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INTRODUCTION

A GREAT FEAST OF LANGUAGES

Love’s Labour’s Lost is a play for Shakespeare connoisseurs. It is a great feast of linguistic sophistication on the theme of the inadequacy of linguistic sophistication. It is full of poetry—and mockery of poetry. Its preposterous academic posturing is either hilarious or incomprehensible, according to the disposition of the listener. Some of its jokes and puns are now so obscure that a modern audience frequently finds itself in the position of Dull, listening in bemusement as the others plan their play: “Via, Goodman Dull!” says Holofernes, “Thou hast spoken no word all this while.” To which the simple constable replies, “Nor understood none neither, sir.”

The play was a favorite for the elite audience at court—Queen Elizabeth herself would without question have greatly enjoyed the authority, wit, and hunting skills of the princess. But she would also have taken pleasure in the “sweet smoke of rhetoric” that pervades the elaborate speechifying of the male courtiers. And she had the education to appreciate the comedy in the wordy academic humor of Holofernes and Don Armado. The reaction of some members of the general theatergoing public—“the base vulgar,” as the play itself calls them—might have been more like that of Dull. It comes as no surprise that in the eighteenth and nineteenth centuries this was Shakespeare’s least-performed play.

Its minimal plot, intellectual rigor, and architectural symmetry make Love’s Labour’s Lost seem to belong to some genre far from the popular theater—Enlightenment opera buffa, perhaps. There are, indeed, remarkable thematic and structural resemblances to Mozart and Da Ponte’s Così fan tutte. A Paris production of 1863 actually merged the two works, combining Mozart’s music with a text based on Shakespeare. In the following century, W. H. Auden and his lover collaborated with Vladimir Nabokov’s cousin on an operatic version of the play, perhaps inspired by the fictional composer Leverkühn in Thomas Mann’s novel Doctor Faustus, whose only opera is a setting of Love’s Labour’s “in a spirit of the most artificial mockery and parody of the artificial: something highly playful and highly precious.”

Dr. Samuel Johnson thought that Love’s Labour’s was one of the most Shakespearean of Shakespeare’s plays. Like the characters of Berowne and Boyet (who dislike each other because they are so like each other), Shakespeare himself was famous for his verbal facility, for being “honey-tongued.” In no other play does he so fully indulge his gift for “Taffeta phrases, silken terms precise, / Three-piled hyperboles.” At the same time, in no other play does he so mercilessly expose that gift as a flyblown form of “maggot ostentation,” ripe for renunciation in favor of those “honest plain words” that “best pierce the ear of grief.”

What is so Shakespearean is this capacity to have it both ways. “Taffeta phrases” are ostentatiously rejected and yet the simple rustic language that supposedly replaces them is equally thick with allusion—or, as Dull has it, “collusion” and “pollution.” Berowne’s “russet yeas and honest kersey noes” puns on “eyes” and “nose,” so reintroducing the figure of Ovid, surnamed Naso (Latin for “nose”), who is not only Holofernes’ but also Shakespeare’s master in the art of verbal pyrotechnics. For “the elegancy, facility, and golden cadence of poesy,” “Ovidius Naso was the man: and why indeed ‘Naso’, but for smelling out the odoriferous flowers of fancy, the jerks of invention?”

Ovid taught Shakespeare how to write love poetry but also how to parody love poetry. If ladies are conventionally praised for being blond and pale-skinned, Ovid and Shakespeare know how to offer paradoxical praise of blackness. Where lesser poets catalogue the body parts of the beloved in smoothly predictable blazons (blue eyes, creamy breasts), Ovid and Shakespeare turn the convention on its head: “two pitch-balls stuck in her face for eyes” and a piercing glare not at the bosom but at the dark place between the legs. Though Dr. Johnson was too polite to say so, one of the reasons why Love’s Labour’s is Shakespeare at his most Shakespearean is that it is simultaneously one of his most elegant plays (rivaled only by As You Like It) and his most filthy (rivaled only by Troilus and Cressida). The exchange in the fourth act concerning prickets, shooting, sores, ells, and sorrels is on the surface about deer hunting, but beneath the veneer it alludes unmistakably to inflamed genitalia and sexually transmitted disease.

