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Carla Della Gatta

In recent years, technology has democratized access to Shakespearean
texts, performances, and scholarship. Ever-present in media campaigns
and slogans, animated and cinematic storylines, and of course, on the
stage, Shakespeare has shown no signs of faltering in the twenty-first cen-
tury. Beginning in 2012 with the Cultural Olympiad, the Globe to Globe
Festival, and the World Shakespeare Festival, the last few years have been
marked by a boom in Shakespearean performances and creativity. The
year 2015 sat between the two anniversary years; 2014 celebrated the )
450th anniversary of Shakespeare’s birth and 2016 commemorated
the 400th anniversary of his death. In 2014, the Gdansk Shakespeare
Festival opened a new theatre, and the new indoor Sam Wanamaker thea- \
tre opened at the Globe. On April 23, 2014, the Globe sent a production N
of Hamlet on a two-year journey to perform the play in every country in :
the world.

Scholarship looked to the future of the field, and 2014 saw the inaugu-
ral conference of the Asian Shakespeare Association, and the Shakespeare
Association of America (SAA) began its now annual “Digital Salon”.
In 2015, the SAA hosted its first “NextGenPlen,” an early-career ple-
nary panel for junior scholars, and in England, work began at Leeds on
the Oxford edition of John Marston’s works and at Newcastle on “The
Thomas Nashe Project”. The Shakespeare in Venice Summer School as
part of “The Shylock Project” in summer 2015 resulted in an histori-
cal performance of The Merchant of Venice in the Venetian Ghetto in
2016. The Norton Shakespeare released a new edition in 2014 followed
by the New Oxford Shakespeare in 2016, and both editions incorpo-
rated performance elements and history. Significant meetings of interna-
tional scholars expanded the diversity of research topics and extended
partnerships and collaboration at the Paris 450 Conference in 2014 and
the World Shakespeare Congress held jointly between Stratford-upon-
Avon and London in 2016. Separate conferences for Donne, Marlowe,
Spenser, Montaigne, Samuel Daniel, Fletcher, and one on Jonson and
Shakespeare all took place in the United Kingdom and Ireland in 2015.
Because 2016 also marked the 400th anniversary of Cervantes’ death and
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of Ben Jonson’s publication of his Works, conferences, symposia, and
research reflected works beyond the Shakespearean and early modern
English canon.

This chapter aims to evaluate the significant categories of research
published during 2014-15. Although I have divided them under these
headings for the sake of facility, the texts intersects through theoretical
and methodological approaches. For edited collections, I highlight sev-
eral essays to offer a sample of the work in the collection. Part T includes
Shakespeare Pedagogies and Curriculum followed by Aspects of Perfor-
mance, Then and Now. Part II focuses on theory and text, including Eco-
critical Theory and Animal Studies, followed by Affect and Emotion,
then Language and Textual Studies. Part IIl includes Shakespeare in Our

World and Digital Resources.

Part —Education and Performance

Shakespeare Pedagogies and Curriculum

Joe Winston’s Transforming the Teaching of Shakespeare with the Royal
Shakespeare Company presents a historical genealogy and assessment of
the Royal Shakespeare Company’s (RSC) development of pedagogy and
its relationship to secondary schools in the United Kingdom. Winston
traces the history of educational offerings by the RSC from workshops
taught by actors who were not yet trained as educators, to the develop-
ment of a long-term strategy for schools, to self-referential celebrations in
the form of awards given to the actors for their teaching. The book brings
together the key figures from the RSC, shifts in politics, case studies of
both performance and teaching, and assessment of the programs’ effi-
cacy. Each chapter hones in on a different aspect of Winston’s laudation
of the RSC’s contribution to nationwide pedagogy, and the book includes
detailed instructions for various pedagogical exercises. Winston asserts
that the RSC’s creativity is inseparable from its educational endeavors, as
reforms in both areas occurred at the same time (20).

Highlighting initiatives and organizations such as the Learning and
Performance Network (LPN), Young People’s Shakespeare (YPS), and
the nationally distributed Shakespeare Toolkit. He draws a distinction
between the philosophies of various RSC artists that prioritized the
themes of the play and those that prioritized language. Winston histori-
cizes and theorizes attitudes towards play and takes issue with scholars
who dislike the RSC’s emphasis on play for engaging with Shakespeare’s
works. Included are various modes for assessing the impact of the RSC’s
rehearsal pedagogy for students; Winston combines questionnaires, indi-
vidual anecdotes, and the author’s own observations. Winston faces the
challenges of pedagogical assessment; sources such as observations of
small focus groups, approval ratings, and teacher and student anecdotes
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combine to form a breadth of data points, but together may not reflect a
Comprellellsive or methodologically objective review.

~ Winston touches on how Michael Boyd’s artistic vision has an underly-
ing set of “social principles” (87), but he does not interrogate this aspect
of the BSC’S educational vision. Focusing on education and students in
Fhe United Kingdom, the analysis provides few in-depth examples of the
impact of the RSC’s policies on non-white, immigrant, and non-native
English speakers. Despite the absence of a frank discussion of racial and
demographic relationships, Winston concludes that the RSC’s programs
have had a widely positive impact for both students and teachers.

Sarah Olive’s Shakespeare Valued: Education Policy and Pedagogy
1989-2009 deploys a close reading of the changing policy documents
and politics that shaped the objectives of mandating Shakespeare in
Britain’s National Curriculum. Whereas Winston’s study accepted the
premise that there is value in teaching Shakespeare, QOlive interrogates
the origins of this assumption and historicizes the shifts in Shakespeare’s
perceived value, from elocution to global literary influence to the cultural
value of accessibility to performance for students.

