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after first composing the segment without them. Perhaps, but there is nothing 
to corroborate this suggestion. 

MacDonald P. Jackson, 'All ls True or Henry VIII: Authors and Ideologies' 
(N&Q 60(2013] 441-4), shows that the reassignment of the authorial stints of 
All Is True/ Henry VIII proposed in Thomas Merriam's book The Identity of 
Shakespeare in 'Henry VII/' (reviewed in YWES 86(2007]) is wrong. The 
orthodoxy is that Shakespeare wrote Li, I.ii, II.iii, II.iv, III.ii.1-203 (from the 
beginning to the King's exit), and V.i, and that Fletcher wrote I.iii, I.iv, II.i, 
II.ii, III.i, IIl.ii.204-459 (from the King's exit to the end), IV.i, IV.ii, V.ii, V.iiii, 
and V.iv. Merriam would take from Shakespeare and give to Fletcher 
Il.iii.50--80 and V.i.86-157 and take from Fletcher and give to Shakespeare 
II.ii.1-17, Il.ii.116-42, III.i.1-23, III.ii.228-35, III.ii.255-325, IV .i.37-80, and 
IV.ii.31-99. Jackson looks at how this reattribution appears in the light of the 
evidence that Vickers has collated about the shares. Fletcher we know used 
more feminine endings, especially monosyllabic and verb-plus-pronoun ones, 
than Shakespeare did, and also used more end-stopped lines. Fletcher also 
used many more occurrences of ye and em than Shakespeare, and Shakespeare 
preferred ay to yes while Fletcher strongly preferred yes. Shakespeare 
preferred hath to has and Fletcher did not. Shakespeare liked unregulated do 
and Fletcher did not. 

Jackson tabulates first how often the distinctive metrical features-feminine 
endings, feminine endings that are monosyllabic, feminine endings that are 
verb-plus-pronoun, and unstopped verse lines-appear in the passages that 
Merriam would reassign between Shakespeare and Fletcher, giving for 
reference the accepted norms of each man for each verse feature. It is clear 
in each case that Merriam's reassignments run counter to the numerical norms 
for each man. Jackson reports (without tabulation) that the same is true, albeit 
not quite so clearly, for the counts of ye, em, ay, yes, hath, has, and 
unregulated do. Jackson has another test too: the number of words between 
punctuation marks, which he calls 'phrase length'. Using the Arden2 edition, 
Jackson long ago established that Fletcher used more phrases of lengths 2-6 
and 12 words than Shakespeare did, and Shakespeare used more phrases of all 
other lengths than Fletcher did. Taken as a whole, the material that Merriam 
proposes to reassign from Fletcher to Shakespeare tests like Fletcher on phrase 
length and the material that Merriam proposes to reassign from Shakespeare 
to Fletcher tests like Shakespeare on phrase length. Moreover, taken as 
individual units (parts of scenes) to be reassigned, the same result occurs. 
Whatever merits there are in altering the boundaries so that each co-author of 
All is True / Henry VIII becomes more consistent in his depiction of the 
religious rights and wrongs of the play, a stylistic analysis is strongly against it. 

In a second article, 'Reasoning About Rhyme: George Wilkins and Pericles' 
(N&Q 60(2013] 434-8), Jackson responds to John Klause's article (reviewed in 
YWES 93(2014]) disputing his claim that the habits of rhyming in Pericles Acts 
I and II show that they have a different author from Acts III, IV, and V and 
that the first two are by George Wilkins. Jackson defends the exclusion of 
Gower's speeches from his counts since the relevant evidence is rhyme in 
ordinary dialogue, not in choric narration that Shakespeare rarely used. 
Jackson thinks that Klause used verbal sleight of hand to argue that 
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The Merchant of Venice and King Lear are as internally disparate in the 
distribution of rhymes as Pericles is: the numbers are not the same. (I would 
have thought that Klause's point nonetheless stands since even though The 
Merchant of Venice and King Lear are not quite as internally disparate as 
Pericles they are still highly internally disparate, so Pericles' internal disparity 
need not be attributed to co-authorship.) 

