employed various conventions which served as
universal clues to staging. Letters read in plays tend to
provide information that foretells bad tidings. Soliloquies
serve as a type of direct address to the audience in which an
actor can explain events of the plot and thereby unify the
structure of the drama. Various stage conventions require
periods of silence and, in themselves, become useful stage
techniques. Moreover, even sound effects sometimes are not

indicated by stage directions but are signalled by dialogue

128
g pp. 43-45.

Margaret Webster, Shakespeare Without Tears,
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only. Establishing the proper atmosphere is often important

and. often directed by implied directions within the dialogue.
f;Music, too, establishes atmosphere and is a time and unity
, device. Even scene division and stage scene locations are
%%mostly determined by dialogue.

Shakespeare frequently employs the staging device of
?%the delivery of letters as a forecast of danger or bad tid-
ings. In I Henry IV, each time a letter is delivered, it
consistently bodes ill tidings. In II.iii, the following
direction occurs, "Enter Hotspur, solus, reading a letter."”
The letter bears ill news of-a lord's refusal to participate
in the conspiracy. 1In IV.i., "Enter a Messenger with
letters," more bad tidings arrive--Hotspur's father has

been sick and unable to gather together forces to unite with
Hotspur's. Again, bad news. Therefore, the audience (or
reader) is prepared for disaster in the last act when a
messenger enters with letters for Hotspur: "Messenger. My
lord, here are letters for you." In each of these instances,
the imagery reinforces the dialogue and creates a premonition

of disaster. 1In Julius Caesar, forged letters to Brutus are

delivered by Lucius and prophecy disaster (I.ii.). 1In Love's

Labors Lost, ill tidings for Costard occur in the letter from
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Don Adriano de Armado revealing that Costard had been seen
with a wench and was, therefore, subject to the king's
penalty (I.1.217-280).
In 2 Henry IV.II.ii, stage directions are not used to
indicate the reading of a letter. Instead, the content of
the letter is set in italic type which the reader can easily
distinguish from the main dialogue. Also, Bardolfe has told
the Prince that, "There's a Letter for you" (II.ii.88l1).
Later, before Pointz begins reading he says, "Letter" (II.ii.
891). After an interruption, the Prince again reminds, "But
to the Letter" (II.ii.899). In this sequence of dialogue,
the reader is well aware of the presence of the letter with-
out having had benefit of explicit stage directions.
Throughout the plays, the stage imagery reinforces the
spoken lines. At times, it even cues action when no stated
"f:directions are provided. Staging was possible because the
Mimages of the dialogue consistently denoted established
action cues throughout the plays.

Letter-reading, proclamations, and a kind of precﬁs
of events is common in early Shakespeare, but more rare in
the later works. In the later works, it is the soliloquy

. which becomes the strong unifying structural device of plays
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well as the theme—emphasizer.129

A soliloquy, as defined
Samuel Johnson, is "a discourse made by one in solitude
himsel£."130 These soliloquies were usually in direct

’ :ddress to the audience and linked the succession of scenes.
Boliloquies establish a character's moral dilemma in rela-
ion to his interpretation of public judgment. Soliloquies
erve a duel function, according to Langbaum: to represent
character's inner thoughts and motives and to express the

moral meaning of the play.131

Soliloquies often expressed
intense emotional passion. In addition to revealing the
émotional passion of an actor, the soliloquies also describe
the physical and facial attitudes of an actor. Actors'’
facial expressions and gestures were extremely important in
conveying to the audience appropriate emotion, and they were
Probably much more intense than modern methods of depicting

132

emotion. The poet wrote the following soliloquy in Hamlet

129coghill, op. cit., p. 133.

1305amuel Johnson in Coghill, Shakespeare's
Professional Skills, p. 128.

131robert Langbaum, "Character Versus Action in
Shakespeare,” S8Q, VIII (1957), 59.

132rhorndike, op. cit., p. 403.
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¥I.ii., knowing that daylight would clearly illuminate the

actor 's face so that facial expression would emphasize his

. . this Player heere,
. . all his visage warm'd;
Teares in his eyes, distraction in's Aspect,
A broken voyce, and his whole Function suiting
With Formes, to his Conceit? . . . .
(Hamlet II.ii.1591-1597)

In this soliloquy, Hamlet recalls the passion of an actor
playing a part. Writing for an open stage and for one where
e audience was close to the actors, Shakespeare included
descriptions of detailed facial expression and speaking
manner for the Player in this passage. Although Hamlet
laments his inability to express his own strong emotional
conflict in this soliloguy, his facial attitude must reflect
some of the tortured contradictions of his soul. No explicit
stage directions "cue"” Hamlet nor the Player, but Hamlet's
dialogue implies much direction of stage business, both for

him and for the Player.
Silence, too, is a dramatic device in Shakespeare's

plays. Smith cites three, and possibly four, stage

directions in Shakespeare's plays which indicate
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:11ence.133

Hamlet's dumb show for the court (Hamlet III.ii.
90) requires no dialogue during its performance. Panto-
mes in Cymbeline (V.ii1i.3029; V.iv.3065 and 3126) and The
mpest (III.iii.1535, 1583, 1616; IV.i.1805 and V.i.2009)
equire periods of silence, but they perform a definite
ematic function in the plays. Reéding, whispering, march-
g, fighting--all imply no dialogue and a period of silence,
lthough there certainly is action continuing on the stage.
A line break in a‘single pentameter line is often a

134

subtle indication of brief pauses in dialogue. An

?bstract from the Shakespeare Jahrbuch suggests that the
bPreak in the pentameter line signifies a pause for action.