Olive first addresses the changes in educational policy, beginning with
a history of how Shakespeare was valued in education before his works
became compulsory in the National Curriculum of 1989. She points to
the appearance of the language of business in educational policy a.nd
practices that began in the Thatcher administration, and the growing
initiatives to improve education in order to benefit the economy and the
perception of Britain’s stance in the global market. Following a close
reading of policy documents and shifts in politics, the l?QOk outlines and
details three main pedagogical approaches: literary critical, contextual,
and active-methods pedagogy. Cautious not to rely on surveys or anec-
dotes, Olive reads documents written by or about teachers on teaching
and argues that government requirements have changed over th(? years,
but pedagogies for teaching Shakespeare have not l(ept pace sufﬁcmnﬂy
to benefit the diverse student populations. In the third chapter, Olive
looks at the position of heritage institutions and theaters to con;llfllcie
that the Globe, RSC, and Shakespear¢ Birthplace Trust hgve ?l.l in 'ul-
enced policy and pedagogy and benefitted from their re?atlons hip w1lm
the government. Although she notes that the leree .shau.e some simular
values, she specifically critiques the RSC’s relationship w1tfh tlhlekgovem-
ment, as receiver of public funding, adviser on the role o Sha fspeare
in the qualification (32), and for rolling out the same pedagogy (irf eve-
ryone that is not adjusted for demographics, which she terms “faux-
progressivism” (118). d the multiple

Throughout, Olive meticulously defines her terms to read t1e. multip
“discourses of value” (13) in documents, mqnuals, ﬂ.fl.d ma.rketfngd mate-
rials. She names influential figures on the various political sides 1m notes{
both how party economic thought can differ from cultural policies and

\
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how Labour, Tory, and Conservative policies are not along clear party or
ideological lines. Her historical account of Shakespeare’s position in the
National Curriculum results in larger questions about the government’s
role in defining, shaping, and funding cultural initiatives. Her study of
Shakespeare is a study “about the value of education” (9), and she uses
the changing treatment of Shakespeare to analyze politics.

Unlike the previous two books that focus on policies and pedagogies
in the United Kingdom, Romeo and Juliet in Palestine: Teaching Under
Occupation is a personal reflection on Tom Sperlinger’s semester teach-
ing in the West Bank. Sperlinger uses his personal experience and primary
accounts of his students, acquaintances, and colleagues to understand
what Shakespeare, especially Julius Caesar and Romeo and Juliet, mean
in an occupied state. He references his own pedagogical challenges in
getting students to engage when they are faced with ongoing terrorism
and loss, and different expectations of university learning between the
UK and Palestine.

Focusing on his experience, the power of the book is that it is a per-
sonal story, based on Sperlinger’s diary, anecdotes, and how his familial
history, specifically his father’s Jewishness, all came forward during his
experience. Sperlinger’s writing style is creative and intentional; when
describing how a student misspelled “metaphor”, he uses a metaphor to
explain the experience (25). He sometimes switches to second person,
familiarizing the experience of teaching in Palestine for the reader who
most likely has none, and he transcribes the dialogue he had with people
to give the book an intimate tone.

The semester broadened Sperlinger both culturally and pedagogi-
cally. He draws direct causation of political history to both students’
lives and to theatrical settings. The courses he taught caused him to
reach across the Western canon of literature, and he critiques his own
teaching and successes of building trust in the classroom. When his stu-
dents had not completed the reading of a Sherlock Holmes mystery, he
“ended up acting it out” (91), stepping far outside his teaching strate-
gies in the UK.

Shakespeare is used to mark time in the book, and he writes at length
about what would appear to be the mundane, such as his movement and
hours spent on public transport. This is analogous to his shift in percep-
tion of Romeo and Juliet as a love story to a story in which danger is
primary. Sperlinger begins to recognize his own privilege and positional-
ity; he writes, one student “taught me, among other things, what it feels
like to have no part in the story” (44), and after talking to a colleague,
realizes “that the West Bank could be a very different place as a single
woman” (56). He observes, “And it was Shakespeare’s plays, above all,
that offered my students a space to reflect on their lives, without seeming
to do so” (136). This could be said for Sperlinger as well.
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Aspects of Performance, Then and Now

In the field of Shakespeare and performance, I examine two books that
take up historical issues of Shakespearean performance and two that
interrogate contemporary performance, illustrating the breadth and
depth of this field within Shakespeare Studies. Eoin Price’s ‘Public’ and
‘Private’ Playhouses in Renaissance England: The Politics of Publica-
tion is an in-depth historical analysis of the terms “public” and “pri-
vate”. Price’s study explains how the terms changed in meaning over
time, and how contemporary uses affect our conceptions of playhouses.
He historicizes the bias that may have contributed to the prominence of
these terms and also challenges contemporary labels such as “indoor”
and “outdoor” that obscure the politically charged uses of “public” and
“private” of the time period.