Klause pointed out that Acts I and II of Romeo and Juliet have many more 
shared rhymes with Wilkins's The Miseries of Enforced Marriage than Romeo 
and Juliet Acts III, IV, and V have, and at about the same level of 
disproportion found between Pericles Acts I and II and Pericles Acts III, IV, 
and V. Jackson reckons that this is not significant since the division of Pericles 
was performed before he went looking for the rhymes, whereas the division of 
Romeo and Juliet was done after the rhymes were sought and for the purpose 
of comparison. That is, it is the corroboration of an existing hypothesis that 
makes the Pericles case compelling. Similarly, other pieces of evidence that 
Klause brings in to parallel the differences between the two halves of Pericles 
do not require a dual-authorship hypothesis, but once such an hypothesis is in 
existence they are strong evidence in support of it. Jackson admits that in his 
book Defining Shakespeare (reviewed in YWES 84[2005]) he did treat certain 
of Wilkins's rhyming habits as being virtually an authorial trademark and he 
now accepts that other writers, and in particular Samuel Rowley, also used 
them. 

Another investigator responding to Jackson's work is Quentin Skinner, in . 
'A Spurious Dating for All's Well That Ends Well' (N&Q 60[2013] 429-34), 
who thinks that All's Well That Ends Well was written in early 1605. In an 
article reviewed in YWES 82[2003] Jackson argued that the mention of a 
Captain Spurio in All's Well That Ends Well must have been written after 
Middleton's Revenger's Tragedy, which features a character called Spurio, and 
hence All's Well That Ends Well is no earlier than mid-1606. Skinner reckons 
that in fact Shakespeare could have made up the name Spurio. Or he might 
have got it from another novella in his source, William Painter's The Palace of 
Pleasure, where the character Spurius's name is the first word in one story. Or 
he might have got it from one of his sources for The Merchant of Venice, which 
uses it. Admittedly, these are uses of the name Spurius not Spurio, but in the 
translation from Latin to Italian the alteration of -eus/-ius endings to -eo/-io 
endings is common (as in Romeus >Romeo). Setting Jackson aside, then, what 
is the right date for composition of All's Well That Ends Welt? Skinner reckons 
late 1604 to early 1605. Previous metrical tests show All's Well That Ends Well 
to be like Othello and Measure for Measure, which would also drag it towards 
the beginning of the decade 1600-9 rather than the end. Also, claims Skinner, 
All's Well that Ends Well is like Othello and Measure for Measure in 
dramatizing what 'classical rhetoricians recognized [as the] two main "con
stitutions" of a judicial cause' (p. 433), which Skinner explains. So, unless 
Shakespeare got interested in these matters when writing Othello and Measure 
for Measure and then dropped his interest for a few years only to revive it in 
All's Well That Ends Well these facts put these three plays close together and 
Skinner's best guess is early 1605. Perhaps, but Shakespeare gaining an 
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interest, dropping it, and then returning to it for a later play does not seem 
especially implausible. 

Dennis McCarthy, 'Shakespeare and Arden of Faversham' (N&Q 60[2013) 
391-7), joins the growing ranks of those who think that Shakespeare wrote 
all or part of Arden of Faversham. Using the open-source document
comparison software Wcopyfind, McCarthy uncovered a set of five- and six
word strings in common between Arden of Faversham and plays by 
Shakespeare and then went looking for them in EEBO-TCP and found 
that they are indeed rare. As McCarthy explains this is essentially the 
methodology used by Vickers, and McCarthy is clearly unaware that it 
suffers from the one-horse-race error, as Jackson has pointed out. That is, 
there are bound to be some long phrases that are only in one person's canon 
and in Arden of Faversham, and the proper test is to see if using another 
person's canon and Arden of Faversham you find different results. In 
McCarthy's article, it is not until he lists the strings in question that the 
reader discovers that they are not all continuous runs of five or six words but 
include the close proximities of shorter runs that added together make five or 
six words in common. Among McCarthy's list of shared strings are two 
between Arden of Faversham and 2 Henry VI and 3 Henry VJ, which of 
course are increasingly emerging as collaborative plays by Shakespeare 
although the divisions are not agreed upon. Quite a few of the claimed 
strings-in-common appear in other works in EEBO-TCP as many as five 
times, so their rarity is not even especially high. Interestingly, though, the 
linking phrases come from all five acts of Arden of Faversham not just the 
central section that is most securely attributed to Shakespeare. 