At the climax of the play, the mood changes with the entrance of Marcadé, ambassador of death. Immediately before his entrance, the play-within-the-play has dissolved into a brawl between a clown and a braggart knight on the subject of a pregnant dairymaid who is named after the Elizabethan term for a toilet. The knight is accused of wearing a “dishclout” of the maid’s as a favor next to his heart. A stinking dishcloth is enough to prick the bubble of chivalric romance, but the word also seems to have been a slang term for a rag strapped on to soak up menstrual blood. To hold that image in conjunction with the memento mori figure of Marcadé is to understand something of Shakespeare’s taste for extremity and paradox.

THE PARK AND THE WORTHIES

In contrast to those Shakespearean comedies that turn on a movement between a court and a green world, Love’s Labour’s Lost is confined within the single location of a court that has turned itself into a green world. The action all takes place within the King of Navarre’s park, in a very short time frame and with only a few (sometimes not so short) scenes. The setup could hardly be simpler. The king and his courtiers have forsworn love in the name of academic study, but the arrival of the Princess of France and her charming attendant ladies proves something of an inconvenience for this plan. Green is the color associated with retreat to a garden for the purposes of intellectual contemplation. In his lyric “The Garden,” the mid-seventeenth-century poet Andrew Marvell imagined “Annihilating all that’s made / To a green thought in a green shade.” But, as Don Armado comes to realize when prompted by Moth, his clever page, green is also “the colour of lovers.” The play is a demonstration of the triumph of love over intellectual labor. True wisdom belongs not to the intellectuals but to the clown Costard, who is of the view that it “is the simplicity of man to hearken after the flesh.” Neither academic aspiration nor poetic elaboration will save man from this elementary truth.

Being sophisticated, Navarre and his three fellows only learn the truth by being embarrassed. In the play’s most theatrically effective scene, plotted like the best of farces, each of the four men is caught with his metaphoric trousers down—not just falling in love, but writing abysmal love poetry. George Bernard Shaw summarized the dramatic effect neatly: “No.1 being inaudible to 2, 3 and 4; No.2 audible to No.1, but not to 3 and 4; No.3 audible to 1 and 2, but not to No.4; and No.4 audible to all the rest, but himself temporarily stone deaf.” There is further delight when the men, now working in unison, disguise themselves as Russians in order to woo the ladies, but the ladies run rings around them because the disguise is so easily seen through. At this point we anticipate an unmasking, universal forgiveness, the forgetting of foolishness, multiple marriages, and everyone living happily ever after. First, however, the lower-ranked characters must perform a celebratory entertainment for the court.

Just as “the most lamentable comedy and most cruel death of Pyramus and Thisbe” echoes the main plot of A Midsummer Night’s Dream, so the pageant of “The Nine Worthies” offers a commentary on that of Love’s Labour’s Lost. Navarre begins the main action with the premise that he and his courtiers will achieve immortal fame by means of their academic prowess, but, in a striking analogy to the opening sequence of Shakespeare’s Sonnets, the unfolding of the plot suggests that falling in love and reproducing oneself sexually is the only real means of guaranteeing survival after death. It is “women’s eyes,” not books and academes, that “contain and nourish all the world.”

Shakespeare turns the raw material for his play-within-the-play so that it fits with this theme. The Nine Worthies were traditionally three figures from each of the three traditions that constituted Shakespeare’s cultural inheritance: the Bible (Joshua, David, Judas Maccabaeus), classical antiquity (Hector of Troy, Alexander the Great, Julius Caesar), and the romances of the Middle Ages (Arthur, Charlemagne, Godfrey of Bouillon). All nine had achieved immortality by means of heroic military action. This in itself is a rebuke to the court for its presumption that “fame that all hunt after in their lives” could come from something so passive as academic study.

