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*** 
9:30-10:30 

Plenary, Lecture Hall 

Professor John Jowett (Shakespeare Institute) The One and Future King Lear 

After thirty years of broad consensus that there are two versions of King Lear, Sir Brian Vickers 
has recently reopened the debate by arguing that all variants between the quarto and Folio are 
faults in one text or the other, in a book called The One ‘King Lear’.  When Shakespeare wrote 
the first King Lear, did a second King Lear lie in the future? If the one King Lear has seemed to 
belong to the editorial past, how many King Lears belong to our future? Is the version-based 
approach to the entire text of Shakespeare itself a thing of the past?

***	  

10:40-11:55 

Meaning and Legacy in Music for Early Modern Drama, Reading Room 

Jennifer Moss-Waghorn (Shakespeare Institute) 'I keep my horse, I keep my whore': Tracing 
Thomas Middleton's 'Highwayman's Song' Through the Seventeenth Century  

What happens to a play once the show is over? More specifically, what happens to the multitude 
of theatrical fragments from which that play is formed? Are they reused, transformed, discarded, 
lost: do they take on a life of their own outside the theatre altogether? Music can be one of the 
most fluid and intangible of these fragments, with the greatest potential for artistic independence 
from its parent play. 'I keep my horse, I keep my whore', a song from Thomas's Middleton's play 
The Widow, enjoyed a particularly vibrant independent afterlife for a century after it was written. 
It serves as a strong example of the ways in which the identity of theatre music can transform as 
it leaves plays behind. This paper will trace the song's survival and development from its first 
performance by the King's Men in 1615, through the Civil War, Interregnum and Restoration, to 
the 1680s and 90s where it returned to the theatre in a production of Henry IV Part 1. An 
exploration of the song's numerous appearances in manuscript and printed songbooks will 
provide an insight into contemporary perceptions of the original play and song as pieces of 
theatre, and their identity within the broader picture of seventeenth-century cultural expression. 

Karen Harker (Shakespeare Institute) The Afterlives of Nineteenth Century Incidental Music: The 
Case of King Henry VIII 



A common argument made in existing scholarship on incidental music is that it cannot exist 
outside of the theatre and performance for which it was written. Yet, at least within the world of 
Shakespearean incidental music, there is clear evidence that some music did have an afterlife in 
both social and political spheres. Often because of its association with Shakespeare, this music 
inspired concepts of nationalism, social elitism, and served a vehicle for the empowerment and 
justification of British music against music from the Continent. Edward German’s music, which 
was originally written for Henry Irving’s 1892 production of King Henry VIII, has an enormous 
afterlife, and one which reaches into cultural, political, and social aspects of late-Victorian and 
early-Edwardian society. From organ arrangements intended for public ceremonies to piano 
duets most likely meant for home performances, this incidental music functioned as the pop 
music of the age and was an integral part of society and culture in London. Using German’s 
music as a case study, this paper explores the extent to which this incidental music lived apart 
from its theatrical roots, and how these afterlives influenced the way incidental music shaped 
perceptions of Shakespeare, his plays, his characters, and his role as a cultural symbol of 
nationalism. 

Elisabeth Lutteman (Uppsala University) ‘What imports this song?’: Spontaneous Singers and 
Spaces of Meaning in Shakespeare 

Characters turning to song in Shakespeare’s plays simultaneously pause and propel the drama 
through their singing, temporarily suspending the action but also giving rise to responses and 
reactions that drive it. What may music and the voice in song be made to mean in these 
instances? Who interprets the song, how, and with what implications? This paper considers how 
a moment of song, in some ways self-contained, may be heard to ripple out through a play, 
resonating with the character singing, the characters listening, the themes and concerns of the 
play, and the world outside the playhouse. With its point of departure in the singing characters of 
Hamlet, and their listeners, it explores how moments of song can be heard to open up a space of 
multiple, unstable, and contradictory meaning for on- and off-stage audiences to negotiate and 
interpret. 

Shakespeare and Asia, Lecture Hall 

Rosie Fielding (Shakespeare Institute) ‘A Puppet Masque’: Shakespeare in Bunraku 

In this paper I will be examining the performance history of the RSC’s puppet adaptation of 
Venus & Adonis (2004, 2007), directed by Gregory Doran and staged at the Little Angel Theatre 
and The Other Place. Inspired by both bunraku puppetry and the Jacobean Court Masque, this 
production merged the two styles together to create a hybrid and intercultural adaptation that was 
widely praised by critics. I argue that this production represents an attempt to incorporate an 
‘other’ tradition into British theatre in an organic way, and that it is a key example of the way the 
relationship between Japan and Britain has been imagined and deconstructed in contemporary 



theatre. I will also be examining what made this a successful intercultural experiment, and 
consider what possibilities it has created for future work. 

Alessia Molteni (University of Nottingham) King Lear and the Deconstruction of Jingju 

In China and Taiwan traditional theatre is in crisis. Newer forms of entertainment, such as 
television, have made it seem obsolete. Operatic theatre, such as jingju (Beijing opera), seems to 
attract an ageing audience.  

Shakespeare’s plays arrived in China in the twentieth century, and were considered an exotic 
source of new values and ideas, performed only in huaju style (spoken drama) and with Western 
costumes. In the 1980s, China saw a revival of interest in traditional art forms finding in 
Shakespeare’s plays the ideal element to renew jingju and attract both local and international 
audiences.  

As a case study I will present Lier zai Ci, a jingju style adaptation of King Lear made by Wu 
Hsing-kuo, a famous Taiwanese actor and director. He uses Lear to tell his personal story; the 
difficulties in relating with his master, the risk of leaving the theatre industry forever, and the 
problems of trying to renew a traditional art form. This paper will show how, while exploring 
Lear’s story, Wu is able to reveal the secrets of jingju in a metatheatrical piece which dissects 
modern cultural pressures and conflicts with the language of the past.  

The Power of Rhetoric in Shakespearean Conflict, Annex 

Anna Hegland (Shakespeare Institute) ‘A Woman Well Reputed’: Portia’s Rhetoric in Julius 
Caesar 

The women in Julius Caesar are auxiliary characters: pushed outside of the audience’s focus, in 
favor of the male characters who move the plot forward. Despite their position on the sidelines of 
the play, however, these women can take other roles in relation to the men on stage; in our first 
of two glimpses of women interacting with their husbands, Shakespeare shows Portia working to 
reclaim her place as Brutus’ confidante — as should be her right, she argues, through the bonds 
of marriage. In a play that centers so heavily on rhetoric and oratorical prowess, Portia adapts a 
public, male practice to fit the most intimate of male-female relationships in order to convince 
her husband that she is worthy to know his secrets. Through her use of classical rhetorical 
devices, Portia simultaneously uses and disassociates from the feminine, and her argument is, 
ultimately, more powerful because she is a woman. This paper will explore Portia’s argument 
from Act 2, scene 1 of Julius Caesar, and discuss how oration, normally a mark of the public 
sphere, has entered the private, domestic confines of the home. 

Hazel Stenner (Shakespeare Institute) ‘But I’ll deceive you in another sort’: The Language and 
Rhetoric of Villainy in Titus Andronicus 



During the Renaissance period, rhetoric reached its height of popularity. It was taught in schools, 
instructional texts were widely published, and it was utilised in standard correspondence, as well 
as by the greatest poets and playwrights of the age. This paper presents a reading of Titus 
Andronicus from a rhetorical and linguistic standpoint. It focuses on Aaron, a stock villain who 
perpetuates chaos and catastrophe with no reason or remorse. Using publications on rhetoric 
which were contemporary to Shakespeare, Aaron’s speech will be analysed to reveal the depths 
of his deceit and villainy. This analysis will centre on three major linguistic themes of the play; 
the manipulation of colour, the physical body, and animalistic imagery. By using Early Modern 
sources it is possible to deconstruct Shakespeare’s words and understand the techniques he used 
to create each one of his characters. As an early play, and supposedly co-written with Peele, Titus 
Andronicus is a great tool to study Shakespeare’s individual style and craftsmanship. 

Arianna Hijazin (Scuola Normale Superiore) Shakespeare's Reception of Ulysses 

Shakespeare engages with the mythological character of Ulysses at various stages of his ouvre: 
the hero is mentioned in Titus Andronicus, The Rape of Lucrece, King Henry VI, Part 3, and is 
embodied on stage in Troilus and Cressida. This paper will analyse Shakespeare's appropriations 
of Ulysses, evaluating them against wider intellectual phenomena such as early modern reading 
habits, contrasting attitudes towards rhetoric and the influence of non-homeric sources on the 
Troy legend.

Among many other characteristic traits of the Homeric Ulysses, Shakespeare responds in 
particular to the hero's rhetorical skills and to his conduct in political or military contexts. 
Throughout his ouvre Shakespeare consistently portrays Ulysses as skilled rhetorician but a 
morally reprehensible man. This is particularly evident in Troilus and Cressida, where his 
'degree speech' is the most efficient piece of rhetoric in the Greek camp, and yet the hero is ready 
to deceive his companions and to disavow his own lesson.  Such reading was likely influenced 
by Ovid, whose description of the contention between Ajax and Ulysses presents Ulysses as the 
epitome of eloquence, and by Virgil, whose anti-Greek bias might have been a source for darker 
readings of the hero.

***	  

12:00-1:00 

Plenary, Lecture Hall 

Dr Eoin Price (Swansea University) The Quiet Life in Jacobean Drama 

Plays depend on action. Indeed, Jacobean drama, in the popular imagination and in most 
academic criticism, is figured as peculiarly vibrant and lurid. An entire corpus of dramatic 
material is commonly condensed into a couple of sub-genres: on the one hand, bustling city 
comedy, on the other, violent revenge tragedy. But while the prospect of watching a play about 



quiet inaction might seem a rather dreary and unJacobean enterprise it was, in fact, the subject of 
several plays in the period. Critics have focused on quietness in Ben Jonson’s Epicene but 
several other plays represent characters who love the quiet life. This paper focuses on the 
surprisingly compelling, comic, and nuanced political worlds opened up by Thomas Middleton’s 
The Phoenix, The Honest Whore plays by Middleton and Thomas Dekker, and Anything for a 
Quiet Life by Middleton and John Webster. These plays offer their audiences new ways of 
encountering different kinds of politics, pastiching neo-Stoic philosophy and overturning the trite 
moralizing of domestic conduct manuals. In their attempts to cultivate a quiet life in a world of 
noise, the characters in these plays participate in and attest to, the essential messiness of both 
theatre and life. They also offer modern readers new ways of conceiving of Jacobean drama: not 
dark, sinister, gloomy, but happy in its own mess.	  