According to Mark Hutchings, 'Scene Division in Titus Andronicus' (N&Q 
60[2013] 402--4), there is a scene break in Titus Andronicus caused by a clearing 
of the stage that editors have overlooked. Hutchings reports that the Folio text 
of Titus Andronicus 'signals an end to the first act following the stage direction 
"Exeunt, sound trumpets, manet Moore"' (p. 402) but that is untrue since this 
stage direction is not present in F. Rather, F has an 'Exeunt' then an act 
division ('Actus Secunda') and then 'Flourish. Enter Aaron alone', which makes 
perfect sense. What Hutchings appears to mean is that F chooses to put an act 
interval at a point where QI has 'Exeunt, sound trumpets, manet Moore'. 
Hutchings claims that F's putting an act interval at this point 'makes no sense, 
since the stage has not been cleared' (p. 402) but of course in F it has been 
cleared: Aaron left with the others at the end of Act I and comes back on alone 
at the start of Act II. 

Hutchings's account of the action of the play is faulty, as when he claims 
that' Aaron plants a bag of money in the hole into which Bassianus's body will 
be placed' (p. 403). This cannot be right since the fake letter that Tamora gives 
Saturninus reads 'Look for thy reward I Among the nettles at the elder tree I 
Which overshades the mouth of that same pit I Where we decreed to bury 
Bassianus' (Il.iii.271--4) and this agrees with Aaron's earlier words that he is 
burying the gold under a tree and with his finding of it immediately after 
Saturninus reads the letter aloud. If the gold were in the hole with Bassianus 
then Aaron would not be able to so easily and quickly recover it. More 
confusion follows as Hutchings writes of 'the exit first of Tamora's brothers 
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with Lavinia and then, six lines later, by the exit of Tamora herself: at which 
point the stage is cleared' (p. 403). Tamora has no brothers in the play so he 
must mean her sons. Hutchings objects that with Tamora's sons taking 
Lavinia off to rape her and Tamora exiting shortly after, the stage is now clear 
and hence a fresh scene should be marked. He admits that the dead Bassianus 
is still on stage in whatever represents the pit-hence the stage has not been 
cleared-but dismisses this explanation, which is the true reason that editors 
do not start a new scene at this point. Hutchings gives no reason for his 
rejection of this explanation, saying that 'such an explanation, inferred here 
rather than set out by any modern editor, seems dubious' (p. 404). I should say 
that it is not set out by any modern editor because it is thought quite obvious 
that the presence of the murdered Bassianus means that the stage has not been 
cleared. 