When Juliet says, "Come hither, Nurse, / What is yond

133Warren Smith, "New Light on Stage Directions in
Shakespeare,” SQ, VI (Autumn, 1955), 174. [The directions
cited by Smith include: "Holds her by the hand silent”
(Coriolanus V.iii.3539); "They walk and speak not" (I Henry
VI v.ii.2439):; "Enter Warwick, Clarence, Oxford, Somerset,
and French Souldiers, silent all" (3 Henry VI IV.iii.2246);
and possibly "Silence" in The Winter's Tale (rrIx.ii.1185),
although many modern editors consider "Silence" to be a part
of the dialoguey]

134Reference from an abstract of "Some Instances of
Line-Division in the First Folio," Shakespeare Jahrbuch, XCIT
(1956), 184-196. --The abstract was reprinted in The
Shakespeare Newsletter (September, 1957), 33.
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ntleman?" (Romeo and Juliet I.v.710-711), the line break

rks a brief pause in Juliet's speech to permit the nurse
;A'e to move over to Juliet. The Jahrbuch cites a similar
stance of the broken pentameter line to indicate pause in
hello when Othello says, "Giue me your hand. / This hand
8 moist my Lady" (III.iv.2178-2179). The line break creates
. pause for Desdemona obediently to give her hand to Othello.
i plausible explanation is that the line breaks in the single
entameter line of the First Folio indicates a brief pause.
Shakespeare frequently uses punctuation devices to
ndicate brief pauses within the dialogue of a character.
These pauses may be either for dramatic effect (as in Mark

Antony's speech in Julius Caesar, when he brokenly utters,

Beare with me, / My heart is in the Coffin there with
Caesar, / And I must pawse, till it come back to me," III.
'1i1.1642-1644), or pauses for actibn.

At Juliet's tomb, Romeo's speech indicates that there
must be pauses for action as he talks, although there are no
stage directions indicating action. When Romeo requests of
Peter, "Giue me that Mattocke, & the wrenching Iron" (Romeo

and Juliet V.iii.2875), no written direction says "Peter

gives tools to Romeo,"” but Romeo's dialogue certainly implies
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hat this action takes place. After receiving the tools,
omeo then gives Peter a letter and specific orders for its
elivery. Then, using the crow bar, Romeo begins trying to
ry open the tomb, pausing now and then during his work to
peak further to Peter. After Romeo asks Peter for the
ight, a colon [:] appears five times in his speech (Romeo
and Juliet V.iii.2878—2892). If the colon specifies a
Zause, then Romeo must utter brief statements and, then,

135 Since

ork for a short time before he speaks, again.
ach statement between colons (except for two "ring"
ispeeches) is disconnected, probably Romeo talks and, then,
pauses as he works.

Punctuational devices other than the colon are also
used to signify short pauses in speeches. A "long dash"

often indicates a hesitation in speech or an interruption

of dialogue. Panthion, in The Two Gentlemen of Verona, is

¥ trying to convince Launce to board the boat, but as he

speaks, there is a "long dash" (---) which interrupts him:

135Richard Flatter, in Shakespeare's Producing Hand,
p. 146, discusses Shakespeare's use of the colon as a
"summing up" function which often indicates a gesture.
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. « . and in loosing thy seruice:----- why dost thou stop my
outh?"” (II.iii.638). From the dialogue's context, as
{anthion says, "and in loosing thy seruice," Launce claps
his hand over Panthion's mouth to stop him from speaking.

Qf course, there is a pause in Panthion's speech as Launce
tops him. 1In this play, the dash indicates a pause and
allows time for necessary action. In addition to a pause
for action, a dash frequently seems to indicate no more than
a dramatic pause in the course of the dialogue.

Concerning the stated directions for sound effects,
Shakespeare is somewhat more explicit than he is with most
other stage business. As with any other element of produc-
tion, sounds must be considered as an integral part of the
play, accoraing to Shirley, contributing to the atmosphere,
influencing the action, adding to the sense of irony or
contrast, and sometimes even suggesting actions that cannot
be staged."136 At times, sound effects, too, are not

heralded by stated stage directions.

136Frances Ann Shirley, Shakespeare's Use of Off-

Stage Sounds, p. 122.
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Characters may simply announce that they hear a sound.

‘In Love's Labors Lost, for example, the stage direction,

Sound," occurs. Then, the Boy gives a further clue as to

he nature of the sound: "The Trompet sounds, be maskt, the
askers come" (LLL V.1ii.2048-2050). In Hamlet, as Barnardo
the Centinel (sic) relieves Francisco of guard duty, he notes
?the time, " 'Tis now strook twelve, get thee to bed Francisco"
I.i.11). Probably a clock is striking as Barnardo and

: rancisco exchange greetings, although there is no explicit

irection. The sound is "implied" as being heard off-stage.