*** 

14:00-15:15 

Shakespeare Retold, Reading Room 
  
Molly Lambert (Shakespeare Institute) May The Verse Be With You: Is William Shakespeare’s 
Star Wars the Epitome of Pop Culture? 

A long time ago in a galaxy far, far away, a man adapted an extremely successful film franchise 
into a series of books, in the style of a certain Mr Shakespeare...

Shakespeare’s legacy owes its very existence to his enduring popularity. He was writing for 
everyone, rich or poor, experienced or novice, well-read or illiterate. Shakespeare was writing 
popular culture, whether we accept it or not.

Enter Ian Doescher and his best-selling series, “William Shakespeare’s Star Wars", a saga of 6 
books and counting. Doescher’s books give great insight into the most popular and enduring 
elements of both Shakespeare and Star Wars, by fusing the two together to create a 
Shakespearean-style play with all the content of the Star Wars franchise. Doescher’s construction 
from two apparently contrasting creations gives a centrepoint from which the popular elements 
of both Star Wars and Shakespeare can be contrasted and their multitude of similarities 
compared. Insight into what makes an enduring work of popular culture can be explored through 
close examination of the ways that Shakespeare and Star Wars are constructed, and what happens 
when they are combined.
 
Do Luke’s issues with his father possibly eclipse even Hamlet’s? Do R2-D2‘s knowing 
soliloquys mark him out as a wise fool, or a mischievous spirit? Has popular culture changed at 
all in 400 years?

Ronan Hatfull (The University of Warwick) ‘After All This Fooling’: The Other RSC 



It is timely in 2016, the 400th anniversary of Shakespeare’s death, to consider his legacy as a 
figure ingrained within popular culture.  This paper will investigate one of the chief exponents 
and parodists of the dichotomy which Shakespeare occupies between supposed ‘highbrow’ and 
‘lowbrow’ culture: the Reduced Shakespeare Company, a comedic theatre troupe who, to use 
their own slogan of droll self-deprecation, have been ‘reducing expectations since 1981’. 

The paper will use the company’s first play, The Complete Works of William Shakespeare 
(abridged), as a template for considering ‘Shakespop’, focusing on the contemporary process of 
adapting and condensing Shakespeare’s texts within a populist context. 

The development and legacy of the company, away from parody towards homage, will then be 
charted via a first-hand account of the artistic process and development of their forthcoming 
tenth production, William Shakespeare’s Long Lost First Play (abridged). 

This play was premiered at the Folger Shakespeare Library in Washington, D.C. during April 
2016, as part of the Shakespearean celebrations and the company’s own 35th Anniversary.  I will 
be using primary material drawn from live interviews and rehearsal observations conducted with 
the company’s founders, editors and performers, during my recent research trip to Washington. 

Hilary Gross (University of Illinois Urbana-Champaign) One Bottom the Weaver: Remediation, 
Performance, and A Midsummer Night's Dream 

“Bottom the Weaver is a character that has not had justice done him.” 
-William Hazlitt, Characters of Shakespeare's Plays

 
I am proposing both a performance and a critical synthesis. The performance is part of the Ballad 
Remediation project at the University of Illinois at Urbana-Champaign, a contribution to 
“Ballads, Plays, and the Performance of Remediation,” a multi-media chapter to be published in 
the collection Ballads and Performance: The Multi-Modal Theatricality of the Early Modern 
Stage in The EMC Imprint. The recorded staged reading, staring myself and Professor Lori 
Newcomb, is a creative remediation of A Midsummer Night’s Dream, appropriating the 
characters of Peter Quince and Nick Bottom to construct “The Writing of Bottom’s Dream.” By 
showcasing the creative-process in remediation, I am able to explore both remediation itself and 
the nature of artistic modes, as Bottom, the seminal actor, works to make sense of his experience 
and translate it into the literary mode as a ballad. The synthesis will then analyze my own 
creative process, of how I endeavored to write 'Bottom's Dream,' or at least 'The Writing of 
Bottom's Dream,' to retell the story of A Midsummer Night's Dream from Bottom's POV in 
performance, and reflect on remediation, writing, acting, and questions of creative ownership, as 
well as on Bottom as a character through 400+ years of performance. 

Renaissance Intellectual Contexts, Lecture Hall 



Helen Clifford (Shakespeare Institute) Early Modern Selfhood 

Critics have argued that the Early Modern self locates itself externally. “Intersubjectivity” and 
“interpersonal” form a key part of the vocabulary used to describe these formations of selfhood; 
relationships with other people are foregrounded in a way that examines their influence upon the 
self in question to produce an identity that is founded upon those around them. This paper will 
examine two Shakespearean characters in light of this intersubjective, interpersonal model of 
selfhood, paying particular attention to moments of soliloquy. If the self is built upon 
relationships and dialogue with others, what happens in these instances when characters are 
alone? If we remove other subjects from the stage, does the self collapse? Who or what is then 
present during the soliloquy? To perform this analysis, I will look at Hamlet and Brutus in Julius 
Caesar, taking into account both their soliloquies and their scenes of dialogue with other 
characters. Horatio and Cassius will be the most important others to consider, as the key 
participants in relationships with the main protagonists of each play. The paper will also look at 
the social structures at work in Hamlet and Julius Caesar to examine their influence upon 
selfhood, as external frameworks. 

Jenna Owen (Shakespeare Institute Alumna) I Want to Bone You: Looking at Sexualised Images 
of Death in the Renaissance 

Michael Neill suggests that the Renaissance preoccupation with death is, at its core, about the 
discovery of death and the mapping of its meanings. This preoccupation can be seen in the 
popularity of Memento Mori, a concept which encouraged people to remember that death is 
inevitable. Through Memento Mori, skulls were a common image of death and the iconography 
of the skull became part of everyday life; it was seen in interior designs, portraits jewellery and 
clothing. Soon society was so familiar with the image of the skeleton in every day life that 
society almost had a relationship with Death. The prevalence of skeletal iconography evolved 
into images of personified and sexualised skeletons. Society now had an affair with Death, and it 
was perverse.  

This paper looks at the evolution of the Renaissance relationship with the iconography of Death 
and the sexualised images that manifested from this macabre partnership. Over time the 
relationship was not always portrayed as consensual and once again the portrayal and social 
construct of the image of Death was once again being altered and reimagined.  

Brian Schneider (University of Manchester) Brother-Sister Incest in Renaissance Drama: Desire, 
Power, and Conflict 

Of the various forms of incest depicted, discussed or alluded to in early modern drama, erotic 
desire between siblings is, perhaps surprisingly, the most prevalent.  The conflicts arising from 
this form of forbidden sexual congress involve religious, social, and political arguments, as well 
as complex gender issues.  The transgressive potential of incestuous urges is examined in a 
number of plays in which brother—rather than a father—tries to force his sister to marry a man 



of his selection, instead of allowing her to follow her own inclination.  The motives for such 
selection often and fatally involve a sublimation of desire of the brother for his sister, by giving 
control of her sexual life, through marriage, to the person of whom he approves.  The homoerotic 
elements hinted at or explored at or explored in a number of plays of the period have been the 
subject of many studies, but brother-sister incest has been largely ignored, except in 
examinations of specific plays.  It is my contention that Renaissance dramatists increasingly saw 
sibling erotic desire as the most interesting and potentially most transgressive form of incest 
within the family, using it as a paradigm for larger issues of power, domination and repression. 

European Influences in Renaissance Drama, Annex 

Alison Passe (University of Aberdeen) French Influences on Shakespeare’s Cleopatra 

When English speakers think of Cleopatra on stage, they think of Shakespeare, Dryden and 
Daniel. In eighty years the English stage witnessed at least seven plays featuring Cleopatra. But 
where did the English Cleopatramania of the late sixteenth and seventeenth centuries come 
from? The first Early Modern Cleopatra play in English is Mary Sidney's translation of Robert 
Garnier's Marc-Antoine, which suggests that the English Cleopatra was influenced from her 
inception by the French one. This paper addresses the question of the influence of Robert 
Garnier’s play (as well as Mary Sidney's translation) upon Shakespeare's own Cleopatra. This 
paper seeks to explore the similarities and differences of characterisation of Cleopatra. How did 
the figure of Cleopatra shift from Garnier’s 1578 figure to Shakespeare’s incarnation in 1607? 
Did the move from the male-ruled Catholic France to post-Elizabethan Protestant England have a 
profound effect upon the characterisation of Cleopatra? This paper, while, examining the two 
different literary communities of France and England, combines them, placing Shakespeare in 
the wider community of European literature. Daniel’s Cleopatra predates Shakespeare’s and 
although an influence, he does not help to set Shakespeare in the wider community of European 
writers and therefore will not be examined in this paper.  

Lucy Rayfield (University of Oxford) Humanist Comedy at the Early Modern French Court: The 
Italian Impact 

Though they are seldom credited today, French comic theatre could not have prospered without 
the help of key supporters at court. Medieval comedy, increasingly bawdy, offensive and facile, 
was ridiculed by the intelligentsia and often banned by various authorities. With the arrival of the 
Italians at French court in the 1540s, however, the genre was subjected to an unexpected and 
irrevocable transformation. 

One of the main artistic objectives of the new Queen of France, Catherine de’ Medici, was to 
establish comedy as a national genre. She tirelessly commissioned the translation of Italian 
comedies into French, funded their performances and even acted in them herself. Witnessing her 
efforts to reinvent comedy, her sons used their own powers to continue her plight, financing 
imitations of the Italian commedia erudita and developing close networks with Italian comic 



actors throughout the rest of the century. My aim is to establish the largely neglected role of the 
Italian nobility in the creation of early modern French comedy, with a focus on key figures such 
as Catherine de’ Medici and Ippolito d’Este. Through investigating their motives for popularising 
the genre and also the techniques they used to achieve its success, we gain a more nuanced 
understanding of the foundation of humanist comic theatre- a genre which was, by Shakespeare’s 
day, begging to be brought to life. 

Carlo Lorini (Shakespeare Institute) The Taming of the Shrew: Tranio and His Italian 
Inheritance 

The purpose of this essay is to argue, by comparing the two plots in The Taming of the Shrew, 
that while Petruchio’s servants are like many others in Shakespeare’s plays, Tranio is instead 
based on the typical servant of the Italian commedia dell’arte. I would like to attempt to prove 
that Tranio, being based on the Italian model, becomes quite essential not only to the 
development of the sub-plot, but also to the final meaning of the play.  

Indeed, I wish to argue that what makes it possible for The Taming of the Shrew to be a 
particular play, different from the other comedies, is its characterization of servants. While, even 
in the most italianate play, The Comedy of Errors, servants only cover the function of 
messengers and executors of orders, as they do not have any kind of initiative, they do not start 
action, in this play it is Tranio who starts every actions of his master. This, in my opinion, is the 
most effective difference between these plays and The Taming of the Shrew in terms of servants 
drawn on the Italian model. 