At the same time, Shakespeare changes the traditional cast: Julius Caesar is replaced by Costard the clown playing the part of Pompey the Great and, more significantly, Moth as Hercules stands in for one of the biblical or medieval figures. This is partly a joke about size: Hercules is the archetypal big man, whereas Moth is compared to an insect or a dust particle. In addition, the introduction of Hercules highlights the motif of heroic endeavor brought low by desire. He was famous not only for his labors, such as stealing golden apples from the garden of the Hesperides (alluded to in Berowne’s long speech on love near the end of the fourth act), but also for the losses caused by his loves. Hercules was humiliated and unmanned by his love for Omphale, then driven mad and murderous by his desire for Deianira. “What great men have been in love?” Armado asks Moth. “Hercules, master” comes the reply. The biblical Samson and his catastrophic love for Delilah is invoked at the same point. One suspects that if the pageant of Worthies had run to its conclusion, he too would have muscled his way into the cast.

As in “Pyramus and Thisbe,” the noble audience are unnecessarily rude to the ignoble players. They subvert the illusion on which theater depends: “I Pompey am—,” “You lie, you are not he.” And they make rude jokes at the expense of the actors: “For the ass to the Jude? Give it him: Jud-as, away!” Holofernes engages our hearts when he offers the dignified response: “This is not generous, not gentle, not humble.” The lords must undergo a further humbling before they prove their gentility and gain their reward: after all the linguistic labor, their loves are not won. Berowne is set the task of moving wild laughter in the throat of death and, in contrast to the traditional comic ending where Jack shall have Jill and nought shall go ill, here “Jack hath not Jill.” There is a kind of suspended animation, intended to last for a year, heralded by the closing song of spring and winter.

With its rhymes and dances, its four pairs of lovers and curious-knotted garden, the play has a symmetrical structure that seems to demand harmonious resolution, and yet it ends with interruption—the unfinished pageant, the unfinished courtship, and finally another unfinished performance. Armado announces that Holofernes and Nathaniel will stage an epilogue in the form of an academic dialogue, but we never get to hear it. The haunting simplicity of the song intended to introduce their debate brings Armado, the embodiment of verbosity, to one final rejection of language-feasting: he calls a halt to the show and dismisses the audiences onstage and off with the conclusion that more words would be harsh after such music.

THE FRENCH CONNECTION

At the beginning of a long book called The French Academy, wherein is discoursed the institution of manners, and whatsoever else concerneth the good and happy life of all estates and callings, by precepts of doctrine, and examples of the lives of ancient Sages and famous men, by Peter de la Primaudaye, published in French in 1577 and translated into English by one T. B. C. in 1586, the reader is introduced to four (fictional) young gentlemen of Anjou. Their encounter is set at the time of the religious civil war that tore France apart in the second half of the sixteenth century. The young men withdraw from the stress of war and sectarian dissension, retreating to the country house of an elderly nobleman who puts them under the educational care of a learned man. “He propounded for the chief part and portion of their studies the moral philosophy of ancient Sages and wise men, together with the understanding, and searching out of histories, which are the light of life.” La Primaudaye’s long book purports to be a record of the young gentlemen’s discussions concerning the nature of “the good and happy life.” Each chapter begins with a dialogue among the four and then turns into a little essay on moral philosophy. There is much talk of the necessity of controlling the emotions and cultivating a Stoical detachment of mind. At the end of “the first day’s work” in their little “academy,” the student called Aser, who embodies happiness or “felicity,” comes up with the proposition that “philosophy,” by which he means the Stoic philosophy of self-restraint in particular, “purgeth pride, presumption, ambition, choler, revenge, covetousness, injustice.” Philosophy also teaches us “not to be carried away by lust.”