Thomas Merriam, 'Unremarked Evidence against Anderegg's Conjecture' 
(N&Q 60[2013] 407-10), believes that Anthony Munday could not have 
possessed a copy of Nicholas Harpsfield's life of Thomas More from which to 
write the original version of the play Sir Thomas More. It was Michael A. 
Anderegg who came up with the idea that Munday may have got hold of 
Harpsfield's manuscript-only life of More via his Catholic-hunting work for 
Richard Topcliffe, and Jowett draws on this idea in his edition of Sir Thomas 
More. Merriam objects that there is no hard evidence that Munday possessed a 
copy of Harpsfield's text and that it would have been highly risky for him to 
have done so. The reason is that Topcliffe, who lived until 1604, wrote of his 
detestation of Harpsfield's writings. True, but as Merriam earlier acknow
ledges Topcliffe was 'decommissioned as torturer-without-portfolio' (p. 408) in 
1595, so why he should be a threat to Munday is not clear unless Merriam 
thinks that the play was written before 1595. (We saw above Hugh Craig's 
corroboration of other evidence that it was written after 1595.) Merriam 
reports that Topcliffe recorded that he had the queen's permission to retain his 
copy of Harpsfield, so Munday, lacking such permission, would have been 
taking a huge risk. Actually, what Merriam quotes is not the queen's 
permission but rather that, and this is Topcliffe writing about Harpsfield's 
text, 'the Queen's majesty bath seen & hath read of [it], & her highness did 
command me to keep [it]'. A commandment to keep something is not the same 
as 'permission', the word that Merriam uses. 

Brian Vickers, 'Lear's Fool and the Meaning of "Snatching"' (N&Q 
60[2013] 427-9), asks why the Fool in QI King Lear says that ladies 'will not 
let me have all the fool to myself-they'll be snatching'. Gary Taylor, followed 
by R.A. Foakes and Stanley Wells, thought this was the word fool in the sense 
of a custard, which greedy ladies are always snatching. Vickers finds that 
implausible, remarking very sensibly that the Fool and some ladies 'would 
hardly be seated at the same table' (p. 427). The solution lies in recognizing 
that snatching meant having quick sex, for which Vickers cites some 
contemporary plays, so the Fool is referring to women playing sexually with 
his bauble or penis. (I cannot see in any of Vickers's examples the word snatch 
clearly having this meaning, since the primary meaning of to take makes 
perfect sense of the quotation in each case.) 
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The idea of death as rest recurs in Hamlet: 'rest, rest perturbed spirit' 
(l.v.183), 'rest her soul, she's dead' (V.i.131-2), and 'flights of angels sing thee 
to thy rest' (V.ii.312). Roger Stritmatter, reckons that this idea needs a source 
and finds it in Revelation 14:13 about how the dead 'rest from their labours': 
'Revelations 14.13 and Hamlet I.v.91-108: "Write, Blessed Are the Dead"!' 
(N&Q 60[2013] 415-18). The verse instructs the reader to 'Write, Blessed are 
the dead' and Stritmatter notes that Hamlet actually does write in his tables 
about his dead father. (True, but not that he is blessed-far from it.) 
Stritmatter finds a bit in The Two Gentlemen of Verona that he reckons is also 
indebted to Revelation 14:13, and notices that just as Revelation 14:13 refers 
to the works of the dead following them (whatever that means), Hamlet is 
worried about his posthumous reputation. 

Ceri Sullivan, '"A horse, a horse, my kingdom for a horse!"' (N&Q 
60[2013] 400-1), asks where Shakespeare got his collocation of a horse, a 
kingdom, fortune, and massive personal strength at the end of Richard Ill. 
Sullivan reckons it was Psalm 33 verses 16-17 in the Geneva Bible: 'The king is 
not saved by the multitude of an hoste, neither is the mightie man delivered by 
great strength. A horse is a vaine helpe, and shall not deliver any by his great 
strength.' Anthony Munday's The English Roman Life was a pamphlet based 
on his undercover work at the Roman College, and Andrew Kau, 'The Jew of 
Rome? Munday's English Romayne Life as a Historical Source for a 
Sympathetic Shylock' (N&Q 60[2013] 411-15), thinks that its accounts of 
Jews in Rome, not true knowledge of Jews in Venice, underlie The Merchant of 
Venice. Kau lists some loose parallels between the abuse of Jews in Munday's 
book and the abuse of Jews in the play, including such things as pricking 
Jewish skin, forced conversion with loss of goods, and the segregation of Jews 
in ghettos. In the same play, Graziano's closing pun about keeping safe 
Nerissa's ring has a bunch of known archetypes, but one that Andrew S. 
Keener, '"Deuine Ariosto His Ring" and Gratiano's Bawdy Pun' (N&Q 
60[2013] 410-11), reckons we have missed is the fifth satire in Lodovico 
Ariosto's Satires. It is further connected to The Merchant of Venice by John 
Florio alluding to it in the context of doctor's opinions and merchants as cut
throats. 