This historical examination is organized chronologically, with an
introduction and epilogue, and three chapters on the Elizabethan, Jaco-
bean, and Caroline uses of the two key terms, respgctively. Price reads a
range of source documents, including playbooks, title pages, legal files,
and Henslowe’s diary. He examines title pages and plays from a breadth
of writers over the 100-year period he covers from Lyl?f to Shak'espeare to
James Shirley to Lodowick Carlell‘. Consequentl){, Price istabhshes “the
title page as a medium of expression and advertlsemelln (‘33) .and. that
title pages may have been collaborative efforts across theatre practition-
ersI, p1u.b hs]hers’r:,?(;ln::;l(:?r;iginal documents, Price contends that “pub-
lic”n a::{ ﬁ:j;m;n» were both widespfead terms to describefplayllouses
in the sixteenth century, and that “PUth""eVOlVid“Sepbalf_ﬂEffl(yzsf;)l?i com-
mon” as “private” enlerged from deﬁgltlslons 0f E:d tl(;: rehelu:sqle Slug-
gests that “private” performances could have re e’}l B 4 ‘{? (16),
shifting the conception of the rehearsal pr;l)CCSS- V\::r:lzll:silclie I?;'( resses
terminology from the Interregnum, Wh'el? t eat?“ﬂ) eeeribe iliicitlce con-
firms that “private” emerged as a dqmmant term o the d perfor-
mances (70), but that the move to indoor spaces ¢ hanged the demands,

: ’1 oey. for theatre. Ultimately, this fQCLlsed study. reveals that
and ermino gy,. edina variety of ways during each period, and that
the ey terms Were v - ne. reflecting shifts in theatrical practic
their meanings changed over tme e
and P(?l‘t‘cs' Ker's [magining Shakespeare’s Original Audience, 1660-
70%?;.t gjoizzijfgs, Gallants, Grocers is part of the Palglra{/e Shakespeare
<UUUs : { like Price’s book, perforrps a clos.e analysis of one aspect
Studies series #1¢ era chronological period of time. The book is a fas-
O.f th?atre-gomglﬁ:ese;rched history of how early modern audiences are
cinating an'd V‘;e rder to position Shakespeare and his works to fit posi-
CpnTePt?aléﬁ?t;&:period and culture that is assessing him. Chapter One
tively into »
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concerns the seventeenth and eighteenth centuries, Chapter Two the
Romantics, Chapter Three the demographic of “groundlings,” Chap-
ter Four the twentieth-century avant-garde, Chapter Five and Chap-
ter Six the early twentieth century, and Chapter Seven the second half of
the twentieth century. The book’s premise is that Britain “defines itself
with historical alterity” (5) rather than against a foreign Other, and con-
sequently, constructs of early modern audiences are entirely imaginary
(2). Boecker makes clear that “Shakespeare” includes not just his canon
of work, but his biography as well (12).

The study covers each time period’s negotiation of Shakespeare’s
“greatness” as either metrical, literary, or a teller of universal truths,
and how this notion cohered or was comprehensible to the people in
the theater pit. If the groundlings were disruptive, not smart enough to
understand the jokes, an audience that needed to be satisfied, or none of
these, each artistic movement, moralist perspective, and culture had to
reconfigure Shakespeare’s popularity and influence in light of informa-
tion about those who might have been in attendance.

Boecker begins by looking for clues as to Shakespeare’s relationship
with the audience within the text of his own plays, such as the pejora-
tive reference to the groundlings in Hamlet. She then probes Shakespeare
criticism and scholarly debates about audiences to theorize how Shake-
speare’s, and Britain’s, past is viewed. She has a “faults-and-beauties”
approach, arguing Shakespeare’s elevation to a national icon marks a
shift from theatre to literary criticism (28) and later Coleridge’s conten-
tion that Shakespeare’s gifted writing could not be understood by the
groundlings (36). She details opposing views from Hazlitt and Whitman
and discusses the formation of conceptualizing the groundlings in the
nineteenth and twentieth centuries, first aligned with Darwin’s ideas (48—
49) and later picked up by the avant-garde’s disdain for the wider public
(93). Boecker concludes with Shakespeare’s role in re-affirming Britain’s
national identity post—World War II, and with the elevation of the role of
groundlings at the reconstructed Globe theatre today.

In the field of contemporary performance, Cary Mazer’s Double
Shakespeares: Emotional-Realist Acting and Contemporary Performance
reveals how Stanislavski and Method acting have become the founda-
tion for performing Shakespeare. Mazer analyzes the “emotional-realist”
emphasis in acting that pervades not just contemporary Shakespear-
ean performance but also films, television, and other media. He posits
that Shakespearean plays have been performed for decades through
emotional-realist acting, ignoring the scholarship on personation that
would position the contemporary acting philosophy in contrast to early
modern ideas of character and performance (13). The book includes an
introduction and epilogue and seven chapters organized in three parts:
“Part I: Doubleness”, “Part II: Double Narratives”, and “Part III: Dou-
ble Plays”. “Doubleness” connotes multiple definitions, including “the
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double consciousness of the actor’s craft, the double presence of actor
and role, and the double and multiple selves of the actor’s psyche” (54).

Mazer traces the history of acting methods and distinguishes between
the American Method acting that focuses on the psychoanalytical and
the British emphasis on language (48) but observes that both consider the
question of emotional realism, either by embracing or rejecting it. This
intensive study of acting and performance leads to the assessment that
the two methods produce similar results, especially due to the advent of
what he terms “Stanislavski 2.0”, which embraces some of Stanislavski’s
practices and theories. Mazer warns against the desired realism that prac-
ditioners and audiences have for the stage today because it works against
the constructs in which the plays were written, illustrated extensively in
his analysis of gender performance. His analysis confirms that ignoring
the theatricality of cross-gendering (today) can risk renormalizing gender
roles (74).