The cultivation of temperance, with a particular emphasis on sexual restraint, becomes a major theme of subsequent discussion, with the invocation of numerous positive and negative examples, mostly out of classical history and literature. The emphasis on sexual sin is an indication that la Primaudaye is propounding a typically sixteenth-century combination of classical Stoicism and Christian, specifically Pauline, theology. He was a product of what intellectual historians call the “neo-Stoic revival” of the period.
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1. Design for a knot garden: there is an elegant analogy between the symmetrical formality of Elizabethan garden design and the patterns of repetition and variation in rhetorically ornamented speech, so it is fitting that a “curious-knotted garden” (see Armado’s letter, as quoted by the king on this page) is a key location in this most verbally elaborate and garden-centered of Shakespeare’s comedies.

La Primaudaye’s compendium of commonplace philosophical and moral thought was widely read in France and, following its translation, in England. But there was a flaw in its premise. The device for dispensing large doses of neo-Stoic exhortations to prudence, temperance, fortitude, and justice was to sequester the young men in the academy of the title. But, as is pointed out in the preface to the English translation of 1586, true virtue must be practiced “in life.” As Aristotle had reminded the ancient Greeks, “bare knowledge and contemplation thereof in [the] brain” is insufficient. The theory was that, having studied history and philosophy and contemplated the nature of virtue in the academy for, say, three years, one would emerge into the world ready to practice what one had learned. Yet the inevitable consequence of the structural device was to create an image of leisured ease, in which the good life could be cultivated without any awkward intrusions from the day-to-day realities of politics, social inequality, religious contention—or women.

Whether or not Shakespeare specifically knew la Primaudaye’s book, his starting point for Love’s Labour’s Lost was the same: a French academy set up as a retreat from historical, political, and sexual engagement. The names of Shakespeare’s four young men were all well-known from the French wars. The play seems to have been written not long after the King of Navarre converted to Catholicism and took the French throne. “Paris is worth a mass,” he was reputed to have said. Biron, or Berowne, was the name of Navarre’s marshal, who had fought in the siege of Rouen alongside the Earl of Essex and a contingent of English troops. Longaville was a supporter of Navarre, and the Duke de Mayenne (Dumaine) a former opponent who became an ally following a truce in 1595.

Shakespeare imagines a group of courtly men of Navarre who share these names. He removes them from the world of politics and religious faction, and places them in a “little academe.” The king’s first speech is peppered with military language—“brave conquerors,” “war,” “huge army”—as if to say, “Now that we have won the war, let us win the peace by devoting ourselves to learning and Stoic detachment.” The premise of the exercise is that there is no place for love in intellectual life. Shakespeare, who did not of course spend three years in the all-male environment of an Oxford or Cambridge college, clearly thought that this was nonsense and set about mocking the idea. Love, he proposes instead, is at the center of intellectual life. The really interesting task is not to reject it, but to find the appropriate language to express it.

LOVE’S PHILOSOPHY

Dumaine is happy to sign up to the King of Navarre’s contract: he will mortify the flesh and be dead “to love, to wealth, to pomp,” and live only “in philosophy.” But Berowne immediately expresses a reservation: he agrees to sign up to the three years’ program of academic study but has grave doubts about the additional “strict observances”: to fast, to sleep but three hours a night, and “not to see a woman” for the entire three-year term. For Berowne, these are “barren tasks,” devoid of life. The essence of Berowne’s criticism of the king’s project is that the needs of the body—for food, for sleep, for sexual fulfillment—should not be denied. By his account, the pursuit of learning and fame are all very well, but not at the expense of natural instincts, “For every man with his affects is born, / Not by might mastered but by special grace.” The Stoic ambition of keeping the passions fully under control is an illusion. Only the “special grace” of divine intervention can prevent us from being the embodied, desiring human that we are. Divine intervention does not occur in the real world: as Shakespeare put it in another of his most thought-filled comedies, All’s Well That Ends Well, “miracles are past.”