Implied Staging

A playwright has a certain obligation to his audience
to follow a time sequence. He is also obliged to keep his
audience informed as to clock and calendar changes as the
play progresses. The playwright achieves this delicate
balance of actual time and stage time in several ways:

(1) he must be consistent; (2) he must compress the "real"
time action of his story into the length of a theatrical

performance; (3) he must make very short scenes represent
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long periods of time; and (4) he must "pace" the play so
that it achieves a balance of "slow" and "rapid" rhythm.137
In most of his plays, Shakespeare carefully follows the rule

of consistency in dramatic time. It is of interest to note

that Romeo and Juliet contains no less than 103 references

that inform the audience of the calendar date or clock-time

138

of action. A play that indicates contrast to the care-

fully followed time sequence of Romeo and Juliet is the

seeming timelessness of The Tempest. To Prospero, time is

.completely irrelevant. Even in The Tempest, however, Time

is significant as an Idea--the relativity of present, past,
and future time in effecting a harmonious existence.

The acting time of Elizabethan plays seems to have
been between two and three hours. The prologues of Romeo

and Juliet and Henry VIII indicate "two hours' traffic" and

"two short hours." Three hours was probably a maximum time.

Knowing stage time assists scholars in deciding about

137Tom F. Driver, "The Shakespearian Clock: Time and
the Vision of Reality in Romeo and Juliet and The Tempest,"
SQ, XV (1964), 364-365.

1381 i4., p. 364.
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@ontinuous acting time in public theatres. Whereas songs
and- dances often provided inter-act entertainment at private
‘theatres, such as the Blackfriar's, public theatres probably
‘acted continuously and, then, finished their plays with
-songs and dances. Because the playing time was usually in
the afternoons, the acting was limited to daylight hours.
With natural lighting and performances that did not start
until two or three o'clock in the afternoon, there was no
possibility for extending a performance longer than two or

three hours.139

At the conclusion of the program, the
actors called for dances and permitted audiences their
éhoice of jigs.140 The "two hour traffic of the stage" was
probably a practical necessity since evening would bring
darkness, and there was no artificial lighting. Also, the
supper hour for Elizabethans was six o'clock.141 Therefore,

most plays probably did not exceed 140 minutes in outdoor

theatres like the Globe.

139Lawrence, The Elizabethan Plavhouse and Other
Studies, p. 85.

140Loc. cit.

141Wi11iams, op. cit., p. 273.
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In Elizabethan drama, scene division is structural

and act division is conventional.142

In all of the Folio
plays, only one reference is made to act division: "They

sleepe all the Act" (A Midsommer Nights Dreame III.ii.1l507).

Because this is the sole reference to act division in Folio
stage directions, this direction may have been added by a
prompter.

The Shakespearean stage, of course, had no modern
devices of indicating scene stage. There could be no
"fade-out”" or "dissolve." Scene changes nonessential to
dramatic action did not occur. An empty stage was one of
- the most obvious techniques of indicating place change or
time lapse. Raysor also suggests other Shakespearean
methods used to indicate an interval of time by intervening
1 action: choruses (as in Henry V), sub-plots (as in King

Lear or Measure for Measure), scenes elaborating emotion

(as the prolonged grief of Richard's mother and wife in

Richard III), additional exposition (as in Romeo and

142Greg, The Editorial Problem in Shakespeare,
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Juliet).143 Other "time-consuming" étage devices that
Raysor suggests are political executions in historical plays
or the appearance of a clown (as in Othello) to permit the

escape of some characters from the stage.144

The function
of the interval scenes is plausible only for the continuous
performance structure, such as was usual at the Globe. It

E is important that the reader recognize these interval scenes

i in order to aid the understanding of the plays. Such scenes,

® or "conventions," also perform a useful function in a play

. in addition to being mere tradition. They are useful in
permitting time to pass in addition to the allegorical
function.l4> These scenes also help to establish mood and

¢ atmosphere, reasons for character action, or a foreshadowing

of plot.

14355 example of additional exposition occurs in
Romeo and Juliet when Capulet makes joyful plans with Paris
for the wedding (IV.iv.). The scene allows time to pass
before the discovery of Juliet's body. The scene with the
musicians permits further time to elapse for Juliet's
drugged sleep.

144RaysOr, op. cit., pp. 197-209.

145Harley Granville-Barker, Prefaces to Shakespeare,
Second series, pp. 204-205.
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A disparity between private and public playhouses was

the employment of music for inter-act entertainment. Perform-
ing indoors, the private theatres, such as the Blackfriars,
assembled vocal and instrumental preludes which sometimes

lasted an hour.146

Inter-act songs and dances were common
in private theatres and children's theatres. Children were
often first trained in music and secondly trained in act-

| ing.l47

Songs allow brief passages of time to elapse.

- While some stage action must be performed, songs fill the
time lapse. For example, in As You Like It, Amiens's song
provides definite movement in the play by describing man-
kind's indebtedness to nature and its elements. The song is
a kind of parallel to the alienated, forsaken conditions of
the banished duke and his company as well as the alienation
of Orlando and his man, Adam. In addition, the song is of
technical asset to the play; it provides stage action while
Orlando and Adam, famished from deprivation of food during

their wanderings, dine at the Duke's table (AYLI II.vii.).

Also, during the song, obviously Orlando and the Duke are

1461 awrence, op. cit., p. 80.