*** 

15:30-16:30 

Plenary, Lecture Hall 

Dr Sarah Dustagheer (University of Kent) ‘Strikes open a curtain where appears a body’: 
Discovering Death in Early Modern Stage Directions 

Enter Hieronimo, he knocks up the curtain […] 
Behold the reasons urging me to do this: 
   Shows his dead son 
See here my show, look on this spectacle. 

In the final scene of Kyd’s The Spanish Tragedy, Hieronimo devises an elaborate piece of court 
entertainment to execute revenge for the murder of his son.  Before this play-within-the-play 
begins, stage directions describe Hieronimo on stage ‘knocking up a curtain’.  On the Rose stage, 
where the play was first performed, he is either curtaining the double doors at the centre of the 
stage entirely, or perhaps putting up a curtain around a booth or frame extending from the central 



opening; a space anachronistically known as the ‘discovery space’. Either way, at the crucial 
point in his court entertainment, Hieronimo reveals the body of his son. This paper examines 
Kyd’s play and other early modern revenge tragedies in which dead bodies are revealed behind 
curtains in an ambiguous on/offstage location, the discovery space. Stage directions in these 
plays create visual resonances that enrich the ideas of bereavement, revenge and the afterlife 
with which these plays are concerned. We shall see that playwrights deployed early modern 
staging to examine the radical changes in funeral practices, worship and memorialising of the 
dead caused by the Reformation, and the attending anxieties about these changes. In doing so a 
rich stage convention was created that, later on in the period, plays such as John Webster’s The 
Duchess of Malfi and Shakespeare’s The Tempest and The Winter’s Tale invoke and manipulate 
for emotional and dramatic effect.      

***	  

16:40-17:55 

Evolving Literary Landscapes, Reading Room 

Amy Lidster (King’s College London) ‘Whither thus hastes my little book so fast?’ Reassessing 
the Impact of London’s Literary Landscape on thePublication of Shakespeare’s Plays in the Late 
1590s 

Although often neglected in accounts of early modern drama, the publication of plays from the 
commercial theatres in London was not an arbitrary process, nor was it fully representative of the 
larger performance repertories of theatrical companies.  Publishers did not simply transmit a play 
manuscript into a printed text while pursuing a largely economic agenda.  Instead, as this paper 
will argue, publishers actively selected and re-presented plays to readers, marketing texts in ways 
that often promoted a particular interpretation, while also drawing attention to their position 
within the literary landscape of the London book trade. 

This paper will focus on a case study involving Shakespeare and the quarto editions of Richard 
II, Richard III and 1 and 2 Henry IV, published by Andrew Wise in the late 1590s, and will argue 
that Shakespeare emerges as a ‘literary dramatist’ (to adapt Erne’s application in Shakespeare as 
Literary Dramatist) through the influence of Wise’s trading location in St Paul’s Churchyard at 
the Sign of the Angel, and the agency of a patronage network involving Wise, George Carey and 
the Chamberlain’s Men.  These networks and publishing strategies exerted considerable 
influence on the transmission of professional playtexts, shaping dominant critical narratives of 
performance and publication during the 1590s. 

Beatrice Montedoro (University of Oxford) Commonplacing Shakespeare 

Commonplace books were used in the Early Modern period to collect remarkable extracts under 
thematic headings in order to facilitate future references to them.  This practice was widely 



limited to the study of classical texts in the sixteenth century but, in 1600, the first commonplace 
books with extracts exclusively from English writers, and crucially the first with vernacular 
dramatic extracts, appeared in print: these were John Bodenham’s Belvedere and Robert Allott’s 
Englands Parnassus. 

Among the dramatic extracts collected in these two commonplace books were those from plays 
by William Shakespeare: he was by far the most represented playwright in both collections.  
Throughout the seventeenth century, extracts from his plays reappear in both printed and 
manuscript commonplace books and miscellanies. 

In this paper I will offer an overview of the practice of extracting quotations from Shakespeare’s 
plays in the first half of the seventeenth century.  Moreover, I will present DEx: A Databse of 
Dramatic Extracts, the very first digital tool available for searching dramatic extracts in 
seventeenth century manuscripts, showing how this will allow scholars from around the world to 
gain an easy and free access to this unique archival material. 

Powerful Women in the History of Shakespearean Performance, Lecture Hall 

Heidi McElrath (Shakespeare Institute) Apprenticeship in Hell: Transgression, Sin, and the 
RSC’s First Other Place 

This paper is interested in the first iteration of the Royal Shakespeare Company’s Other Place 
studio theatre, 1973-1989, and how it thrived and declined based on themes of misbehavior and 
transgression. It begins by discussing Buzz Goodbody and the “hellish” origins of The Other 
Place, and continues to specifically explore the theatre’s progressive use of women in artistic and 
leadership roles, the importance of transgression in selecting and creating productions for each 
season as well as to what extent design choices were influenced by these same themes. It also 
looks at how audiences and critics responded to this attitude of transgression and how those 
responses shaped the growth and dissolution of The Other Place over this short sixteen-year 
period. Using memos, playbills, reviews, archival footage and documentation—as well as 
histories of Buzz Goodbody and the Royal Shakespeare Company—this paper seeks to discover 
what the RSC found while seeking in The Other Place. 

Eilis Smyth (King’s College London) Queen Victoria’s Shakespeare 

This paper will examine the previously uncharted relationship between Queen Victoria and 
Shakespeare’s plays and legacy. Though during the first part of her reign Queen Victoria had an 
insatiable appetite for the theatre, and both regularly went to public theatres and commanded 
performances at Windsor Castle, little critical attention has been given to the role Shakespeare 
played within the Royal Houses and family during the 19th century. This paper will unpack both 
the impact Shakespeare had on Queen Victoria, and the Sovereign’s influence on Shakespeare 
and Shakespeare performance during her time as Britain’s Queen and Empress. At the beginning 
of her reign the Theatre Regulation Act of 1837 opened up the performance of Shakespeare to 



theatres across London. At the end of the Queen’s life, Shakespeare performance, at her behest 
and through performance at her court, had raised the stance of Shakespearean actors to great 
heights. The first knighthood granted for services to the theatre was given to Henry Irving in 
1895. I will argue that the Queen was an impetus for many of the changes the 19th century saw in 
Shakespeare reception and performance, though most histories of Victorian Shakespeare treat her 
only superficially. 

Shakespeare’s Natural Worlds, Annex 

Mary Way (Shakespeare Institute) Metatheatric Green Spaces in Shakespeare’s Early Comedies 

Shakespearean comedies have a tendency to focus on mocking the “other”, we see audiences 
laugh at Malvolio’s yellow stockings or Falstaff’s horned headdress. These examples serve to 
reinforce societal norms through humor and provide a common ground to which the audience 
can feel superior.  So what happens to a play when society is taken out of the comedy? We see in 
several of Shakespeare’s earlier plays a social ambiguity prevails when the setting moves from 
the court or city into the woods. As Colin says to Touchstone in As You Like It “Those that are 
good manner at the court are as ridiculous in the country as the behavior of the country is most 
mockable at the court.” (3.2. 44-46) Why relocate a court comedy to a rural and wild space? 
How does it contribute to the comedy and how does it effect the composition of the play itself? 
Four of Shakespeare’s earlier comedies, Two Gentlemen of Verona, Midsummer Night’s Dream, 
Love’s Labour’s Lost and As You Like It, examine the nature of the forest a metatheatrical 
performance space, where the stakes and constraints of society are lifted and the comedy 
becomes more about self-reflexive performing and playing rather than the artifice of the plot 
narrative.

Reese Fisher (University of Louisville) Thou Earth of the Isle: Caliban in Shakespeare’s The 
Tempest 

“We cannot miss him: he does make our fire, fetch in our wood and serves in offices that profit 
us. What, ho! slave! Caliban! Thou earth, thou! speak.” (Act I, scene ii) 

Possibly due to the strangeness of its island or to the rich opportunities it offers for post-colonial 
studies, The Tempest seems to be largely overlooked in the realm of ecocriticism despite the title, 
the large role played by the environment in the plot, and several detailed descriptions of its 
landscape.  

The character from whom the clearest description of the island’s treatment is illuminated is 
Caliban. A connection is drawn between Caliban and the Isle as both are commonly associated 
with earth and water. By way of Prospero and Sycorax, human influence, however godlike, on 
nature and the natural elements is seen throughout the play. In this way, nature is as much a 
servant as Caliban who throws himself into the service of others, unable to act on his own.  



Considering Caliban, whether human or sub-human, as the personification of the isle, a greater 
understanding can be given to Caliban’s actions throughout the play along with the play’s view 
toward earth and land. Through this exploration, we find that there is no resolution between 
Prospero and Caliban, as Caliban gains dominion over a dead, barren land.  

*** 

Friday, June 3 

*** 

9:15-10:15 

Plenary, Lecture Hall 

Dr Emma Whipday (King’s College London) Looking for Lost Plays: Practice as Research and 
Shakespeare’s Sisters 

This plenary lecture will explore ways of approaching plays and performances that are, in one 
sense or another, ‘lost’.  I will focus on my practice as research production of the ‘Merry’ 
narrative from Two Lamentable Tragedies (1601), discussing its relationship with the lost play 
‘The Tragedy of Merry’, and asking what staging a neglected play can teach us about the 
relationships between history and literature, tragedy and comedy, the domestic and the 
communal; how early modern rehearsal practices can assist and challenge actors in performing 
early modern texts; and the role of theatrical practice as research within, and beyond, the 
academy. I will also examine ways of approaching other lost plays, including a possible amateur 
country house performance of Samuel Daniel’s The Tragedie of Cleopatra, and the lost work of 
‘Shakespeare’s sisters’: female writers, devisers and creators of non-professional plays and 
performances in early modern England.

*** 

10:30-11:45 

Spotlighting Dekker, Reading Room 

Robbie Hand (King’s College London) ‘This story shall the good man teach his son’: Henry V, 
The Shoemaker’s Holiday and Theatrical Commemoration in 1599 

In a year when much critical attention is focused on 1616, this paper takes us a little further back: 
to 1599, a year in which ideas of history and commemoration seem to have preoccupied 
Shakespeare and his contemporaries. 1599 saw the first performances of Shakespeare’s Henry V 
and Dekker’s The Shoemaker’s Holiday, with Dekker’s often underrated play serving as a 



specific and powerful riposte to Shakespeare’s aristo-centric depiction of warfare. Shakespeare’s 
king rallies his upper class soldiers by invoking the patron saints of shoemakers: when he claims 
that the day of ‘Crispin Crispian shall ne’er go by … But we in it shall be remembered’, he 
appropriates the shoemakers’ holiday for an aristocratic cause. Shoemaker’s also centres on a 
traditional holiday – the apprentices’ feast on Shrove Tuesday – but presents it as one established 
by a benevolent mayor for the seemingly genuine benefit of his workers. This paper explores the 
ways in which these plays – both of which centre on characters attempting to establish and 
manipulate historical narratives for their own political ends – engage with ideas of history and 
commemoration. 