In the absence of miracles, the “affects,” the passions, intrude into the academe. The unfolding action proves Berowne right. Wisdom, as so often in Shakespeare, comes from the mouth of a fool: the clownish Costard’s irrefutable statement that “it is the manner of a man to speak to a woman” comes to the core of the play. The presence of Jaquenetta the dairymaid is a reminder of the inescapable human body. The question of her pregnancy dominates the subplot and her very name—a female version of “Jaques,” which was pronounced “jakes”—conjures up a bodily function that is alluded to in the pageant of the Nine Worthies: Alexander the Great is imagined sitting not on a royal throne but on a “close-stool.” Ingesting and expelling are among the actions that make us human, whatever the Stoic philosopher may say about the primacy of “reason.”

Love’s Labour’s Lost is a play packed with wit, elegance, philosophical reflection, and filthy jokes. For Shakespeare, love meant immersing oneself in each of these four dimensions. The king turns his court into a little academe in the hope of finding philosophical wisdom. It comes in the very form that he has renounced: women, who prove themselves a great deal more intelligent and sensible than the men. The philosophical lesson that has to be learned is that “women’s eyes” have it in them to be “the books, the arts, the academes, / That show, contain and nourish all the world.” But the male courtly lovers make a double mistake. Having foolishly renounced love, they then foolishly embrace a false idea of love: they begin praising their ladies’ eyes (and other parts) in the affected language of the courtly poetic tradition that goes back to Petrarch in high Renaissance Italy. They write formulaic sonnets and love songs; they dance a ridiculous masque. The ladies have to teach them their further lesson, namely that those “Taffeta phrases, silken terms precise, / Three-piled hyperboles, spruce affectation, / Figures pedantical” may also be an impediment to love. They have to learn a plainer language that can cope with the harsh realities of life, including death. The men are accordingly not granted the customary ending of comedy: instead of the play concluding with multiple marriages, the courtiers are sentenced to a year’s community service, after which the ladies will assess the situation. That assessment presumably occurred in the lost sequel, Love’s Labour’s Won.

Berowne is the wittiest character in the play, but the princess is the wisest. “I hear your grace hath sworn out house-keeping,” she says to her opposite number, the king. “House-keeping” simultaneously means domestic business (Latin res familiares, “familiar things,” everyday worldly affairs) and “hospitality.” The renunciation of the former in the name of higher philosophical contemplation is not only unrealistic, since bodily needs are not to be denied, but it is also an abnegation of that duty to be hospitable which is a strong moral and social obligation in both classical and Christian thought. The princess concludes that, while it would be a sin for the men to break their solemn oath, it would accordingly be a more “deadly sin” to keep it.

Insight of a similar kind comes from one of the play’s several fools. “Society,” proclaims Nathaniel, citing a piece of proverbial wisdom, “is the happiness of life.” Whereas the play begins with a neo-Stoical aspiration to philosophical detachment, this suggests a movement toward the values of a different ancient philosopher, Epicurus, who called his school the “garden” and who argued that friendship—embodied here in the image of the “society” of a hospitable table—is the most important of all human virtues. Nathaniel’s is a fitting motto for that most communal of cultural events, the theatrical performance.


ABOUT THE TEXT

Shakespeare endures through history. He illuminates later times as well as his own. He helps us to understand the human condition. But he cannot do this without a good text of the plays. Without editions there would be no Shakespeare. That is why every twenty years or so throughout the last three centuries there has been a major new edition of his complete works. One aspect of editing is the process of keeping the texts up to date—modernizing the spelling, punctuation, and typography (though not, of course, the actual words), providing explanatory notes in the light of changing educational practices (a generation ago, most of Shakespeare’s classical and biblical allusions could be assumed to be generally understood, but now they can’t).

But because Shakespeare did not personally oversee the publication of his plays, editors also have to make decisions about the relative authority of the early printed editions. Half of the sum of his plays only appeared posthumously, in the elaborately produced First Folio text of 1623, the original “Complete Works” prepared for the press by Shakespeare’s fellow actors, the people who knew the plays better than anyone else. The other half had appeared in print in his lifetime, in the more compact and cheaper form of “Quarto” editions, some of which reproduced good quality texts, others of which were to a greater or lesser degree garbled and error strewn.