1471 6c. cit.
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.seen to converse, silently, to discover identity. These
actors must make mock conversation during the song, for at
its conclusion, the Duke has learned of Orlando's condition,
g because he says, "If that you were the good Sir Rowland's
‘son, / As you have whisper'd faithfully you were . . . ."
k(II.vii.). Thus, the song prevents actual repetition of
knowledge with which the audience is already familiar.
Because of the descriptive nature of the dialogue in
Shakespeare's plays, much of the stage action is implied
internally. Elaborate stage directions are unnecessary.

But to understand the exact action necessary in the dialogue
T'requires a study of the Elizabethan "set of mind." More

' specifically, modern readers must study Elizabethan theatri-
cal practices and traditions, for the playwrights seem to
have written plays to be performed by actors accustomed to
an established routine of staging that required only

skeletal acting directions of a specific nature.




CHAPTER III

PRINTED STAGE DIRECTIONS

IN THE FIRST FOLIO

Most scholars minimize or ignore the importance of

stage directions in the First Folio.l48

Most stage business,
they say, can be inferred from the dialogue of the play.
Although most stage action can be determined from the
dialogue, it does not offer exact details of the manner or
method of the action, or the exact properties used, the

manner of departure, manner of dress, and other details

important in staging. Admittedly, most stage directions

148"Stage directions," in this work, are regarded as
the express notations for stage business included in the
text of the Folio. Almost without exception, stage direc-
tions are set with itallic type in the Folio and are usually
printed at the left or right margins of the text or in lines
centrally located, which are separated from the dialogue by
spaces or by indentation. An exception to this otherwise
regular order is the scattering of the "Knock" stage direc-
tions within the text of the Porter's speech in Macbeth
II1.iii.744-761.
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ffer only minor information in addition to that included in
ialogue. These details, however, are significant for
urther understanding of the Elizabethan theatre and

taging.

In the seventeenth century, the English preferred
rder and regularity in their world. Drama, too, reflected
his philosophy because of its highly structured patterns of
rder. Tillyard states that drama characterizes the
. Elizabethan age and "that its extravagant sentiments are
-repetitions and not novelties; that it may after all have

n149 It is the contention of

'its own, if queer, regulation.
;the present author that, however abbreviated the stage
“directions in Shakespeare's plays, they are at least con-
sistent in the manner of abbreviation. These minimal direc-
tions can be assigned to a few basic categories, each
indicating a pattern of unstated actions represented by the
skeletal directions. These abbreviated directions serve as

'signals" for a pattern of stage action. Since Shakespeare

worked with his own acting company, he could orally inform

149E. M. W. Tillyard, The Elizabethan World Picture,
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éhis actors as to the entire pattern of action expected from
‘ieach skeletal type of direction. Actors must have proceeded
;somewhat in the old-style impromptu manner of the Commedia

f dell' Arte. Certainly, then, there was order in

Shakespearean drama founded upon the tradition of estab-

¥ lished patterns of action. For example, the simple direction,

éi“Play" (Hamlet Vv.1i.3774), is a minimal direction that merely

suggests the complex pattern of swordplay that must follow
between Hamlet and Laertes as they strive to satisfy an
audience that loves excitement and physical displays of
violence on stage. As another example, the direction,
"Sennet," too, indicated much more than simply a random toot
on a trumpet; it was a trumpet call used as a signal for
ceremonial processions--a fanfare of trumpets accompanying
the spectacular entry of royalty and attendants, in authen-
tic and splendid array.

Thus, drama, indeed, had a patterned regularity and

order, not only in abstract philosophy but also in actual
stage actions. From these details of action, one can answer
such questions about Elizabethan staging as; What stage
properties were common? What musical instruments were used?

What does "orchestra" mean? Why is so much duelling common?

-
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Why are family relationships, nationalities, occupations so

' often mentioned in stage directions?

The language in which Shakespeare wrote was that of
ithe theatre, the language of a man well acquainted with the
{theatre. He curbed his visual imagination to functioh within
the confines of a playhouse. His use of stage terminology

150 He writes, says

reflects his familiarity with acting.
Greg, " 'within' for what to the audience is without, . .

- characters enter at several 'doors,' though they may be meet-

“ing in a forest (Midsummer Night's Dream II.i. "Enter a

Fairie at one doore, and Robin goodfellow at another"), or
'above' or 'aloft,' that is, on the balcony, whether they
. appear at a window, on the walls of a town, or on a crag or
E hill. And authors no less than producers demand music and

' noises off.“151

For the purposes of this paper, the present'author
has classified the stage directions of the First Folio and

assigned them to three general categories: entrances, exits,

150Greg, The Shakespeare First Folio, p. 122,

151Loc. cit.
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and those directions independent of any type of entrance or
exit.152 The entrances and exits are discussed first,
followed by a consideration of classifications of the other

directions.153

More than seven—tenths of the total stage
ﬁfdirections in the plays include only directiors for exits or
- entrances with no other stage business indicated. Only one-
g'seventh of the total directions indicate business which does
not include any exit or entrance from the stage. Of

Shakespeare's plays, tragedies and histories have more stage

directions than comedies (See Appendix A).

152This classification has also been used by

W. W. Greg, Dramatic Documents from the Elizabethan
Plavhouses, p. 238, and by E. K. Chambers, The Elizabethan
Stage, in four volumes.