Shifting from analysis of the history of acting methods to dramaturgys
Mazer employs his experience as a dramaturg to illustrate his claim
that betweenness is the essential state of a dramaturg (131). The book
addresses a range of Shakespearean (and Shakespearean—insplred) genres
of rehearsal journals, cinematic narratives, and frame plays, all of which
negotiate the split between actor and character differently. Mazer con—1
cludes by suggesting that the link between early modern play texts anc
performance today could be empathy (183). . ¢

While Mazer’s book undertakes a study of a Parf“:ulf‘r style o act-
ing across genres and locations, Andrew J. Hartley’s edited COl}eCtlon’
Shakespeare on the University Stage, assembles an internationa groupf
of sixteen scholars to write about the history, predagOgy, and Plflfpols? <C>1
Shakespearean performance at the college level. The ﬁrslf boofkt{)c lzsu:ll]l:)r;
the essays vary in scope and methodology, but a num elr 0 1{61“ o
write about the impact of university Shakespgares c(lm«“f stud ; d.s;: 1 f
surrounding communities. Most of the essays ”}Clu € a C_toszrr(;: ril(I)r% ©
a university performance as a case study for th?‘r umversgy b 'dbv Uni-

Michael Cordner traces Shakespearean perfmmance at Cambridge Uni
versity through several key figures who were {nstrunllental:ny sh;;g;ngsfqer;
formance there, and W.B. Worthen’s COHC]'Ud'mgleSSfy en.ga’g,esb . ctives( Z]) f
throughout and positions performance wthm the eaimr'lg, o je ves of
theatre arts education. Christa ]ansoh.n writes about the mcf‘?ﬂil}“b c'm
lenges for procuring funding for university perff(i)‘rmm?c;es mtricfir(;r;;;n:;
and conversely, Andrea Stevens describes h.ow nancial res s
;he University of Illinois at Urbana-Champaign lead to greater C;‘eélltlvllt}i
in production. Paul Menzer’s chapter takes on the experience Of 5ha ke

f at the more than 4,700 American colleges and
spearean pertori ance der the term “Campus Shakespeare”,
universities, which he subsumes un er the 1 1 o Mo
working against the specificity that t’l,le other aut 11()rsf p fy's adenc
zer generalizes that there is a “surplus of labor in the form o
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actors and designers, and he assumes a “deficit” of purpose in selecting
Shakespeare over other playwrights.

Mark C. Pilkinton uses the University of Notre Dame in Indiana as a
representative American college for the period from the mid-nineteenth
century to the 1930s. He documents how Shakespeare was associated
with non-religious canonical and historical men and later how Notre
Dame co-opted Shakespeare as a religious figure to align with their
mission as a Catholic university. Shakespeare’s female characters were
adapted into male characters or were cut entirely in productions before
1926. Due to new leadership, male students began to play female char-
acters for a brief period in the 1930s, and Shakespeare’s presence at the
university “hinged on his being seen as modeling university-held values,
glimpsed through the prism of his plausible Catholicism, all the while
requiring theatrical intervention as in the casting decisions with regard
to female characters” (42). Likewise, Yu Jin Ko’s essay on performance
at Wellesley, a private women’s college in the United States, addresses the
all-female productions at the Wellesley College Shakespeare Society. She
describes the passion that the female actors have for performing Shake-
speare and argues that students understand that “cross-gender casting
also serves as an emblem for a more general form of female striving,
especially within an educational context” (60). Together the essays in
this book offer nuanced readings of university performance across the
world.

Part I—Theory and Text

Ecocritical Theory and Animal Studies

The three books in this section build on the work of animal studies end
ecological studies over the last few decades. Julidn Jiménez Heffernan’s
Shakespeare’s Extremes: Wild Man, Monster, Beast is part of the Pal-
grave Shakespeare Studies series and explores the human-animal divide.
Heffernan demonstrates that Shakespeare depicts characters with the
greatest humanity when humanity is pushed to its limits, evidenced pri-
marily in three male characters: Edgar from King Lear, Caliban from The
Tempest, and Julius Caesar. The book is interdisciplinary, trans-national,
and at times wanders theoretically, drawing on theorists and literature
from the Greeks to Spain and from Spenser to Badiou. Heffernan pro-
poses that Shakespeare was “morally and politically unclear [his empha-
sis]” (13) but creates these border animal-human characters that show
the outer limits of humanity. Although Heffernan’s title announces his
topic as the three extremes he sees in Shakespeare’s work, his subject is
“human propriety in Shakespeare” (18). Heffernan situates his work as
neither pre- or post-humanist and builds to an intervention in the field of
animal studies.
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In Chapter One, Heffernan studies the concept of impasse in Marlowe’s
dramas, concluding that “hbis heroes are individuals, not subjects, over-
whelmed, arrested, crushed, by deadly overrelation [his emphasis]”
(85), using work from Badiou and Foucault to theorize the personal
and systemic powers that influenced early modern subjectivity and self-
fashioning. In Chapter Two, he compares Edgar in King Lear to Cardenio
in Don Quixote, both savage “wild men” and claims that Shakespeare’s
Lear was influenced by Cervantes, evidenced by Shakespeare’s addition
of the king’s madness to prior iterations of the Lear story. In Chapter
Three, Caliban’s perceived monstrosity is challenged through a close
reading of his subjectivity. In Chapter Four, Caesar’s beastliness is con-
firmed through his comparison to a lion, and Heffernan employs the
work of Carl Schmitt and Leo Strauss to determine that “Julius Caesar
is underwritten by a fabular (zoopolitical) sub-plot where a lion speaks
and is not understood” (188). Heffernan’s weaving style and use of mul-
tiple languages shape his theoretical examination of the animal-human
divide, and he extensively argues that Shakespeare characterizes humans
through, not in opposition to, the animal world.