Generations of editors have adopted a “pick and mix” approach, moving between Quarto and Folio readings, making choices on either aesthetic or bibliographic grounds, sometimes creating a composite text that Shakespeare never actually wrote. Not until the 1980s did editors follow the logic of what ought to have been obvious to anyone who works in the theater: that the Quarto and Folio texts often represent discrete moments in the life of a script, that plays change in the course of rehearsal, production, and revival, and that many of the major variants between the early printed versions almost certainly reflect this process.

If you look at printers’ handbooks from the age of Shakespeare, you quickly discover that one of the first rules was that, whenever possible, compositors were recommended to set their type from existing printed books rather than manuscripts. This was the age before mechanical typesetting, when each individual letter had to be picked out by hand from the compositor’s case and placed on a stick (upside down and back to front) before being laid on the press. It was an age of murky rush-light and of manuscripts written in a secretary hand that had dozens of different, hard-to-decipher forms. Printers’ lives were a lot easier when they were reprinting existing books rather than struggling with handwritten copy. Easily the quickest way to have created the First Folio would have been simply to reprint those eighteen plays that had already appeared in Quarto and only work from manuscript on the other eighteen.

But that is not what happened. Whenever Quartos were used, as in the case of Love’s Labour’s Lost, playhouse “promptbooks” were also consulted and stage directions copied in from them. This means that Folio Love’s Labour’s Lost is superior to Quarto in some of its exit direction and speech headings, though Quarto is superior to Folio in some of its individual readings of words and phrases.

With several major plays where a well-printed Quarto was available, the Folio printers were instructed to work from an alternative, playhouse-derived manuscript. This meant that the whole process of producing the first complete Shakespeare took months, even years, longer than it might have done. But for the men overseeing the project, John Hemings and Henry Condell, friends and fellow actors who had been remembered in Shakespeare’s will, the additional labor and cost were worth the effort for the sake of producing an edition that was close to the practice of the theater. They wanted all the plays in print so that people could, as they wrote in their prefatory address to the reader, “read him and again and again,” but they also wanted “the great variety of readers” to work from texts that were close to the theater life for which Shakespeare originally intended them. For this reason, the RSC Shakespeare, in both Complete Works and individual volumes, uses the Folio as base text wherever possible. Significant Quarto variants are, however, noted in the Textual Notes.

The following notes highlight various aspects of the editorial process and indicate conventions used in the text of this edition:

Lists of Parts are supplied in the First Folio for only six plays, not including Love’s Labour’s Lost, so the list here is editorially supplied. Capitals indicate that part of the name which is used for speech headings in the script (thus “Don Adriano de ARMADO”).

Locations are provided by the Folio for only two plays, of which Love’s Labour’s Lost is not one. Eighteenth-century editors, working in an age of elaborately realistic stage sets, were the first to provide detailed locations (“another part of the park”). Given that Shakespeare wrote for a bare stage and often an imprecise sense of place, we have relegated locations to the explanatory notes, where they are given at the beginning of each scene where the imaginary location is different from the one before. In the case of Love’s Labour’s Lost, the entire action is set in the king’s park.

Act and Scene Divisions were provided in the Folio in a much more thoroughgoing way than in the Quartos. Sometimes, however, they were erroneous or omitted; corrections and additions supplied by editorial tradition are indicated by square brackets. Five-act division is based on a classical model, and act breaks provided the opportunity to replace the candles in the indoor Blackfriars playhouse, which the King’s Men used after 1608, but Shakespeare did not necessarily think in terms of a five-part structure of dramatic composition. The Folio convention is that a scene ends when the stage is empty. Nowadays, partly under the influence of film, we tend to consider a scene to be a dramatic unit that ends with either a change of imaginary location or a significant passage of time within the narrative. Shakespeare’s fluidity of composition accords well with this convention, so in addition to act and scene numbers we provide a running scene count in the right margin at the beginning of each new scene, in the typeface used for editorial directions. Where there is a scene break caused by a momentary bare stage, but the location does not change and extra time does not pass, we use the convention running scene continues. There is inevitably a degree of editorial judgment in making such calls, but the system is very valuable in suggesting the pace of the plays.