153In the thirty-six plays of The Norton Facsimile

of The First Folio of Shakespeare, this author counts a few
more than 4100 printed stage directions. Of these 4100
directions, approximately 3500 are directions which direct
exits or entrances. There are 1200 notations indicating
some type of stage business as well as directing exits and
entrances. Only a few less than 600 stated stage directions
indicate stage business which does not include exists or

entrances. (See Appendices A, B, and C of this paper for
further details and tabulations.)
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The Folio Entrances

Most entrances in Shakespeare's First Folio merely
tate the names of those persons approaching the stage.

Enter," as defined by Reynolds, designates an entrance or

a discovery.154

An entrance is simply an actor going on-
stage. A discovery is implied in the banquet scene of

Titus Andronicus which starts, "An Bnaket [ sic]. Enter

Andronicus, Marcus, Lauinia, and the Boy" (III.ii.1l504).

The audience "discovers" the banquet scene already in
progress on the stage, perhaps behind drawn curtains or in

a small room or alcove on the stage.

Whether Shakespeare employed entrance announcements
(or announcements heralded by sound effects) as a device for
dramatic effectiveness or as a purely stagecraft device, the
conclusion yet remains that the convention was beautifully

adapted to the physical construction of the Elizabethan

154George F. Reynolds, On Shakespeare's Stage,

pPp. 8-9.
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outer platform stage.155

Shakespeare used several devices
to inform players of a stage entrance. Instead of the modern

device of a "door slam,"” the playwright, in numerous

instances, provided the offstage signals of "a sennet,”

"Sound a Trumpet," "Flourish," and so on. Generally, these

- particular signals designated the approach of royalty or
E people of rank. A Flourish is a fanfare of trumpets as a

I showiness or ostentation to call attention to something.156

This direction occurs most often in History plays and
?\Tragedies. Although the direction often occurs at the

. beginning or end of a scene, numerous instances occur within

scenes. In Henry V, eight instances of "Flourish" signal
the entrance of characters--Chorus, the King and his lords,
the town. In the three Henry VI plays, the Flourish often
~ accompanies a direction for "Exit" or "Exeunt." Cornets

usually seem to be reserved to herald the arrival of a king,

155Warren D. Smith, "The Elizabethan Stage and
Shakespeare's Entrance Announcements," SQ, IV (1953), 410.

156All definitions of the Elizabethan terminology

in the plays is taken from the Oxford English Dictionary
and collated with internal evidence of the plays.
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as in All's Well That Ends Well I.ii. The direction "Sennet"

always heralds the approach or departure of a procession; it
is a series of notes sounded on a trumpet to signal cere-
monial entrances and exits. Twelve instances of "Sennet"
are directed in the Folio, and only in History and Tragedy
plays.157
The directions, "Drums and Colours" and "Trumpets, "
signify the arrival or departure of military parades. The
most frequent occurrence of "Drums and Colours" in any one
play is in 3 Henry VI, V.i., in which the direction is

? printed four times in one scene. The notation "Drums,"

alone, means to summon, gather, or enlist by beating a drum.

Another military direction in the plays is "Excursion,"

which, in Shakespearean stage terms, means a movement of

. soldiers across the stage, as if in a military sortie or

raid.

Elizabethans loved pageantry and spectacle in drama.

Processions on stage became a chief means of satisfying the

157The twelve instances of "Sennet" are found in these
Folio plays: H V.V.ii.3366; 2H6 I.iii.487; 3H6 I.i.233; R3
IIT.i.1735 and IV.1i.2588; H8 II.iv.1332; Cor. II.i.l059; JC
I.ii.115; I1.ii1.316; Mac. II1I1.i.992; Lr. I.i.37; Ant. II.vii.
1351.
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;udience clamor for such spectacle. Processional entries,
.wsayé Venezky, were employed to supply any of several
dramatic effects. After a military triumph or for a coro-
nation, a processional entry of a hero or royalty might be
staged (1) "to provide visual appeal," (2) "to increase
tgmoments of tension," (as in MM or AWW), or (3) "to represent
?;symbolically the height of fortune of a proud hero who was

158

later to fall" (as in Tit., Cor., and JC). Sometimes,

for contrast, the procession was muted for special effects

(as in R2 and 3;).159

Generally, however, processionals
were heartily announced by flourishes of trumpets or

cornets, sennets, drums, or drums and colours.

Sound signals vary, according to the type of pro-
ceésion. Throughout the plays, a mostly consistent system
of announcement is followed: (1) Ceremonial processions are
énnounced by a sennet or a flourish of trumpets or cornets; .
(2) sounds of battle are signified by alarums and tuckets;

.

(3) military parades are preceded by drums and colours or

158Venezky, op. cit., p. 21.

159Loc. cit.
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trumpets. Of interest is the fact that, of 450 entrance
announcements of all types in the plays, only eight are
emitted in addition to these offstage sound effects.160

If a sound announcement is not given for the passing

of processions, the announcement is made orally.l6l The

announcement is sometimes made by a herald, as in Coriolanus,

where a herald precedes the jubilant parade to broadcast

Marcius' triumphs. In All's Well That Ends Well, the widow

hears "a march afar"” and cries, "Hark you! they come this
way" (III.v.). After hearing a tucket, she declares that
the troops "are gone a contrary way. Hark! you may know by
their trumpets" (III.vi.).