Shakespeare & Ecology is a part of the Oxford Shakespeare Topics
series and offers close readings of several Shakespearean plays, making a
case that Shakespeare prefigured Darwin and both reﬂectc@ apd shaped
ecological thought in early modern England. Randall_Martm situates the
emergence of ecological thought with changing politics and the devel-
opment of modernism at the time. Each chapter focuses on one or tWo
plays and reads them through a specific aspect of ecology. Chapter One
considers deforestation in The Merry Wives of Windsor, Chapter Two on
Jand-use and husbandry in As You Like It, Chapter Three on gunpowder
in Henry IV Parts 1 and IT and Macbeth, Chapter Four on ecology as a
system in Cymbeline, and Chapter Five on worms as a metaphor for the
cycle of life in Antony and Cleopatra and Hamlet.

Martin evaluates the changes Shakespeare made from source texts
to accommodate ecological concerns of the day. He also leml'ohasmes
the order of plays in the canon, and W.hat confirmed pubhcatl.on and
performance dates, and those that are disputed, mean to ecological ref-
erences and changes in policy over time. Cymbelz‘fze. is regarded as a se.lf-
reflexive play at the end of the canon that echoes “dialogue .aud scenan;)s
from Shakespeare’s previous plays” (112) but also comp11€§ all of the
environmental concerns together, giving each characterh a primary envi-
ronmental motif that he embodies. Furthermore, Martin discusses how
Shakespeare’s canon genders ecological concerns ar.ld h<.e looks beyond
Shakespeare to cite gendered references to ecological issues by othler
poets and essayists of the time. He incorporates Shakespegre S blogra‘}) vy
as part of his analysis, such as the brothers in As You Like If who 1r,e
territorially displaced—perhaps distantly like Shakespeare’s mother’s
family the Ardens” (63).
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The book centers on textual readings of the plays but also considers
how plays are staged, whether ecological elements such as a tree were
intended as a prop or part of the stage set. Martin writes that Shake-
speare’s “greatest possibilities for becoming our eco-contemporary, how-
ever, arguably lie not in academic discourse but in performance” (167).
He then critiques that few productions have centered ecological concerns,
yet the popularity of Shakespeare’s plays in performance shows promise
for circulating these issues. The book is filled largely with close textual
reading and ends with an activist call to performance to make visible
Shakespeare’s ecological vision.

Gabriel Egan’s Shakespeare and Ecocritical Theory is part of the
Arden Shakespeare and Theory series and attempts to define the scope
of this field that has been taking shape for over a decade. The first chap-
ter is a history of ecocriticism and Shakespeare, which began in 2006,
that challenges the Enlightenment conception that largely remains
today that humans are superior to animals due to the capacities of logic
and reason. Egan defines “anthropocentrism” as “the privileging of
human concerns above all others” (18-19) and unpacks this privileging
as “speciesist” (19). The second chapter focuses on twenty-first-century
ecocritical thought and how it challenges current readings of Shake-
speare’s plays. Egan frames neo-Darwinism, a revisionist interpretation
that modifies Darwin’s theories with current scientific understanding, as
key to “an ecological understanding of the world” (51). Chapter Three
attends to the animals in Shakespeare’s canon through an ecocritical
lens as well as the animal imagery invoked by Jacques, Hamlet, and
lago. Chapter Four focuses on crowds and social networks, both how
they are represented within the plays and the crowds of the theatre
audience.

Throughout, Egan draws examples from a range of plays to illustrate
how ecocritical readings illuminate Shakespeare’s lack of speciesism and
challenge the anthropocentrism that began in the Enlightenment and
is prevalent today. While Martin’s book begins from the premise that
Shakespeare’s works reflect contemporary views of the environment,
and in some cases can be analogized to situations today, one of Egan’s
five central questions that structure his book asks how much attention
should be paid to “the ideas about the natural world held by people in
Shakespeare’s time, and evidenced in his works” (11). Significantly, Egan
contends that early modern people, including Shakespeare, did not see
the hierarchical division between humans and animals, and this is clear
in Shakespeare’s plays. He asserts that ecocriticism requires “us to think
in genuinely global terms about shared interests, and this turns out to be
most difficult to do” (154). These two books work together to lay out
key ecocritical questions and methodologies for Shakespearean and early
modern study.
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Affect and Emotion

Shakespeare and the Power of the Face is a collection edited by James
A. Knapp that explores textual and theoretical models of the face in
Shakespeare and his contemporaries. Thirteen scholars contribute to the
introduction, afterword, and ten essays organized in three parts: “Part
I: Powerful Faces”, “Part II: Signifying Faces”, and “Part IlI: Staged
Faces”. A number of the scholars look to the work of Emmanuel Levinas,
a twentieth-century scholar of the face, to understand the relationship of
the face to the mind, to reveal truth, and to its own readability.

In Part I, Sibylle Baumbach’s essay differentiates between the static (ot
physiognomic) and the moveable (or pathognomic) aspects of the face.
She demonstrates that the wealth of face references in Shakespeare’s plays
reflect growing concerns about the possibility of face-reading and “increas-
ing awareness of the possibility of self-fashioning” (15). She reflects on face
references in several plays, noting that Claudius’s face reveals his character
and actions in Hamlet and Romeo’s inability to read Juliet’s feigning of
death on her face that illuminate the face as gateway to character.