In Sonnet 125 Shakespeare's narrator begins 'Were 'taught to me I bore the 
canopy ... ', and John M. Rollett, in 'Shakespeare's Sonnet 125: Who Bore the 
Canopy?' (N&Q 60[2013] 438-41), asks the perfectly reasonable question of 
just what it meant to bear a canopy. It turns out to be the carrying by 
important dignitaries of an embroidered piece of fabric over the head of the 
monarch, which is not something Shakespeare might ever do. So, in the poem 
he or his narrator imagines being allowed this honour while at the same time 
saying that it would not impress him. When in Twelfth Night Sir Toby says of 
Olivia 'My lady's a Cathayan' this is not, according to Zhiyan Zhang, '"My 
lady's a Cataian": Cataian in Twelfth Night' (N&Q 60[2013] 418-20), meant as 
a reproach, as most editors seem to think when they gloss this line. Zhang 
quotes quite a few early sources referring to the Chinese in approving terms 
and explains that the misunderstanding is all George Steevens's fault since he 
was the first to gloss the line this way. 
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2. Shakespeare in the Theatre 

As the title of Bart van Es's Shakespeare in Company suggests, the playwright 
needs to be studied as a constituent of and a contributor to a number of 
collaborative creative relationships. Moreover, the economic connotations of 
'company' alert us to the fact that Shakespeare's output was formed in part by 
financial arrangements, not least his acquiring a stake in the company and 
then the theatre for which he was writing. As van Es states unarguably, 'There 
is inevitably a connection between the literary features of a work and the 
material conditions of its creation' (p. 37). 

Shakespeare in Company is a meticulous account of the institutional and 
economic forces that shaped the plays themselves and an acute analysis of the 
ways in which this shaping occurred. For instance, in 1594 Shakespeare 
became a sharer in the Chamberlain's men and, as such, an 'attached' 
playwright. Unlike Kyd, Chapman, Jonson, Ford, Webster, or Beaumont, 
Shakespeare wrote for a single company, an arrangement, claims van Es, that 
he 'initiated' (p. 80). This facilitated the composition of roles with particular 
actors in mind and 'a new concern with the process of casting individual 
performers [which in turn] enabled the creation of psychological depth' (p. 98). 
In 1599 Shakespeare bought part-ownership 'of the most impressive perform
ance venue in London' (p. 149) and the Globe became the company's 
permanent residence. This financial security cemented Shakespeare's associ
ation with Burbage, for whom he wrote the roles of Hamlet, Othello, Lear, 
and Macbeth among others: 'The great tragedian was now Shakespeare's 
primary partner and by the middle of the decade the dramatist would entirely 
abandon the writing of comedies' (p. 247). 

Van Es argues that the late plays written with Fletcher, 'evince a gradual 
loosening of [Shakespeare's] acting-company connections' (p. 301) and this is 
manifest in the yielding of characterization to 'a more choreographic interest 
in visual impact and rhetorical effect' (p. 291). This is a sensitive, erudite, and 
intriguing study which demonstrates the inseparability of the rarefied 
perfections of Shakespeare's art and the day-to-day business of the entertain
ment industry. Van Es's book is also discussed, from a different perspective, in 
section 4(d). 