For many of his entrances onto an occupied stage,
Shakespeare frequently has a person onstage announce the
approach of a new person by saying, "here he comes," "Look
where he comes," or similar statements. Smith counts 450

entrance announcements in the Folio.162 The most obvious

160mhe eight plays are 2H6 IV.viii; R3 IV.iv; AYL
I.ii.; Ham. IIT.ii.; AWW III.iv.; Lr. I.ii.; Ant. I.i.;
Cor. II.ii.

l6lVenezky, op. cit., p. 27.

162gmith, "The Elizabethan Stage and Shakespeare's
Entrance Announcements,”" p. 405.
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[ function of an entrance announcement is to signal to the

f audience that the attention of the characters onstage has
.been shifted to a newcomer. This device of indicating
actors' awareness of a newcomer often precipitated a smooth
1 method for allowing actors to move about the stage in

163

appropriate manners justified by the new arrival. In

Titus Andronicus, for example, an announcement is made which

permits those on stage some time to regroup and make room

for those entering: "Captain. Romans, make way. The good
Andronicus . . ." (I.i.). Because of the Captain's announce-
ment, both he and his companions have adequate time to shift
positions to prepare for the graceful entrance of such a
large number of characters. A similar entrance announcement

and regrouping occurs in Much Ado About Nothing II.i.

Another stage term which designates neither entrances
nor exits is the direction, "Manet." This direction simply
means "to remain on stage." When this notation is given,
the designated character (or characters) does not leave the

stage, even though directions may request others to exit or

163Loc. cit.
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I enter. Some examples of the use of "manet" are found in

; Richard III II.ii.l421 and in Antony and Cleopatra II.ii.880
and II.vi.1279.

The main reason for entrance announcements says

Smith, was the construction of the Elizabethan stage.164

The platform was quite deep and, although permitting close
association with an audience, it at times separated actors

some distance from characters just entering the stage

because entrance doors were some distance to the rear. By

announcing an entrance, an actor could easily and without

awkwardness, demonstrate awareness of a character's approach

and thereby move toward him.

The Folio Exits

Exits are usually restricted to "Exit" or Exeunt,”
and direct actors to leave the stage. When the exit direc-
tion does not include the name of the character to leave

the stage, usually the person is identified because the

1641v,i4., pp. 407-408.
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Exit" occurs in the righthand margin at the close of that

€per50n's dialogue. When the actor concludes his speech, he
‘leaves the stage according to direction. "Exeunt" specifies
that all or certain named characters leave the stage; "Exeunt
omnes" specifies that all characters leave the stage. (See
Appendix A for a tabulation of exit and entrance directions

in Shakespeare's First Folio which include no stage business

§ other than entrances and exits (or exeunts). A separate

tabulation column supplies the number of stage directions in

each of the plays which are directions other than entrances
or exits. Disappointingly, tabulations yield few consis-
tencies which would contribute to further proofs of the
dating of the plays Similarly, there seems to be no con-
sistent variation in the number of directions included in
;lays written early or late in Shakespeare's career.

Some interesting facts do appear from this study,
however. As a group, comedies have fewer stage directions

than tragedies or histories. Four of the earliest plays--

the three plays of Henry VI and Richard III, probably written

in 1592--have more written stage directions than any of the

other plays. The earliest comedy, The Taming of the Shrew,

probably written in 1592, also, has more stage directions
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éthan any other comedy.165 Although these early plays have
moré stage directions than the others, this present author
finds no evidence in the remainder of the plays of a posi-
tive correlation between date of play and the number of
stage directions or between theatre and number of stage

directions. The Two Gentlemen of Verona, an early comedy,

B;has no stage directions in the Folio edition, other than

exits and entrances. Another early comedy, The Merry Wives

of Windsor, has only one direction for stage business other
- than exits and entrances.

Exit directions, with almost no exceptions, are given
in the Folio with no elaboration as to the manner of depar-
ture to be made. This author counts only twenty-eight
examples of exit directions which give any elaboration as

to the manner of departure in the plays. A few examples of

the exceptions include "Exit to the Prioris” (The Comedie of

Errors V.i.1l503); "Runne all out" (The Comedie of Errors

IV.iv.1445); "Exit pursued by a Beare" (The Winter's Tale

165The 1592 dates for the writing of these plays is
supported by Sir E. K. Chambers, The Elizabethan Stage, II,
pp. 129-131.
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JIII.iii.l668); "Exeunt with Trumpet" (Henry VIII I.iv.749);

.éand'“Exit King, frowning vpon the Cardinall . . ." (Henry
féy;;; IT.ii.2080). Certainly these examples indicate a
manner of departure. A few other directions designate the
-destination of the departed, and some provide for the
removal of stage properties (such as tables or trumpets) or
corpses, yet these few examples are rare exceptions among
approximately 2000 exit directions which usually are given
simply as "Exit" or "Exeunt."

Dialogue in plays does provide further explanations
of exit procedures. Characters in almost every play prepare
the audience for their exits by some advance announcements. 106
Almost every exit in Shakespeare's plays is indicated in the
dialogue in one of three ways: a direct announcement from
the exiter, a request or command by another stage person, or

a rhymed couplet at the conclusion of a speech by the exiter.107

166mme only plays with less than six announcements
are Hamlet, Julius Caesar, Timon of Athens, 2 Henry 1V,
Othello, and King John. The Merry Wives of Windsor has
the most exit announcements, with 22.