In Part I, Sean Lawrence conducts a detailed study of how charac-
ters read, and misread, faces in Othello. Lawrence promotes the idea
that characters misinterpret Othello’s face, and therefore his character,
and Othello fatally misreads Desdemona’s face (65). Lawrence explains
that Othello’s mistake is to treat “the face as an object” (71) that works
against its ethical “imperative, its commandment not to kil'l” (73). Ifl Part
111, Penelope Woods examines the description of Queen Ehzabet}’ [ Sfl;‘cs
on the journey from the Tower of London to her coronation, aslc esc111. ¢
in a pamphlet ateributed to Richard Mulcaster. She evalua;es E“; po ‘“C;
of smiling in Trwelfth Night, Hamlet’s abll'lty to read”Clauc 1usfs ?Ce,}?n
looks to “the socially embedded contagion effects” (130) of the thea-
tre audience. She notes that conduct books and pamphlets encouraged
regulation of the face “in social situations” (144) .and t%lf\t.plays and the
theatre-going experience more proadly both h'.ghllght this 1SS§;C-k o

The Renaissance of Emotion: U'nderst.a;,zdz;/zg Affect in )121 cs({);‘ai.e
and His Contemporaries is a collectlon'e‘dlted by leChéle I\flee{l an ; r{n
Sullivan. As Knapp’s book focused specifically on af- ective 'Lealc 11{1gs 0 t 1e
face, this collection offers a broader §tudy of emotlor‘l‘.rlt includes essay;
from thirteen scholars and is divided into three parts: The Ylfleology anc
Philosophy of Emotion”, «“Shakespeare and. thi Lang.uage’: o‘llli’motlon. ,
and “The Politics and Performance of Erponon . David Bagchr’s essay 1n
Part 1 scrutinizes the affective language in t‘}le Book (?f Common Pr?yler
and argues that it had a greater impact on the emotional culture of the

slish” an the Bible.
En’%llisehthr(ge9235:tslzlyr; in Part I each take up a specific term: spllee{z, sympa’-
thise, and happiness. In Nigel Wood’s essay on spleen in Shakespeare’s
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comedies, he establishes that the multiple uses of the word “spleen” were
in part to do with a lack of understanding of the organ’s function, and
that its use “captures some of the liminal meanings of tragicomedy at
significant moments” (110). Wood asserts that the dexterity of “spleen”
means that it is invoked when language fails. He builds to the claim that
Shakespeare’s work has “a fascination with a loss of linguistic control”
(123). Part III addresses “emotion as an element of both political and
theatrical craft” (Meek and Sullivan 16). Frederika Bain’s essay, “The
Affective Scripts of Early Modern Execution and Murder”, follows the
patterns in execution narratives and descriptions of each of the primary
participants: “king, executioner, condemned, and spectator” (222). She
effectively enlists the description of the death of Charles I in Hume’s
History of England and also of murder in Richard II, in positioning
established scripts as contributing to “larger questions of rightful rule
and tyranny” (221). The two collections edited by Knapp and Meek and
Sullivan work in tandem to establish a footprint in the growing field of

early modern affect studies.

Language and Textual Studies

The field of textual studies has largely focused on historical and con-
temporary editing, publishing practices, and language studies, and it
has often charted modes of translation. Here I consider three books that
extend these fields, the first of which is a close examination of language
exchange, or code-switching, within the plays. Multilingualism in the
Drama of Shakespeare and his Contemporaries is a collection edited by
Dirk Delabastita and Ton Hoenselaars comprised by an introduction, an
afterword, and eight essays from an international group of scholars.

Anita Auer and Marcel Withoos investigate the qualities of the London
English that dominates Dekker’s The Shoemaker’s Holiday, and Nely
Keindnen reflects on the uses of female code-switching in the works of
George Peele and Shakespeare. Lindsey Marie Simon-Jones looks at lin-
guistic Others in a range of Tudor plays. Simon-Jones contends that there
were few non-standard English-speakers in medieval drama, but that
the early modern period saw the “development of [the] non-standard
speaker as stock character, particularly in the plays of the university and
court system” (47). She observes that non-standard dialect speakers on
stage ultimately shape British identity against a rustic Other rather than
a foreign Other.