Martin Young  (Queen Mary, University of London) Violent Spectacles: Bear Pits and Primitive 
Accumulation 

This paper centres around a passage in Thomas Dekker’s polemical tract Worke for Armorours: 
or, The Peace is Broken (1609) in which he describes attending a baiting arena and draws from 
the spectacle of the bears and bulls a series of allegorical comments on contemporary politics. I 
use bear baiting in Early Modern London as a way to reflect on two current concerns in theatre 
studies; theatrical labour and the material remains of performance. Following Dekker, I treat the 
baitings as having politically charged significance through which spectators confront the 
violence of their own society. Along with the connotations of corporal punishment identified by 
Dekker and reiterated by later writers, I argue that the animal baitings crucially occurred within 
the context of primitive accumulation (the rapid and often violently enforced mass 
reconfiguration of the labour economy which precipitated the emergence of capitalist 
production). I use these performing animals to expose human labour relationships which in the 
theatre are usually concealed, and in so doing ask questions about what endures from, and what 
is lost in, performance. 

Malte Unterweg (Philipps-Universität Marburg) War and Patriotism in Shakespeare’s Henry V 
and Dekker’s The Shoemaker’s Holiday 

“England was at war for more than half of Shakespeare’s adult life” (Martin Wiggins, 2005) and 
thus it is no wonder that war and inevitably patriotism play a significant role in many of his 
plays. Without a doubt Henry V is his most patriotic and as its hero, King “Harry” himself, the 
most warlike. The motifs and attitudes of Henry and his courtiers, of their French counterparts 
but also those of the common soldiers Nym, Bardolph, and Pistol are displayed. The 
Shoemaker’s Holiday is set in the same period and also depicts what war means for the upper 
classes and the socially less fortunate but from a different perspective, which deserves a closer 
look and comparison to Shakespeare. Both plays incorporate anxieties and ideas of their time and 
a closer analysis of these aspects will bring a compelling new level of understanding and 
meaning to the two plays. With war being one of the greatest evils mankind has brought upon 
itself to this day and current resurgences of misguided and possibly dangerous patriotism, this 
paper will shed light on literary depictions of these issues and try to gather what we can and 
perhaps should learn from these early modern plays.



Shakespeare and National Identity, Lecture Hall  

Elizabeth Jeffery (Shakespeare Institute) Shakespeare on the Iberian Peninsula 

Throughout the centuries Shakespeare has played a central role in shaping European theatre and 
literature. Each nation and generation have adopted and adapted his work and icon to varying 
degrees according to contemporary political and cultural motivations. Extreme cases such as 
Germany have seen Shakespeare completely subsumed into national literature and history, with 
writers such as August Wilhelm Schegel claiming him as ‘ganz unser’ (entirely ours). In the case 
of Spain, Shakespeare’s cultural value and positioning has been less secure.  

This paper will trace Shakespeare’s fluctuating relationship with Spanish theatre and society 
from the eighteenth century, the same time Schegel was declaring Shakespeare was German, 
paying particular attention to the role he fulfills in the individual provinces as they fight for an 
independent identity. As has occurred time and again, we see Shakespeare weaponised both for 
and against popular trends in Spanish theatre that were enforced from a centralised political and 
cultural hub of Madrid. This paper will explore the specific reactions of the provinces of La 
Comunidad de Madrid, Catalonia, and El País Vasco, as each fight for unity and independence. 

Emer McHugh (National University of Ireland Galway) A Shared Language: Shakespeare, the 
Irish National Theatre, and the Repertoire 

In an address delivered at the Royal Shakespeare Theatre in April 2014, the Irish President 
Michael D. Higgins acknowledged the fraught relationship between Ireland and England 
throughout history, yet contended that ‘the English language that we share, if it was once the 
enforced language of conquest, it is today the very language in which we have now come to 
delight in one another, to share our different and complementary understandings of what it means 
to be human together in this world, transacting in the currency of words’ (2014). Taking Higgins’ 
idea of a shared language between these two countries as my cue, and in light of the 
commemorations of both Shakespeare 400 and the Easter Rising this year, I explore how the 
Irish national theatre, the Abbey Theatre, represents the Shakespearean output in its repertoire. 
Through examining paraphernalia from a selection of Abbey productions of Shakespearean 
plays, I examine the theatre’s relationship with this most ‘English’ of playwrights: whether it 
seeks to place or displace his plays within the gamut of its repertoire. Is Shakespeare considered 
a foreign text on a national platform, or something as legitimate as anything performed at the 
RSC, Shakespeare’s Globe, or the National Theatre?

Koel Chatterjee (Royal Holloway, University of London) Constructing a National Indian 
Identity: Vishal Bhardwaj uses Shakespeare to do more than just ‘hold a mirror up to nature’ 

For  a  country  with  a  colonial  past,  it  is  inevitable  that  Shakespeare  has  not  only  been 
appropriated for postcolonial commentary in India but also to examine the relationship between 
the different Indian national identities that began to emerge in the newly independent county. In 



this  paper,  I  will  focus  on  the  work  of  Vishal  Bhardwaj  and  use  examples  from  his 
Shakespearean Trilogy – Maqbool  (2004), Omkara  (2006) and Haider  (2014) to discuss how 
each of these films question commonly held notions about what it is to be Indian and hold up a 
mirror  to  a  reality  that  is  often ignored in  popular  culture  cinema.  More importantly,  I  will 
establish how Bhardwaj uses his films to construct several different Indian identities that speak to 
the reality of a divided and intolerant India today and use examples from Bhardwaj’s trilogy to 
talk  about  religious  identities,  gender  identities  and  national  identities.  I  will  conclude  by 
establishing how Bhardwaj deconstructs Shakespeare with postcolonial confidence to highlight 
contemporary  concerns  within  modern  India,  thereby  attracting  attention  both  from 
Shakespearean enthusiasts across the world and global Bollywood aficionados.

Shakespeare as a Pedagogical Force, Annex 

Laura Nicklin (University of York) The Wise Man Knows Himself to be a Fool: Shakespeare in 
Prisons as a Vehicle for Rehabilitation through Internal and External Re-Humanisation. 

My multi-sited ethnographic doctoral research project investigates Shakespeare-focussed 
performance-based programmes used in criminal rehabilitation in the USA. Currently, traditional 
prison does not reduce criminal offending. Current UK statistics state 45% of adults reoffend 
within five years of release and over 30% reoffend within six months. In the USA, reoffending is 
even higher, at 70%. Yet there are Shakespeare-focussed education programmes that for over two 
decades have been operating as a supplement or alternative to incarceration that maintain a 
falling reoffending rate. Though statistically these programmes appear to reduce reoffending, 
there is little existing literature surrounding the specifics of these programmes, their practice, 
intention and function. I spent three months in the USA experiencing these programmes both in 
prisons and alternative centres. 

This paper explores a key overarching finding of this research considering Shakespeare as a 
vehicle for internal and external re-humanisation of criminal offenders. Criminal justice systems 
and societal stereotyping labels people, with dehumanising language such as thugs or scum, 
never the human they were prior to committing their crime. The programmes I experienced 
engage on a human level to both educate participants internally and externally demonstrate to 
society the human beings they are beyond the crimes they have committed.     

Amy Bonsall (Leeds University) Intercultural Chameleons: The Collaboration Between 
Nanzikambe Arts and Bilimankhwe on African Romeo and Juliet/Romio ndi Juliettl in Malawi 

There are very few studies that document the impact and influence the work of Shakespeare has 
had in Malawi. Shakespeare has been on the school curriculum in Malawi since the arrival of the 
Missionaries in 1875 and remains on the curriculum to the present day, despite independence 
from the British being achieved in 1964. This paper will examine the relationship between 
Malawian theatre company Nanzikambe Arts and British theatre company Bilimankhwe who 
collaborated on production a production African Romeo and Juliet and how the ecology of the 
rehearsal room impacted the final production. Through examination of various responses to the 



work as well as interviews with Misheck Mzumara (current Artistic Director of Nanzikambe 
Arts) and Kate Stafford (current Artistic Director of Bilimankhwe) this paper will highlight how 
Shakespeare has been used as a vehicle for international co-operation and mutual artistic 
development. 

Paulina Collovoti (University of York) Shakespeare for Human Rights 

This paper shows the results of an exploratory study about the relationship between human rights 
and Shakespeare education. It examines if English teachers discuss human rights elements when 
teaching Shakespeare’s plays. Under a qualitative approach, semi-interviews were conducted to 
English teachers from a range of secondary schools in UK. The research analyses three examples 
of human right themes in Shakespeare teaching. Firstly, the ideas of anti-Semitism, bigotry and 
intolerance in The Merchant of Venice. Second, reflections about race, xenophobia and 
multiculturalism in Othello.  Finally, woman’s equality and gender issues in Romeo and Juliet. 
 The study found that English teachers do not only talk about human rights when they teach 
Shakespeare, but they also consider it an important and fundamental topic for analysis. The study 
shows that, despite that most of the teachers interviewed regard the relationship between human 
rights and Shakespeare imperative, they never mention the words "human rights" in their classes. 
Preliminary conclusions suggest that the strategic partnership between citizenship education and 
Shakespeare literature could be translated into a positive experience for students. Furthermore, it 
demonstrates that some Shakespeare’s plays can be a great way to discuss and analyse human 
rights’ issues in the context of secondary school. 

***	  

12:00-13:00 

Plenary, Lecture Hall 

Dr Stephen Purcell (University of Warwick) Reformulating ‘Liveness’ in Twenty-First Century 
Performances Shakespeare 

In 1999, Philip Auslander argued in his book Liveness that the field of performance studies was 
dominated by ‘a reductive binary opposition of the live and the mediatized’; ‘live’ performance, 
he suggested, is not an ontological category, but rather ‘a historically contingent concept whose 
meaning changes over time and is keyed to technological development’ (2008: 3, xii). Re-reading 
Auslander’s book fifteen years into the new century draws attention not only to the prescience of 
his argument, but also to some of its blind spots. This paper will consider three trends in modern 
Shakespearean performance in light of Auslander’s study: the live broadcasting of theatre 
productions; the increasingly popular genre of immersive theatre; and, finally, the body of 
practice emerging from, and centring around, the reconstructed Shakespeare’s Globe Theatre in 
London. Though all of these movements had precursors long before 1999, this paper will argue 
that all three have become much more influential since. It will consider the ways in which each 



of these movements constructs ‘liveness’, paying particular attention to the implications of these 
constructions for Shakespearean performance.