'This is not a scholastic work', is the opening sentence of Peter Brook's The 
Quality of Mercy: Reflections on Shakespeare. 'The theatre lives and breathes 
in the present, not in libraries or archives' (p. 10). Fair enough, though one 
wonders why Brook (who has just given his complete archive to the Victoria 
and Albert Museum) should be writing a book about why Shakespeare does 
not belong in books. But I am being churlish about one of the greatest 
directors of modern times. This book is actually more interesting for the 
snippets of Brook's life and times rather than any pronouncements on 
Shakespeare. In fact, when it comes to the latter, Brook is rather blase, not to 
say wrong. When he asserts 'There is no document to show rewriting' (p. 9), he 
is promulgating the tired old notion about Shakespeare's writing as a 
spontaneous overflow. What about the two versions of King Lear or the 
writing by negotiation and revision that constitutes the dog's breakfast of Sir 
Thomas More? On the other hand, details of conversations with Olivier are 
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Deborah Uman and Sara Morrison's essay collection Staging the Blazon in 
Early Modern English Theatre contains two essays of note on the comedies. 
Grant Williams's essay, 'Double Exposure: Gazing at Male Fantasy in 
Shakespearean Comedy' (pp. 13-24), attempts to discredit the easy assump
tion that blazons assert the significance of male identity's contribution to 
patriarchal culture, instead suggesting that blazons 'disrupt ideological 
interpellation' (p. 14). Williams's New Historicist essay attempts to set up a 
nationalist early modern context, and address Much Ado About Nothing, Two 
Gentlemen of Verona, A Midsummer Night's Dream, As You Like It, and Love's 
Labour's Lost in the space of a few pages, which prevents his argument from 
running as deep as it might, threatening to render the nationalist angle of the 
argument more tangential than it might be in a longer study. Shakespearian 
comedies, Williams maintains, frequently stage Petrarchan verse, and in doing 
so 'open up a differential space that challenges male thinking on femininity' 
(p. 14). Williams argues that the blazon's function served as an assertion of 
'English patriarchal nationalism' (p. 15), or as a mental 'state-of-the-nation', 
and is reshaped in Shakespeare's comedies to stage 'the exposure of male 
interiority' (p. 21). This opens up the male gaze as the object of scrutiny, 
instead of the anatomized female body, subsequently 'dissolving the bonds of 
homosocial communities' (p. 24). 

Elizabeth Williamson's contribution to the same collection, 'Dismembering 
Rhetoric and Lively Action in The Two Gentlemen of Verona' (pp. 37-49), is 
more singularly focused on The Two Gentlemen of Verona, and argues that 
performance is a lively counter to a literary rhetoric, rejecting 'the blazon's 
tendency towards pure ornamentation' (p. 40), which, at the close of her essay, 
she ties her argument to the assertion that the play is responding to anti
theatrical attacks on the cross-dressed boy actor (p. 49). Williamson's 
argument rests on the Lacanian assumption that the genre bears witness to 
narcissistic self-aggrandization, and that, in Two Gentlemen, the mastery of 
courtly love cannot measure up to 'the beauty of a living, breathing woman' 
(p. 41). Williamson too employs New Historicism, using, in particular, anti
theatrical tracts as a means to articulate the agency of the female's resistance 
to ideology-that is to say, the cross-dressed body 'functions here as the 
vehicle for clarifying the distinction between subject and object' (p. 43). The 
boy actor's convincing portrayal of Julia 'indicates a clear move away from the 
segmenting language of the blazon to a discourse informed by contemporary 
theories of acting that stressed the vital, bodily connection of one human being 
and another' (p. 45). The issue, of course, is the play's ending, and Williamson 
contributes several pages to assessing the end that stages the silence of Julia's 
voice and contrasts the lively body of the actor 'to the dead images that 
populate Proteus's erotic imagination' (p. 46). Williamson argues that the 
fourth act teaches the audience 'to pay attention to the multilayered 
performance' (p. 49), which stands as an alternative to the blazon that 
'flattens and objectifies the subject' (p. 49); the audience is encouraged to 
overlook the inconsistencies in a text in favour of a critical appreciation of the 
performance that gives life to the otherwise staid objectification of the female. 
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