Anny Crunelle-Vanrigh’s investigates the use and quality of French in
Henry V. Looking at language and spelling differences between quarto
and folio, Crunelle-Vanrigh argues against the idea that the faulty French
is due to Shakespeare’s unpolished French language skills. Instead, she
claims that the “errors” in the French may have been pronunciation cues
for actors and designed to be phonetically easier for audiences who did
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not understand French. She historicizes King Henry V’s role in encourag-
ing the use of English as a mode of nationalism and how language politics
align with marriage and peace relations in Shakespeare’s play (68). In
Michael Saenger’s essay, “Interlinguicity and The Alchemist”, a Derrid-
ean analysis of language exchange and translation frames a close reading
of Jonson’s The Alchemist. Saenger extends the definition of translation,
from linguistic translation to “ways of reading/listening, rather than dif-
ferent systems of codes” (191) to the theater’s “translation of metonymi-
cal stage props into imaginary worlds (189). Saenger promotes the term
“Interlinguicity” for the liminal state of being between languages (182).
Shakespeare and Textual Studies, edited by Margaret Jane Kidnie and
Sonia Massai, brings together twenty-seven influential scholars for a com-
prehensive collection of essays. The book is structured in six parts, titled
“Scripts and Manuscripts”, “Making Books: Building Reputations”,
“From Print to Manuscript”, “Editorial Legacies”, “Editorial Practices”,
and “Apparatus and the Fashioning of Knowledge”. Lukas Erne reflects
on the legacies of editing practices and aligns a hands-off style with Prot-
estantism and a hands-on scholarly intervention style with Catholicism,
paralleling each religion’s “views of the transmission of divine revela-
tion” (312). Paul Werstine’s essay analyzes the style and choices of the
two scribes who certainly worked with Shakespeare, Ralph Crane and
Edward Knight. Werstine proposes that despite Crane’s greater levpls ?f
variance in his choices, Crane’s practice was more accurate than Knight’s.
Jill L. Levenson organizes the evolution of introductions and commen-
taries in critical editions of Shakespeare into four stages and reviews the
choices and consequences of significant editions in each phase. _
Alan B. Farmer makes the case for Shakespeare as one of the l,eadmg
published writers from 1598-1608/9. He quantifies Shakespeares pub-
lished editions not only against other dramatists but in the context of
the larger book trade. Shakespeare was the fourth-highest selling author
during this period behind Sternhold and Hopkins, who tfanslate'd 'the
Psalms, William Perkins, and King James I (90). Laura EStl'” scrutinizes
printed commonplace books to expand ideas about reade.rshlp during the
early modern period. She makes clear that comrponplacmg Shqkespeare
was not about guaranteeing his revered status in the dramatic canon.
Rather, bawdy couplets from Venus and Adonis were commonplaced z.at
universities (151) and law students commonplaced fron,l Slqal<espe111e
“with the intention of finding phrases to use with womeq’ §152). .
Emma Smith’s The Making of Shakespeare’s First Folio is an accessi-
ble account of the contents, processes, and peop!e who Qmped the Elrst
Folio published in 1623. The contents of the First Folio are desc'rxbed
in detail, from Jonson’s dedicatory poem to the Drgeshout engraving of
Shakespeare to the qualities that distinguish the Folio from othf?r collec-
tions at the time. Smith unpacks the possibilities of why I‘Ier.l'n.nge and
Condell fashioned Shakespeare as a lone genius, or at the minimum, a

ARGt
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non-collaborating playwright. In regard to collaboration, she attends to
the work Shakespeare co-created with others, and the book shows that
the creation of the First Folio involved many hands. In Chapter One,
“The Plays & their Presentation,” Smith reads the paratextual material
and succeeds in showing how the order of plays in First Folio has had a
long-standing impact on how the plays are interpreted and performed,
and the perceived value of absent plays, such as Pericles. In Chapter Two,
“Shakespeare’s Reputation,” she looks at the publishing record of edi-
tions of Shakespeare’s plays, Jonson, Beaumont and Fletcher, and oth-
ers. Chapter Three, “Team Shakespeare: The Backers,” Smith accounts
for the various funders, printers, publishers, theatre-makers, dedicatory
poets, actors, scribes, and printer apprentices that went into making the
First Folio. In Chapter Four, “Printing and Publishing,” Smith details
how each folio was unique due to custom binding and the variances in
printing.

Smith’s companion to understanding the contents and creation of the
First Folio contains a few missteps, such as her claims about which plays
remained unprinted until the First Folio (55). Through her otherwise
detailed approach, she positions Shakespeare amongst his peers through
the lens of the First Folio and claims that the Folio “presents us with a
person, a personality, through his work” (7), largely aided by Droeshout
engraving. The book contains color images, many of which are from the
now-digitized First Folio at the Bodleian Library.

Part III—Shakespeare Today

Shakespeare in Our World

Kiernan Ryan’s Shakespeare’s Universality: Here’s Fine Revolution is
part of the Arden Shakespeare Now! series and presents an updated
interpretation of what is often referred to as Shakespeare’s “universal-
ity”. Ryan unpacks the notion that Shakespeare appeals widely due
to any particular theme or storyline of a play, or that his popularity
continues globally as part of a legacy of political and colonial relation-
ships that introduced Shakespeare as a tool for learning English or as a
purveyor of British culture. Instead, Ryan proposes a simplistic reason
for Shakespeare’s universality: the plays show the potentiality of human
equality.

Ryan claims that Shakespeare wrote from a position outside of the
culture he was living in, “from an imaginative perspective that’s ahead
of his time” (10). This perspective involves giving voice to characters
from all classes, that “the plays invite us to view the way things were in
Shakespeare’s time from an egalitarian standpoint that is still in advance
of our time” [emphasis in original] (15). Chapter One establishes this
thesis, and in Chapter Two, looking closely at several sonnets and plays,
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Ryan cites Shakespeare’s use of the future perfect tense as the linguistic
foundation for Shakespeare’s “timelessness”. Chapter Three examines
the potentiality of actors in contrast to the socially determined societal
structure of the past, with a topical engagement with Othello. Because
many of Shakespeare’s characters refer to themselves as performers, Ryan
argues that Shakespeare reinforces the possibility of this liminality. Chap-
ter Four focuses on Timon of Athens, with Timon misunderstood by the
society around him. Ryan posits Timon as “a thought experiment” (126)
in which an honorable man must live among a “still barbaric” era (126).
Although Ryan does not engage the necessary issues of race or ethnicity
in his discussion of class and societal structure, he ultimately claims that
it is Shakespeare’s ability to expose these possibilities that not only makes
him universal and timeless, but also revolutionary.

Adam Hansen and Kevin J. Wetmore, Jr. edited a collection of essays
for the Palgrave Shakespeare Series entitled Shakespearean Echoes. It
brings together twelve scholars who each examine an echo of Shake-
speare across novels, film, television, and other media and across cultur.es
and continents. “Echoes” take the form of adaptations or appropra-
tions, and Hansen and Wetmore are clear that echoes “need not (only)
degrade but may well revivify the Shakespearean corpus, by feconﬁgm‘-
ing our relationship to it” (11). The essays point to an expansive tempo-
rality of the breadth of Shakespearean echoes.