*** 

14:00-15:15 

Perspectives on Women in Early Modern Drama, Reading Room 

Kibrina Davey (Sheffield Hallam University) Young Mourners and ‘Old’ Murderers: Age 
Difference and the Dangers of Love for Women in Early Modern Tragedy 

During the early modern period women were simultaneously considered to be moist, cold, and 
full of tears, as well as hot, lusty, and dangerous. This paper will consider the role of age in these 
conceptions of female emotion, comparing and contrasting the responses of women of different 
ages who have been thwarted in love in early modern tragedy. Whether they are separated from 
loved ones, are grieving the deaths of their beloveds, or have been rejected due to unrequited 
love, this paper will examine the emotional reactions of these women, and consider to what 
extent their time of life contributes to said reactions. Why do some women weep, and some enact 
revenge? How does age affect their actions?  

This paper will draw on early modern philosophical and proto-psychological theories and 
doctrines on the passions and humours in order to discover how age was believed to affect 
emotion, and how early modern cultural assumptions about age and emotion assisted or 
contradicted assumptions about gendered passion. This paper will look at women from both 
Shakespearean drama, such as Ophelia from Hamlet, as well as those from the works of other 
early modern playwrights, such as John Ford’s Fiormonda from Love’s Sacrifice.   

Emma de Beus (Columbia University) Statuary Theatre: Shakespeare Frozen in Performance 

This paper focuses on two statues of Shakespearean heroines, one of Juliet in her “house” in 
Verona and one of Lady Macbeth in the series of Shakespearean statues in Stratford-upon-Avon. 
 It examines these statues as both objects and actors in performing Shakespeare’s characters and 
their texts and it dissects the unique roles they play in their liminal performance space.
 
Thus argument centers of the issue of femininity in terms of these two statues and the characters 
they represent.  Both the statues and their respective characters offer a striking set of parallels 
and juxtapositions in terms their dramatic function, their technical features, their materiality, 
their historical connotations, and their cultural functions.  This work taps into these broader 
issues by dissecting the issue of femininity as it is demonstrated in both complementary and 
contradictory ways by these two statues.  This paper uses this issue of femininity to think about 
how it can both empower and destabilize these female characters.  Ultimately, it also connects 



this analysis into a larger argument about the theatrical nature of visual art, particularly as it 
relates to Shakespeare’s cultural ubiquity.

Mette Sjölin (Lund University) Criticism, Celebration, and Creative Solutions in Feminist Re-
Visions and Productions of Shakespeare 

This paper deals with feminist creative responses to Shakespeare from the past four decades. It 
offers an analysis of different strategies employed in dealing with the practical problems of the 
imbalance in size and number between male and female roles in Shakespeare’s plays as well as 
the arguable ideological problems involved in perceiving the plays from a feminist point of view.

With the radical feminism of the 1970s, a desire emerged to create new possibilities for female 
theatre practitioners and to find alternatives to conventional ways of interpreting Shakespeare’s 
female characters. In this paper, feminist re-visions of Shakespeare’s works from the 1980s and 
1990s will be considered as having their roots partly in this political climate within the theatre.
 
At the same time, it can be claimed that feminist Shakespeare appropriations do not 
fundamentally criticise Shakespeare’s works; they are critical towards their own society, see an 
ally in Shakespeare, and turn to him for help. The re-visions can be seen as both drawing on 
inherent proto-feminist elements in Shakespeare’s plays and as taking advantage of 
Shakespeare’s status as a cultural icon for their own purposes.

Shakespeare and the Church, Lecture Hall 

Kelsey Ridge (Shakespeare Institute) ‘Christian and Heathen’:  A Coptic Reading of Othello 

Shakespeare's Othello is often regarded as either a Sub-Saharan black pagan or a North African 
brown Muslim.  Those views have been debated and presented in the text's critical and 
production history.  However, these theories may be overly simplistic, as they ignore the 
historical and modern presence of the Coptic Church in North Africa.  Othello, examined in light 
of that history, can be opened up to complications and to new potential commentaries about the 
treatment of religious and ethnic minorities.  This paper will examine Othello against the 
background of the Coptic Church. 

Majeed Midhin (University of Essex) Shakespeare’s Concept of Justice: A Close 
Reading of Othello and King Lear   

Justice, which is an extremely alive issue in human society, affects both the individual in the 
conduct of his/her own life and the society with its administration of the law. So, from the first 
sight of creation, justice plays an integral part of human search and knowledge.  

However, whether it is human or divine, justice seems to have haunted Shakespeare in the same 
way as it haunted Renaissance Christendom. This truth emerges most plainly in his greatest 



tragedies. Shakespeare’s concept of justice had deep roots in the orthodox tradition, Christian 
creeds and confessions. Moreover, most Elizabethan tragedies are deeply concerned with the 
problems of justice which is embodied in a secular way with regard to its religious nature. 

The present paper is an attempt to shed light on Shakespeare’s idea of justice as reflected in his 
great tragedies, Othello and King Lear. Both plays reflect two different kinds of justice: the 
private and the retributive justice respectively. Although the idea of justice can be found in all 
Shakespeare’s genre of histories, comedies and tragedies, I choose the latter since they reflect 
mature view of the theme under study. A historical view of justice is also provided to see how 
Shakespeare formulated his own concept of justice. 

Luis Conjero-Magro (University of Extremadura) Intertextual Key of Shakespeare’s 
History Plays and its Spanish Translation 

This presentation studies the biblical intertextuality that permeates Shakespeare’s dramatic and 
poetic oeuvre both in the source and the target text, that is, the Spanish translation of 
Shakespeare’s plays. Special attention is paid to Shakespeare’s representation of memory in his 
second historical tetralogy through the use of quotations and echoes from the Bible. Indeed, the 
function of the scriptural intertext in the language of some of the main characters in the tetralogy 
is crucial for the final resolution of its plot. Thus, the Old and New Testament references found 
in these four plays (Richard II, 1 Henry IV, 2 Henry IV and Henry V) help to portray these three 
monarchs. As corresponds to a sovereign who firmly believes in the unmediated character of his 
divine anointment, Richard II’s biblical language contrasts starkly with the scriptural sentences 
and allusions that both king Henry IV and his son, king Henry V, introduce into their language. 
The Old and New Testament maxims, sentences and phrases in general that Henry IV and Henry 
V use are not any different from the ones to which common people resorted. Only an accurate 
contrastive analysis of this biblical intertext can help to improve the Spanish translations of 
Shakespeare’s history dramas.

Shakespearean Encounters in the 21st Century, Annex 

Jay Paul Skelton (Kingston University) Crossing the Bridge: Contemporary Actors and the 
Performance of Classical Text 

Patsy Rodenburg states that "in Shakespeare, characters speak to survive." She directly addresses 
the contemporary actor when she writes, "the only bridge you have to cross in order to relate 
your own heightened awareness to that of Shakespeare is to understand that his characters 
explore these moments by voicing them clearly through precise and poetic language formed 
under pressure, and with full and equal attention to the world outside of them." My paper offers 
steps toward an integrated rehearsal methodology that addresses the unique challenges that 
modern theatre artists can face when performing classical text in general and Shakespeare in 
particular. My presentation will not only identify the skills necessary for the contemporary actor 
to cross "the bridge" as described by Rodenburg, but also discuss how Viewpoints, originally 
developed by choreographer Mary Overlie and further adapted by Anne Bogart and Tina Landau, 



might support and enhance Stanislavsky's technique of Active Analysis to foster and sustain 
those skills. This paper will include early findings from four "rehearsal laboratories" related to 
productions of The Comedy of Errors, As You Like It, and Romeo and Juliet by Shakespeare, and 
the un-credited medieval morality play Mankind. I hope this research may contribute to the 
continuing exploration of traditional and experimental approaches to classical play-texts, 
including those of Shakespeare and his contemporaries.  

Rebecca Fredrickson (Shakespeare Institute) ‘The Rude Eye of Rebellion’: Audience Gaze and 
Film Semiotics in NTLive’s As You Like It 

Since 2009, the National Theatre has been regularly broadcasting stage productions live to 
cinemas around the world. The goal of these broadcasts is to give the cinema audience the “best 
seat in the house” for each moment of the show. This is accomplished by the use of several 
movable cameras filming at the same time, allowing the broadcast director to switch seamlessly 
from shot to shot. 
  
Live theatre and cinema offer two very different modes of viewing. In live theatre, the eyes of 
the audience member dictate the experience, while in films, the camera functions as the “eyes”. 
The human eye can be directed as its owner wishes, while in a sense the camera locks in the 
gaze. 
  
Because of these differences, the idea that a filmic representation can accurately convey a 
theatrical experience is dubious. This raises the question: what exactly is a cinematic broadcast 
of a live performance? By analyzing the cinematography of NTLive’s recent broadcast of As You 
Like It, I examine its successes and failures as both a film and a representation of a live 
experience. 

Rachael Nicholas (University of Roehampton) Shakespeare Audiences Live!: Understanding 
‘New’ Encounters with Shakespeare 400 Years On 

Encounters with Shakespeare in performance can now happen almost anywhere thanks to 
developments in streaming technology. In this paper I will focus on the proliferation and 
expansion of ‘live’ screen experiences of Shakespeare, which include NT Live and the RSC’s 
‘Live from Stratford-Upon-Avon’. Whilst huge claims are made about how these new forms are 
reaching wider, more diverse, and ‘new’ audiences, questions remain about exactly how these 
new forms are changing the way audiences are experiencing, accessing and encountering 
Shakespeare, what the wider implications of this might be, and how this relates to a 400-year-
long history of encountering Shakespeare. Contextualising the move towards the ‘live’ within 
wider political, institutional and historical frameworks, I will interrogate the claims made on 
behalf of contemporary audiences, and drawing from my current research, I will argue that 
talking to audiences is central to understanding how they interact with and value these ‘new’ 
encounters. Discussing some of the methodological challenges that this kind of research has 
presented, I will question how useful conceptions of Shakespeare ‘audiences’ as distinct and 



fixed might be, suggesting that livecasting forces us to reconsider how we think about the way 
Shakespeare in performance is received, valued, and circulated.   