167Warren D. Smith, "Shakespeare's Exit Cues,”
JEGP LXI (October, 1962}, p. 884.
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Usually, these devices convey information to the reader which

j‘forécasts later events or sets the locale for forthcoming

%iscenes, as, for example, in Romeo and Juliet, several exit
régannouncements set the next locale as the Friar's cell. From
%7his research of exit cues in Shakespeare's plays, W. D. Smith
éﬁconcluded that the playwright used exit cues to increase the
{5dramatic impact of the play as well as to assist repertory
. actors in making exits at the right time from a bare stage.168
Of the almost 2000 exits in Shakespeare's plays, only eight
169

have no implied stage cue evident.

Techniques of advance announcements of departure

include announcements directly to the audience, announce-

ments given as apostrophes, announcements to other players

on the stage, and announcements by one person of a group
representing the group. Characters deliver most announce-
ments directly to the audience in solilogquy form while

alone on stage. For example, Prospero indicates a planned

1681pi4a., p. 896.

1697me eight plays with no exit cue evident are 2H6
I.iii.140; R3 1.iii.297-303; LLL IV.i.1l27-30; HS5 IV.i.64-83;
Tro. V.iv.20-26; AWW III.ii.20; Cym. IV.ii.1l00; WT IV.iij.
462-73.
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- form of action as well as his intention to leave the stage
féwheﬁ he says, "Ile to my booke; / For yet ere svpper time,

f‘must I performe / Much bvsinesse appertaining” (The Tempest

B II1.i.94-96). An example of an exit announcement as an
i»apostrophe is Iden's speech to Cade's body in 2 Henry VI.

. IV.x.2985-6: "Hence will I dragge thee headlong by the

heeles / Vnto a dunghill, which shall be thy graue." An
example of an actor's announcement of his exit to other
players is that of Cardinal Beufort to his companions, "Ile
to the Duke of Suffolke presently"” (2 Henry VI I.i.l78).

An announcement by one person as a representative of others
leaving the stage is also occasionally found in the plays.
For example, Hermione's departure with Polixenes is indi-
cated by her speech to her husband: "If you would seeke

vs, / We are yours i' th' Garden: shall's attend you there?"

(The Winter's Tale I.ii.259-260).

Requests and commands to exit are more frequent in
Shakespeare's plays than are announcements of exit. The
convention of exit requests would probably have fulfilled
the expectations of the Elizabethan audience, for they would
have been accustomed to the superiority demands of rank.

Also, since leading parts in plays were usually assigned to
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xperienced actors, the stage exit requests assured the
orrect ;iming of exits by younger or inexperienced actors
laying minor parts. (Entrances, too, are usually in rank
‘order.) Usually requests for exits are made by the masters
-on stage. Characters are usually ordered off the stage
according to rank, with the masters preceding inferiors from

170 In Coriolanus, Titus outlines the order of

‘the stage.
exit to the senators: "Lead you on: Follow Cominius, we
;,must followe you, right worthy you Priority" (I.i.254-55).
§ 0ccasional1y, however, the situations equalize characters,
1 and for dramatic purposes, Shakespeare allows players to

push precedence aside to temporarily equalize social stand-

ing, as in Much Ado About Nothing, when Don Pedro and

Leonato are temporarily equals:

Leon. Please it your grace leade on?
Pedro. Your hand Leonato, we will goe together.
(I.i.155-156)

Inferiors are occasionally temporarily permitted to hold the

upper hand in dramatic action. For example, the Nurse and

the Friar, in Romeo and Juliet, are self-appointed advisors,

170Smith, "Shakespeare's Exit Cues," p. 887.
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Zgand each gives exit commands to his superiors three times in
the'play.l7l Throughout most of Shakespeare's plays the

exit requests are given by superiors, and the order of

¥ departure is according to rank.

A strong indication that the device of exit requests
was a stage cue is the specification of those to leave the
stage. Smith notes that nearly all exit requests specif-
ically name characters who are to leave.172 For example,
in Henry V, Henry orders everyone but Katherine to leave:

"Go uncle Exeter, / And brother Clarence, and you brother

Gloucester, / Warwick, and Huntingdon, goe with the King"

(v.i1.3086-87). After this command, stage directions verify
Henry's request: "Exeunt omnes. Manet King and Katherine"
(v.1i.3086-87). Marginal notations usually verify exit

requests and commands as well as clarify indefinite

requests.173 For example, the Duke does not direct his

17lthe Nurse issues exit requests to Juliet in Romeo
and Juliet I.v.729-30; II.v.1390; III.ii.1792. 1In III.iii.
1981, she issues a request to both Romeo and Juliet. Also,
on the wedding day, the Nurse orders old Capulet from the
kitchen, but he refuses to leave. The friar issues exit
requests in II.vi.1428; ITIT1.iii.1983; IV.v.2671-72.

1725mith, op. cit., p. 890.

173Loc. cit.
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equest to any particular person when he commands, "Go call

he Abbesse hither" (Comedy of Errors V.i.1758-59). The

%{marginal notation, "Exit one to the‘Abess" (v.i.1759),
rather clarifies that one person is to leave to carry out
%‘the command. Requests and commands to exit are more fre-
quent in Shakespeare's plays than announcements of exit.174
Smith suggests that exit requests as stage cues were probably
necessary because Shakespeare's company played in reper-

175 since exits are not memorized verbally, the cues

tory.
for them must be iﬁplicit in the lines of dialogue. For
actors playing repertory--several plays alternately--the
exit requests become a necessity for proper exiting. Because
stage scenery was not used, actors had to rely totally upon
dialogue for stage directions.