Laurie E. Osborne’s essay engages Young Adult Shake.spearean fic-
tion from the nineteenth and twentieth centuries, comparing the work
of Mary Cowden Clarke in the 1850s, who incorporated some of Shake-
speare’s dialogue but refigured the female characters to Stit Vlctorlatn
standards. Current Young Adult novels offer futures and uncover Pﬂs1 s
for Shakespeare’s female characters and extend the opportumties to tz::
female characters to have greater control over their llyes. .Osborneﬁstg ,
ies the strategies for female agency in Sha1<espearean-msP1red YA fiction
across writers from the last two decades. . . bire

Kevin J. Wetmore, Jr. develops a model for unders.tan.dmg .vlargp
characters as echoes of both Hamlet and the Ghost, beginning wit ]t srztlll::
Stoker’s 1897 seminal gothic novel, Dracula. Wetmpre also promo:i: e
idea that Shakespeare himself is a vampire, “feeding on ’t’CX}tIS. anen‘,md
being fed upon and breeding a new generation of vampires b( anrsror;es,s
Wetmore 15). Similarly, Courtney Lehmann’s essay of ~R%1 erlta carean
film Sud Side Story (2000) is a close reading of h‘ovy t111§{ ha <;:§1z i‘t »11(50
echo captures elements of Romeo and Juliet, bur it is evident t fition‘ (as
calls on a previous echo, West Side Story. Both essays p%sf\lrfepf{o Micl;el
does Adam Hansen’s essay on Shakespeare .zmd disco anl rfe O o
Modenessi’s essay on telenovelas) as essential to 119W ec 1loes L}‘Ique. y

Amy Rodgers takes a close look at the television 5.10\7?;’1 h‘ differ-
Thrones” to examine the ways that entertamn}fnt. historiog t‘i fe ly oo of
entiates the present from the past yet suggests 1015 never entirely
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it either” (144). Todd Barnes compares the television show “Lost” to The
Tempest and historicizes the connection and shared vocabulary between
theatre and geography. His analysis is part of “blue humanities,” schol-
arship that focus on the water and oceans, but includes ecocriticism and
geology as well. Together, these essays demonstrate the current range of
Shakespearean echoes that will continue to expand across media.

Digital Resources

The first digital resource reviewed here is Shakespeare in Performance:
Prompt Books from the Folger Shakespeare Library. The collection is
part of the Adam Matthew website that works with libraries and archives
to digitize primary source documents and images. The “Shakespeare in
Performance” section holds more than 1,000 prompt books and addi-
tional ephemera from the 1670s to the 1970s from the Folger Shake-
speare Library. Most of the materials, including over 350 prompt books,
are from the nineteenth century, with more than 100 from the twentieth
century.

The site offers introductory material in the form of essays and videos
by scholars such as Heather Wolfe and Michael Dobson. It includes read-
ability aids, from interactive timelines, links to external resources, and
a feature that allows two prompt books to be read side by side, a key
advantage for researchers. The interactive timeline has a query function,
allowing the reader to search terms across the categories of historical
events, theatrical events and performances, publications, and significant
births, marriages, and deaths. Seventeen performances are designated as
case studies, including Henry Irving’s production of The Merchant of
Venice (1879) and Laurence Olivier’s film of Hamlet (1948).

Faculty, librarians, and researchers can request a four-week free trial,
but students may not. Institutions may have already purchased access,
and there are teaching tools within the site. The site has a webinar to
introduce its features, and within the archive of prompt books there are
teaching tools and visual galleries. Additionally, the site has a download-
able Excel sheet with a list of the contents for easy searchability.

The second digital resource is the Heuristic Shakespeare collection that
is part of Heuristic Media, a series of apps created by a director and a
producer in London and two developers in Los Angeles. The developers
intend to create thirty-seven apps, one for each of Shakespeare’s plays,
to assist students at any level of study. The first (and only, to date) app
is for The Tempest. Designed for the IPad, the app is currently available
for $5.99 on ITunes and includes videos, timelines, character lists and
descriptions, synopses, and descriptions and images of production his-
tory from the seventeenth through twenty-first centuries. The app intro-
duces users to both the First Folio text and a digital version of the Arden

Shakespeare.
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Users can choose from beginner, intermediate, and expert textual notes,
and they can pause the accompanying videos, take notes and highlight
on the text, view definitions of words, and most importantly, export their
markings. The app extends categories of supplementary material across
topic and genre; there are essays on themes such as “Music” and “Won-
der” and interpretations such as “African Interpretations” and “Miranda
in the Nineteenth Century”. Videos feature Ian McKellen and Jonathan
Bate discussing characters, themes, and elements of the play.

Plays can be read textually with hyperlinks to definitions and context
from the Oxford English Dictionary, the Variorum edition, and more,
and icons can be pressed to show emendations and discrepancies across
significant editions from the First Folio to Pope to Theobald. The user
can choose to listen to a reading of the play with Ian McKellen as Pros-
pero and Derek Jacobi as Gonzalo as the text moves up the screen to l<e§P
pace with the recording. Character maps and dramaturgical notes assist
both junior scholars and theatre practitioners. The resources are organc-{
ized in a user-friendly manner, and all videos can be dg)wnloz\gieci an
viewed when offline, making this outstanding app functional without a
live internet connection.
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