*** 

15:30-16:30 

Plenary,	  Lecture	  Hall	  

Erica Whyman OBE (Royal Shakespeare Company) A Midsummer Night’s Dream: A Play for 
the Nation 

A Midsummer Night's Dream is an enchanting play, full of wisdom, mischief, and joy but it is 
also about community, about coming together from all walks of life and congregating in the 
name of peace and stability.  It is full of beautiful poetry but almost no difficult language, and 
themes known to every single one of us - how to love, how to grow up, and that allowing 
ourselves to believe in fairies, even just for an evening, is very good for the soul. 
 
However, this Dream is like no other; 18 generous and brilliant professional actors will share 
their stage with 14 different amateur casts playing Bottom, Quince and the Mechanicals in each 
of the show’s tour locations, and 58 groups of 10 schoolchildren will join Titania's fairy train. 
687 people will take part in the show between February and July.  When the production returns 
to Stratford in June each amateur cast will join us there to perform on the Royal Shakespeare 
Theatre's glorious stage. It is an exercise in trust, in partnership and one which tests and 
celebrates our firmly held belief that Shakespeare truly is for everyone. 

***	  

16:40-17:55 

Linguistic Microcosms and Macrocosms, Reading Room 

Darren Freebury-Jones (Cardiff University) ‘Borrow’d glories’: Exploring Shakespeare’s Verbal 
Indebtedness to His Early Modern Contemporaries 

Ann Thompson has pointed out that many scholars are reluctant to accuse Shakespeare of 
borrowing phrases and images, but prefer to assume that other dramatists borrowed from him. 
However, scholars such as Hardin Craig, Thomas H. McNeal, and, more recently, Charles R. 
Forker and Bart Van Es, have been willing to accept the notion that Shakespeare followed the 
standard practice of borrowing from his fellow dramatists. This paper explores Shakespeare’s 
verbal indebtedness to his Elizabethan contemporaries, encompassing works such as Soliman 
and Perseda, The History of King Leir, and The Troublesome Reign of King John. Significantly, 
Martin Mueller has created a database called Shakespeare His Contemporaries, which consists of 



over 500 plays dated between 1552 and 1662. Shakespeare His Contemporaries lists play pairs 
that share large numbers of dislegomena consisting of four words or more, and therefore 
provides empirical data that can help researchers to explore the intertextual relationships between 
early modern texts. The paper investigates the nature of these parallels, drawing upon the idea of 
Shakespeare’s aural, or ‘actor’s memory’, and concludes that in order to broaden our 
understanding of Shakespeare’s verbal art, more work needs to be done to ascertain the patterns 
of influence in his early works.

Charlène Cruxent (University Paul-Valéry Montpellier 3) What’s in a Nickname?: Romeo and 
Juliet as a Case Study 

A lot has already been said about the function and importance of names in Shakespeare’s Romeo 
and Juliet; fewer studies have been conducted on nicknames. However, occurrences of 
nicknames can be found in almost all of Shakespeare’s plays, the story of the “star-crossed 
lovers” having a significant number of those anthroponyms (which may suggest that their 
presence is not fortuitous).

Nicknames are often coined by a character and given to – not to say imposed on – another one in 
order to display affection or disdain. Those denominations are more interesting than proper 
names because of their propensity for bending certain social rules through the creation of 
informal labels. 

Used in an ironic way, the new appellation can amount to provoke, and possibly even to insult a 
protagonist modifying his/her original denomination. This renaming process has a crucial role in 
the economy of the play since it shows the nature of the relationships between the characters; 
kinship being liable to change according to the type of anthroponym used.

Deciphering the use of nicknames and other unconventional appellations, this presentation will 
offer a new perspective on names in Romeo and Juliet.

Theatre and Currency in Early Modern England, Lecture Hall 

Lana Harper (University of Sussex) ‘The lewdest blades and naughty-packs’: The Representation 
of Urban Communities in 1630s Topographical Comedies 

In the 1630s a group of plays including Hyde Park, Covent Garden and The Sparagus Garden 
demonstrated new innovations in existing traditions of city comedy. Taking an extraordinary 
interest in fashionable leisure resorts, these plays present London locations with an unusual 
amount of topographical exactness. 

The plays are largely set in an area called ‘the Town’, which was also where Salisbury Court and 
the Cockpit, the playhouses where they were performed, were situated. The geographic intimacy 
between playhouse and setting is highlighted by the texts: in Covent Garden one servant asks 
another if they will live near the titular square, to which he responds ‘I hope so: we shall then be 



neere the Cockpit and see a Play now and then’ (I:i). This metatheatrical wink underscores the 
implied verisimilitude of the action and the intimate relationship between the characters and 
audience members. 

This paper shows how the plays satirized contemporary society and politics, and demonstrated 
anxieties about the behaviour of those that frequented their locations. It also suggests that the 
playwrights attempt to influence society by highlighting the faults of characters at leisure 
locations in the Town, hoping to prompt reflection by those who are exactly that – their audience. 

Lydia Burton (King’s College London) Money and Alternative Currencies in the Comedies of 
Ben Jonson 

This paper will argue that Jonson’s comedies point to the fundamental instability and dangerous 
malleability of money. I will consider the impacts of the Great Debasement and argue that this 
fundamental devaluing of physical coinage created the ideal environment for Jonson, some 
decades later, to demonstrate the value of currencies rooted in language and human relations, and 
to create comedies whose ostensible preoccupation with money is constantly destabilised by 
these alternatives. 

I will explore three alternative currencies as showcased by three plays. In The Alchemist, rich 
language supplants the material riches it purports to describe. Informed by Jean Baudrillard’s 
concept of simulacra, I will explore the ways in which language creates more potent, super-real 
desires whose power lies in their failure to ever be realised. Epicoene’s ostensibly money-
motivated plot is primarily driven by the character Truewit, who seeks only the approval of his 
friends; this approval becomes the currency with real power to shape events.  Finally, The Staple 
of News depicts money as the character Pecunia; I will examine this personification as a means 
of simultaneously bringing money closer to and further away from those who use and desire it, 
disrupting traditional monetary processes through Pecunia’s humanity.  

Shakespeare and Post-War British Literature, Annex 

Charles Morton (Shakespeare Institute) ‘He didn’t measure the man up against the idea and give 
you hot tips on the outcome’: Harold Pinter’s Discussion of Shakespeare in his Early Writing 
(1950-1956) 

In this paper, I will discuss three examples of Harold Pinter’s early writing concerning William 
Shakespeare. By examining these, I aim to establish the formative and significant role that 
Shakespeare had on Pinter’s view of theatre. The three pieces in question are a short essay, a 
precociously early autobiographical memoir and Pinter’s only novel. Each of these concern a 
different aspect of Shakespeare’s influence. The ideas raised and developed over the six years 
show a continuing engagement with Shakespeare’s work during Pinter’s early career as an actor. 
He sets himself against what he considered to be the common misconceptions regarding 
Shakespeare by audiences at the time. In these works, we can also see early signs of Pinter’s 
unique approach to dramatic writing that was to have such an effect on the British theatre. This 



paper will demonstrate the important and lasting influence that Shakespeare had on the creative 
outlook of ‘the foremost representative of British drama in the second half of the twentieth 
century.’

Sarah Waters (Oxford Brookes University) Transformed by Shakespeare: Theatrical and Literal 
Transformation in Narnia 

In this significant anniversary year for Early Modern drama, the world is awash with adaptations, 
appropriations, tenuous Shakespeare links, and attempts to cash in on the Shakespeare-factor. 
This paper turns to an appropriation of Shakespeare to which little to no attention has been paid: 
Shakespeare appropriation in CS Lewis’ Chronicles of Narnia. Although instances of 
appropriation in Narnia are less well-documented, they are by no means insubstantial. This paper 
will demonstrate that Narnia owes a considerable debt to Shakespeare.

This paper proposes to investigate the way transformation is handled in Narnia, and the 
Shakespearean tradition in which Lewis is working. Moving away from associations of Ovid or 
Christianity, this paper will instead give consideration to the way that transformation is often 
theatrical in the Chronicles, involving elements of disguise, deception, and doubling. 

Particular attention will be paid to the Shakespearean dimensions to transformation in the 
Chronicles and the subsequent impact this has on the spiritual and physical changes we see at 
play in the series. From mentions of Dream’s Bottom, to complete Donkey transformations, 
Narnia is rife with Shakespearean transformations. Ultimately, this paper will suggest that 
transformation is indicative of wider appropriation in the undiscovered Shakespearean country of 
Narnia.

*** 

Saturday, June 4 

*** 

10:45-11:45 

Plenary, Lecture Hall 

Dr Patrick Gray (Durham University) Caesar as Comic Antichrist: Shakespeare’s Julius Caesar 
and the Medieval English Stage Tyrant 

Shakespeare’s representation of Julius Caesar differs notably from that of his contemporaries, as 
well as from the picture of Caesar which emerges from his most obvious classical source, 
Plutarch’s Lives. Plutarch’s Caesar is shrewd, resilient, and dignified; Shakespeare’s in contrast is 
physically weak, obtuse, and grandiose. Other Renaissance playwrights model their versions of 
Caesar on Seneca’s Hercules, as well as Plutarch’s biography. Shakespeare, however, draws on 



the conventional depiction of Julius’ successor, Augustus, in medieval English mystery plays, as 
well as other tyrants such as Herod the Great. Over the course of these pageants, characters such 
as Moses and Pharaoh set up a typology of Christ and Antichrist. In keeping with this pattern, 
Caesar in the mystery plays is typecast as a blustering, comically inadequate parody of Godhead, 
akin to Lucifer, or Antichrist himself. Speeches proclaiming his worldly might echo the language 
of God the Father. These boasts are belied, however, by his inability to forestall the coming of 
Christ, whom he fears as a potential political rival. Mystery plays tend to focus on Augustus 
Caesar, emperor at the time of Christ’s Nativity. Shakespeare’s Julius, however, stands in the 
same medieval tradition. As a type of Antichrist, he is a foil for the future Christ. His failure sets 
the stage for a different and paradoxically more powerful Messiah. 

*** 

11:55-13:10 

Stagecraft and Setting in Modern Shakespearean Performance, Reading Room 

Ella Hawkins (Shakespeare Institute) Building Worlds for The Winter’s Tale: 21st Century 
Approaches to Stage Design 

The Winter’s Tale has long been considered a difficult play to stage: the two contrasting 
settings, moments of illusion, personification of ‘Time’, and intriguing stage directions pose 
challenges for both directors and designers. In recent months, The Winter’s Tale has been 
staged by multiple theatre companies with contrasting approaches to solving these problems. 
The Sam Wanamaker Playhouse has seen a period dress production of the play; the Kenneth 
Branagh Theatre Company staged it within a festive, 19th century-inspired mise-en-scène; and 
Northern Broadsides toured the UK with a contemporary interpretation. Using a range of 
primary evidence, I will consider the potential outcomes and implications of each of these 
approaches to designing The Winter’s Tale. How was design employed to communicate 
specific problematic elements of the text, and what overarching environment or ‘world’ was 
created onstage? Further, how does setting the play within a Jacobean, modern, or alternative 
period affect the way in which a modern audience might engage with Shakespeare’s text? I 
will explore the role of design in present-day stagings of Shakespeare and highlight the 
importance of scenography in communicating a director’s and/or designer’s interpretation of a 
text. 