Not so obvious as exit requests are the rhymed coup-
let endings at the conclusion of speeches or soliloquies to

176

indicate exits. Usually, a request or command, or an

174Ibid., p. 897. Smith counted 1,109 exits by
request or command. Plays with the most exit requests are
Wiv., 54 requests; R3, 53; JC, 11, and Tit., 15.

1751pi4., p. 891.

1761pia., p. 892.
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xplicit stage cue accompanies the couplet. In these

instances, according to Smith, the rhymed couplet serves
as reinforcement and reminds a speaker to depart. Smith's
research revealed that rhymed couplet endings to solilo-
-quies function solely as an exit reminder to the person
delivering the soliloquy when he is alone on the stage.177
. There are also a few examples of rhymed couplet endings
% occurring as reinforcement of an exit request delivered

178

several lines before. In The Comedy of Errors, Dromio

orders the witch to leave: "Avaunt, thou witch" (IV.iii.
80); but since the witch must stay to deliver a twenty-line
soliloguy, the dramatist reminds her to depart by ending her
speech with a rhymed couplet. There are a few instances in
the plays in which rhymed couplets end a soliloquy, and the
person delivering the soliloquy fails to leave the stage.

In all such instances, however, the actor is prevented from
leaving by the appearance of others on stage. Shakespeare

used more rhyme in the early plays than in the later ones.179

177Loc. cit.
1781pid., p. 893.

179Craig, op. cit., p. 36.
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arly plays, such as A Midsummer-Night's Dream and Romeo and

uliet, have many lines of rhymed verse. Whenever it is
sed, rhyme is always consciously employed.

The occasion of "Farewell" in the dialogue of

Shakespeare's plays always is a signal for the actor to

‘leave the stage. The dialogue is an inherent cue for "exit"

unless the actor is prevented from leaving by some other

action or thought. For example, in Measure for Measure,

editors have long inserted additional directions when the

Duke says to Provost and Claudio, "Hold you there; farewell.'

Editors have traditionally added directions to the effect
that the Duke is disguised as a friar, that Provost conceals
himself where he may overhear conversation, or that Claudio
departs from the stage.

| Characters in the plays seldom re-entered the stage
at the beginning of a scene after appearing at the end of

another scene. (Scenes in The Tempest and Romeo and Juliet

are exceptions.) Shakespeare avoided this situation because

there were no intermissions, and an immediate re-entry would

180

only be confusing. Although re-entrances were character-

1801rwin Smith, "Their Exits and Reentrances," SQ,
XVII (Winter, 1967), 7.
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istic of private playhouses, such were seldom recognized in
public theatres.l®l Dramatists devised a Law of Re-entry
for public playhouses, says Smith, according to which no
character could appear in two consecutive acts or scenes
supposedly separated by time or distance from one another
unless he made his exit at least ten lines before the close

of the last scene.182

The Law of Re-entry served its
dramatic purpose as well as permitted actors time to cross
behind the stage to the opposite side in preparation for
another scene. Shakespeare observed the Law in all of his
plays. One instance is representative of many more:

Cleopatra leaves the stage just ten lines before the end

of the scene in Antony and Cleopatra IV.xii., and then

re-enters at the beginning of the next scene, IV.xiii.,
after having travelled from a hill outside Alexandria to a
room inside her palace. Later, in the same scene, Antony
also makes the same journey in the time duration of ten

lines. Of 750 scenes in Shakespeare's plays, Smith found

18l1yi4., p. 8.

182Loc. cit.
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only sixXteen incidents violating the Law of Re-entry.
Even Smith admits, however, that if one were fully enlight-
‘,ened as to Shakespearean staging, he might not consider

B these sixteen incidents to have been violations at all.
Because the front stage was an open stage with no
curtains, the removal of the dead from the stage was
essential before the close of a scene. Thus, the dramatist
devised many ingenious methods for the opportune removal of
bodies by characters or their attendants. Often, Shakespeare
contrived death scenes so that they occurred inside the inner
qhamber where curtains could be drawn and the corpse

184

"legitimately" removed from stage. For example, in the

last act of Romeo and Juliet, the three lovers are already

in a tomb (probably the inner stage) and are not separated
by death. Shakespeare avoided absurdity in removing the
bodies of Desdemona, Emilia, and Othello in Othello, by

having them die at Desdemona's bedside on the inner stage.

183Ibid., pp. 10-15. On these pages, Smith lists the
sixteen incidents violating the Law of Reentry and provides
his explanation of each instance.

184Williams, op. cit., p. 291.
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% When Hamlet mistakenly murders Polonius, the scene is set in
| Queen Gertrude's room, with Polonius concealed behind an
arras at the back of the stage. Hamlet stabs Polonius
through the curtain. Thus, at the conclusion of the scene,
the stage direction, "Exit Hamlgt tugging in Polonius”
(Hamlet III.iv.2385), is easily accomplished. When death
scenes had to occur on the outer stage, however, the drama-
tist employed several methods of corpse disposal. Says
Lawrence, bodies are often removed by funeral processions

at the close of a scene.18 Hotspur's corpse is brilliantly
removed from stage in I Henry IV. 1In King Lear, Edgar
honors the Steward's reques