Caroline Heaton (Sheffield Hallam University) A Tale of Three Winters: Leontes, Hermione, and 
Perdita in 2016 

The recent escalation of interest in Shakespeare’s late plays has seen innumerable productions of 
The Tempest and The Winter’s Tale, across and beyond the UK.  Even the lesser-spotted 
Cymbeline and Pericles have seen a resurgence, and these examples of ‘indoor Shakespeare’ 
have been particularly popular in the winter of 2015/16.  This paper will review three recently-



staged UK productions of The Winter’s Tale, making comparisons between three different 
directorial approaches, revealed in three very different venues. It will explore the impact of the 
physical location, design and tone of each production, and analyse the degree of success with 
which the various practitioners have been able to bring to life this ancient tale of jealousy and 
redemption.  

Stephanie Stokker (University of Stuttgart, Royal Academy of Dance London) Moving Between 
Page and Stage: Words Require an Audience to Leave a Trace 

Dealing with a literary giant such as Shakespeare means to confront the “Shakesfear” by 
gradually approaching his unique words through various forms of interpretation. The stage plays 
thereby an essential role, as the plays were originally composed onstage. Rather, for 
Shakespeare, the page was brought to life only for documentation purposes, since there was no 
other form to record. Today we appreciate both autonomous art forms, which derived from one 
another to express Shakespeare’s words. However, we are working at a time that celebrates 
movement and performing arts, this essay will discuss Shakespeare’s fundamental creation of 
theatre arts, whose central themes have been and still remain central, despite the 400 years that 
have elapsed, and became a tremendous inspiration for many artists of past and future 
generations. On the basis of Shakespeare’s As You Like It, I will examine how the theatrical 
media of expression stylises its acts with gestures, movements, and enactments to convey its 
voice to the audience. Example performances will be the 1967 premiere from The Old Vic, the 
2010 release from Shakespeare’s Globe, and the 2013 release from the Royal Shakespeare 
Company. 

Shakespeare and Queer Theory, Lecture Hall 

Gemma Miller (King’s College London) Queering Childhood and Performing Camp in Sam 
Mendes’s Richard III (1992) 

Sam Mendes’s production of Richard III at The Other Place presented a “queer” performance of 
childhood that transgressed boundaries of both age and gender. By casting adult women in the 
roles of the two princes, Mendes turned the early modern theatrical practice of age and gender 
cross-casting on its head to startling effect. The two actresses doubled as Lady Anne and Queen 
Elizabeth, presenting naturalistic performances in these female roles that contrasted with their 
anti-mimetic performances as the two young princes. What made this performance of childhood 
particularly “queer”, rather than merely anomalous, was the interpretive context provided by 
Simon Russell Beale’s Richard. In a production that was otherwise remarkably “straight”, his 
flamboyantly “queer” Richard blurred boundaries of gender and sexuality with an arch 
knowingness that was quintessentially camp.  Like the two young princes, his performance relied 
on citation, quotation and self-reflexivity, creating the frisson of heterodoxy that is the natural 
corollary of the camp aesthetic. In this paper I argue that, as a dramatic counterpoint to Richard 
and his “queer” performance of camp, the cross-cast princes not only disavowed narratives of 



childhood as a discrete temporal state, but disrupted the idealized iconicity of childhood that has 
shadowed this play for so many generations.   

Eva Spisiakova (University of Edinburgh) Sonnet Translations Behind the Iron Curtain: Fair 
Youth’s Censorship in Communist Czechoslovakia and Beyond 

The controversy surrounding Shakespeare’s sonnets and particularly the homoerotic potential in 
the Fair Youth sequence inspired generations of critical interpretations, and likewise attracted 
more than four centuries of censorship. The tradition started in 1640 with John Benson’s 
abridged and heteronormatised edition, and continues until the current days particularly in 
translations that adjust Shakespeare’s words to cultures that consider male love a taboo. Czech 
Republic and Slovakia went through a series of turbulent changes in the 20th century, including 
more than forty years of communism during the Cold War period. The sonnets, as one of the 
treasures of world literature, have been translated regularly and frequently throughout these 
times, and each of the translators offered a different view of their story. While it is tempting to 
assume that the translations were subjected to a heavy censorship during the totalitarian times 
when homosexuality was a banned taboo, and that they emerged in their truer form once both 
countries embarked on a journey towards LGBTQ acceptance, the reality is surprisingly 
different. The presentation will map the history of sonnets within these two countries in the past 
century, while tracing ties between Shakespearean studies, translation and queer theory. 

Amy Tollyfield (Shakespeare Institute Alumna) Shakespeare's Lesbians: Where are They Now? 

Erotic love and desire is very present in the Shakespearean canon. Shakespeare's lovers meet a 
range of outcomes from their loves; Romeo and Juliet doom themselves and each other, 
Desdemona meets an unfortunate end at the hands of Othello, and in Hermione and Leontes' 
triumphant reunion we are overjoyed at the casting off of winter and shame, as love gives way to 
the spring of forgiveness and peace. But where do Shakespeare's lesbians fit into all of this? 
Indeed, are there any Shakespearean lesbians?  
 
Looking closely at three plays, King Lear, Twelfth Night, and Antony and Cleopatra, with a 
concluding nod to The Winter's Tale (what were Hermione and Paulina really up to for sixteen 
years?), this paper aims to expose Shakespeare's lesbians in all their natural, unabashed light. 
What journeys will Shakespeare's lesbians take? What endings will Shakespeare's lesbians meet? 
And of course, do Shakespeare's lesbians exist?  
 
Through writing this paper I will draw upon the criticism and expertise of Dr Theodora 
Jankowski, Dr Terri Power, Dympna Callaghan, Professor Stanley Wells and Judith Butler. 
Additionally, I will research contemporary performances of relevant Shakespearean plays to 
unveil further hidden truths. 

Ethereal Worlds and Invisible Boundaries, Annex 



Richard O’Brien (Shakespeare Institute) ‘Heard no more’: Shakespeare and the Performer’s 
Nadir 

Max Beerbohm described the role of Hamlet as a hoop ‘through which every very eminent actor 
must, sooner or later, jump’; Stanley Wells, in Great Shakespeare Actors (2015), declares that 
Shakespeare’s great roles ‘invite greatness of performance’. Not all performers, however, have 
the opportunity for greatness.  

The 1987 film Withnail & I famously ends with its title character, an out-of-work actor and self-
destructive alcoholic, delivering Hamlet’s ‘What a piece of work is a man!’ to an audience of 
unresponsive wolves. In 2014’s The Trip to Italy, Steve Coogan plays a fictionalised version of 
himself: a comedian who fears he will never be remembered as a serious artist. On a visit to 
Pompeii, Hamlet’s speech to Yorick’s skull channels the character’s reflections on fame and 
mortality. And in the 2014 film Birdman and the 2016 stand-up series Stewart Lee’s Comedy 
Vehicle, Macbeth’s ‘Tomorrow and tomorrow and tomorrow’ monologue appears both to 
illuminate and mock the repetitive futility of the performer’s existence.  
 
This paper will explore how four contemporary depictions of actors and performers evoke the 
received idea of the great Shakespearean role as the pinnacle of the actor’s art as a foil for the 
implied failure of their subjects’ creative careers. 

Tom Harrison (University of Hull) Worlds out of Words: Jonson and the Aristophanic Great Idea 

This paper will examine the alchemical laboratory and News Office that serve as ‘centres 
attractive’ in Ben Jonson’s The Alchemist and The Staple of News, and will highlight how each of 
these sites, although supposedly real, remain largely in the audience’s imagination, located in the 
offstage space behind the tiring house and invoked mainly through characters’ words and actions. 
Such a dramaturgical strategy holds parallels with the ‘Great Ideas’ that provide the propulsive 
force to Aristophanes’ comedies—in particular with the Thinkery in Clouds and 
Cloudcuckooville in Birds, which reify their plays’ respective focus on the new sophistry and the 
desire to escape litigious culture of Athens. As in Jonson, though, Aristophanic reification is 
achieved through a minimum of scenic decoration, with the playwright relying on the ‘rhetorical 
scenery’ (States) of his text to evoke these structures in the minds of his audience. These devices 
exploit the tension between the ‘seen and obscene,’ a tension that cuts to the heart of how both 
playwrights view theatre: as a forum for interrogating the power and limitations of logos, and as 
a site where the audience, their imagination exploited for creative potential, can simultaneously 
(and ironically) be also invited to consider the insubstantial space beyond the tiring house or 
skene wall and the airy nothings out of which scenic space is created.  

Sarah Hofrichter (University of Aberdeen) The Science of Paradise: Miltonic Astronomy in 
Paradise Lost 



John Milton, the Blind Poet of mid-17th century England, is most famous for his epic poem 
‘Paradise Lost’.  In iambic pentameter, the poem tells the story of the Book of Genesis, following 
the creation of the universe, the rebellion of Satan and his fellow angels, and the rise and fall of 
Mankind.   

While many aspects of the poem have been heavily scrutinised – such as Eve’s influence on 
Adam or Satan’s role as the traditional epic hero – Milton’s use of astronomy within his poem is 
frequently overlooked.  Although the action in the story takes place either in Eden, Heaven, or 
Hell, the setting is foregrounded by significant narratological focus on the stars, the sun, the 
moon, and the universe as a whole. 

This paper will discuss – with numerous examples – how Milton used contemporary 
astronomical knowledge to foreshadow the fates of the heroes: the rise and fall of Man; the rise, 
fall, and final degradation of Satan and his angels; and the rise, fall, and resurrection of the 
Christ. 

***	  

14:10-15:10 

Plenary, Lecture Hall 

Dr Harry Newman (Royal Holloway, University of London) Imperfect Shakespeare: Reading for 
Error in The Winter’s Tale 

Although not available in print until more than twelve years after it was first performed, The 
Winter’s Tale is a play that concerns itself with the printed book trade, and in particular with 
print’s relationship to truth, accuracy and error. This paper explores the significance of literal and 
figurative references to print in The Winter’s Tale, but it also considers the impact of 
experiencing the play in print as a reader, especially as it was first published in the First Folio. 
This approach enables insights into the relationship between authorial, scribal and compositorial 
errors and the sexual, interpretive and psychological errors made and perceived by characters 
within the play. How do textual cruxes or errors inflect our understanding of the jealous Leontes’ 
hermeneutic inflexibility (surely Hermione is a ‘hobby-horse’, not a ‘Holy-Horse’)? Can the 
editorial imperative to identify and correct errors be related to the processes by which Time 
‘makes and unfolds error’ (IV.i.2) in the play? In addressing such questions, I seek more broadly 
to investigate how dramatic metaphors are nuanced by their material forms, and to consider the 
role of error in the relationship between stage and page in early modern England.

*** 

15:20-16:35 



Contextualising Witchcraft in Early Modern Playtexts, Reading Room 

Hester Bradley (Oxford Brookes University) ‘To be a wiche I loath’: John Lyly and Witchcraft 

Taking into account recent writings on Lyly and on mental illness, this paper looks at Lyly’s 
association with witchcraft and his dramatic portrayals of witches (in Endymion, Sappho and 
Phao, and Mother Bombie), linking him to the feminine, the inferior, and, in particular, the 
patient who requires correction.   

Gregory Zilboorg (1935) argues that if the word ‘witch’ was exchanged for ‘patient’ in the 
Malleus Malleficarum (1490), it would read like ‘an excellent modern text-book of descriptive 
clinical psychiatry’, aligning notions of mental disorder and its diagnosis with the ostracising and 
oppression of non-conforming women. Work by Carol Thomas Neely, Elaine Showalter, and 
Liah Greenfeld draws on this disturbing connection between witchcraft, oppression and mental 
diagnosis.  
 
Andy Kesson (2015) notes how Lyly’s plays are unusually female-centric, and that his 
‘association with women and effeteness was a major part of his exclusion from the modern 
canon’. This paper will extend Kesson’s argument, suggesting that Lyly is not just 
‘inappropriately feminine’ to modern scholars, but that his reputation as a witch and his relative 
neglect in scholarship reveals much about the relationship between canonicity and what is 
regarded as mental stability. 

Gill Othen (Shakespeare Institute) Which Witch?: The Weird Sisters in the Context of Other Dark 
Magic Plays  

The witches who open "Macbeth" and play a crucial role in the plot are possibly one of the more 
famous aspects of one of the more famous plays in the canon. They were, however, created in the 
context of a society in which witchcraft was officially believed to exist and a theatrical tradition 
in which witchcraft and dark magic play a not insignificant part. Oddly, Shakespeare is one of a 
relatively small number of playwrights who take the evil sisters seriously - in many other plays 
of the period witchcraft and dark magic are as likely to be the source of comedy as of tragedy. 
This paper will consider the weird sisters in the light of other plays, both earlier and later, which 
make use of similar tropes. 

Nicola van der Watt (King’s College London) ‘Demonic witchcraft made sense [...] in a world of 
meanings structured by opposition and inversion’ (Stuart Clark). To What Extent Does This 
Statement Hold True for the Representation of Magic-Use in Jacobean Drama? 

The Jacobean population believed in a corpus of daunting supernatural threats, which 
corresponded to the equally pervasive presence of religion in their day-to-day existence. Magic 
and piety were often presented in a dialogue of oppositions; a battle between the Devil, and his 
array of agents, and the good Christian. In this paper, I compare the construction of literary 



magic-use, and how it compares to constructions of Christianity, in Shakespeare’s Macbeth, 
Rowley, Dekker and Ford’s The Witch of Edmonton, Middleton’s The Witch, Rowley’s The Birth 
of Merlin and Dekker and Massinger’s The Virgin Martyr. In each play, the motivation, character, 
ceremonies, and status of magic-users are inversions of each their Christian adversaries. Such 
opposition creates a unifying narrative across the Jacobean dramatic corpus; through the 
spectacle of dramatic devilry, the Christian audience is shown the true repercussions of magic. 

Reconstructing Early Modern Texts, Lecture Hall 

Kim Gilchrist (Roehampton University) ‘For his name Ludstone, he made men buyld’: 
Imagining Responses to King Lude at the Rose Theatre, January 18th 1594 

Recent work on “lost” plays, particularly by Steggle and McInnis, Wiggins, and for the Lost 
Plays Database, presents exciting new methodological approaches to these textless events and 
their reception. This paper explores the 1594 performance of King Lude by Sussex’s Men at the 
Rose theatre, as recorded in Henslowe’s Diary, the only known reference to the play. In the 
absence of a text, I will examine King Lude via its titular monarch, the pagan rebuilder of ancient 
London. Lud will be contextualised through the civic performance of legendary founders in 
locations such as Norwich, Bristol, and York, alongside Lud’s connections to the perceived 
material antiquity of London’s topography. With reference to Lud’s representation in statuary, 
chronicle histories and popular texts, I will speculate regarding the possible nature of, and 
possible audience responses to, his onstage representation in its particular historical moment: 
King Lude was performed in a brief period when the Rose theatre was reopened between plague 
closures. To many, London may have appeared a dying city in its final days, perhaps a 
provocative context in which to encounter this particular figure, who was still accepted by some 
as a historical king to whom London, or “Ludstone,” owed its name.

Caroline Curtis (University of Birmingham) The Duke of Dark Corners: Ethics vs. Aesthetics in 
Measure for Measure 

Problem plays or dark comedies? The term depends on interpretation of Shakespeare's processes 
in writing these plays, and a reading of them either as failed comedies or deliberate 
transgressions of prescriptive genres no longer qualified to describe the potentials of Jacobean 
theatre. In Measure for Measure meta-theatre has grown ontologically, and the dramatics of the 
Duke Vincentio are almost bereft of the language of the stage. Yet as the Duke attempts to steer 
the lives of his subjects into the rigid generic bounds of comedy, it is Shakespeare, the humanist 
dramatist, who really understands that classical genre categories no longer suffice. 

The appellative term 'problem play' may refer to either a classification problem or an unresolved 
tension within the play itself, which are not mutually exclusive in Measure for Measure. This 
paper presents a reading of the play as exploring Vincentio's attempt to adhere to generic 
constraints, while Shakespeare aims to demonstrate their limitations. 



Adam Barker (Shakespeare Institute) ‘Go to, Sir Fool, let's hear what you can say’ 

In The Cobbler’s Prophecy by Robert Wilson there is a scene set in the court of Venus. With the 
Goddess absent, her lover Mars is enraged and demands that her courtiers tell him where she has 
gone. Finally, her fool, named Folly, gives the game away in a line that, in the 1594 Quarto, is 
very strangely misspelt, as if to signify an odd manner of speaking. I am proposing that Folly is 
actually speaking through his marotte or bauble – the small head on a stick seen in many images 
of fools – and the unusual spelling represents ventriloquized speech. Robert Armin, 
Shakespeare’s late clown, named his bauble Sir Timothy Trunchion and critics speculate that he 
would converse with it on stage, but textual evidence is thin. This paper will look for signs of 
similar practice in the fools of Twelfth Night and King Lear, as well as in plays by Marston, 
Dekker and Greene. It will also examine the way that later performance practices have taken 
advantage of the comic and dramatic possibilities of this device in a manner that goes beyond its 
recognition by textual critics. 

Early Modern Playing Practices, Annex 

Semane Parsons  (Royal Central School of Speech and Drama) ‘Wash Your Hands’: Gesture and 
Performing Shakespeare’s Women 

This paper will examine the use of gesture in Early Modern Theatre and its potential use by 
actors in modern productions of Shakespeare plays to address what Tom Cornford (2012) 
identifies as the gender hierarchy inherent in text-based approaches. Gesture arguably constituted 
a key aspect of performance in Early Modern Theatre, operating as a physical subtext to the 
written text. It is my contention that apprentice actors, or boy players, in Early Modern Theatre 
consciously and specifically used gesture in tandem with the text as part of the actor training 
process; therefore female characters, as performed by boy players, were written and conceived of 
with the use of gesture in mind. From here I ask whether gesture, taken from historical 
descriptions of gestures on stage, in rhetoric, and in common use, could be used in contemporary 
theatre productions to give female characters a greater impact and importance in Shakespeare’s 
plays than purely text-based approaches do. Using gestures recorded by John Bulwer in 1644, I 
conducted two workshops to investigate if and how they could be useful tools for actors to 
embody Shakespearean female characters in such a way as to make them more active in the 
narrative.  

Bailey Sincox (University of Oxford) Authoring Silence: Dumb Show Text and Transmission 

“Dumb show,” a dramatic mode signified by departure from speaking to silent action, appears in 
early modern plays to enrich argument with an allegorical or didactic commentary. In print, 
dumb shows appear as blocks of italic text, lengthy stage directions both literarily opaque and 
“inherently skipable.” In a play like Pericles, the chorus John Gower can only “plaine with 
speach” what is “dumbe in shew,” e.g. “...Pericles shewes at Symonides, the Lords kneele to him; 
then enter Thaysa with child, with Lichorida a nurse, the King shewes her the letter, she 



rejoyces” (Pericles 1609Q, E1r). It is not immediately apparent if the text is instruction for 
action, or a report of performance; similarly, the redundancy of the pantomimed action and later 
dialogue suggests the dumb show is not of a piece with main playtext. Though 120 of these 
textual witnesses to physicalized narrative survive in 57 discrete plays, questions of their 
authorship, transmission, and purpose remain unexplored. Through bibliographic analysis and a 
survey of surviving playhouse documents, this essay will ask: For what purpose were dumb 
shows written, who wrote them, and how did they circulate from playhouse to print? 

Matthew Blaiden (University of Cambridge) ‘If I dream not’: Shakespeare, Dreams, and 
Masques 

In the final scene of The Comedy of Errors, the possibility of dreamy illusion subtly informs 
fleeting conditionals and the language of identity and doubles, revealing ripples in the surface of 
apparent recognition and reconciliation, and thus complicating the perceived ease with which 
order might be restored after a period of ‘errors’. Reading this in the context of the play’s 
performance during the 1594-5 Inns of Court entertainments highlights a connection between the 
epistemic ambiguities of dreaming and cultures of revelry, one that appears several times in 
Shakespeare’s plays especially in relation to masques. Part of a larger, ongoing project arguing 
that the extent of Shakespeare’s engagement with forms of and ideas regarding Renaissance 
masque culture is deeper and more various than attested to by scholarship’s Jacobean and 
Jonsonian slant thus far, in this paper I will explore confluences of dreaming and masquing in 
Shakespeare, arguing that the problematic questions raised by dreaming, not only about the 
boundary between reality and illusion but also, more profoundly and awkwardly, about human 
capacity to untangle the mess, acutely problematise forms of entertainment whose social and/or 
political function requires the intentional blurring of such distinctions. 