Speakers’ Names are often inconsistent in Folio. We have regularized speech headings but retained an element of deliberate inconsistency in entry directions, in order to give the flavor of Folio. Thus ARMADO is always so-called in his speech headings, but is sometimes “Braggart” in entry directions.

Verse is indicated by lines that do not run to the right margin and by capitalization of each line. The Folio printers sometimes set verse as prose, and vice versa (either out of misunderstanding or for reasons of space). We have silently corrected in such cases, although in some instances there is ambiguity, in which case we have leaned toward the preservation of Folio layout. Folio sometimes uses contraction (“turnd” rather than “turned”) to indicate whether or not the final “-ed” of a past participle is sounded, an area where there is variation for the sake of the five-beat iambic pentameter rhythm. We use the convention of a grave accent to indicate sounding (thus “turnèd” would be two syllables), but would urge actors not to overstress. In cases where one speaker ends with a verse half line and the next begins with the other half of the pentameter, editors since the late eighteenth century have indented the second line. We have abandoned this convention, since the Folio does not use it, and nor did actors’ cues in the Shakespearean theater. An exception is made when the second speaker actively interrupts or completes the first speaker’s sentence.

Spelling is modernized, but older forms are very occasionally maintained where necessary for rhythm or aural effect.

Punctuation in Shakespeare’s time was as much rhetorical as grammatical. “Colon” was originally a term for a unit of thought in an argument. The semicolon was a new unit of punctuation (some of the Quartos lack them altogether). We have modernized punctuation throughout, but have given more weight to Folio punctuation than many editors, since, though not Shakespearean, it reflects the usage of his period. In particular, we have used the colon far more than many editors: it is exceptionally useful as a way of indicating how many Shakespearean speeches unfold clause by clause in a developing argument that gives the illusion of enacting the process of thinking in the moment. We have also kept in mind the origin of punctuation in classical times as a way of assisting the actor and orator: the comma suggests the briefest of pauses for breath, the colon a middling one and a full stop or period a longer pause. Semicolons, by contrast, belong to an era of punctuation that was only just coming in during Shakespeare’s time and that is coming to an end now: we have accordingly only used them where they occur in our copy texts (and not always then). Dashes are sometimes used for parenthetical interjections where the Folio has brackets. They are also used for interruptions and changes in train of thought. Where a change of addressee occurs within a speech, we have used a dash preceded by a full stop (or occasionally another form of punctuation). Often the identity of the respective addressees is obvious from the context. When it is not, this has been indicated in a marginal stage direction.

Entrances and Exits are fairly thorough in Folio, which has accordingly been followed as faithfully as possible. Where characters are omitted or corrections are necessary, this is indicated by square brackets (e.g. “[and Attendants]”). Exit is sometimes silently normalized to Exeunt and Manet anglicized to remains. We trust Folio positioning of entrances and exits to a greater degree than most editors.

Editorial Stage Directions such as stage business, asides, indications of addressee and of characters’ position on the gallery stage are only used sparingly in Folio. Other editions mingle directions of this kind with original Folio and Quarto directions, sometimes marking them by means of square brackets. We have sought to distinguish what could be described as directorial interventions of this kind from Folio-style directions (either original or supplied) by placing in the right margin in a smaller typeface. There is a degree of subjectivity about which directions are of which kind, but the procedure is intended as a reminder to the reader and the actor that Shakespearean stage directions are often dependent upon editorial inference alone and are not set in stone. We also depart from editorial tradition in sometimes admitting uncertainty and thus printing permissive stage directions, such as an Aside? (often a line may be equally effective as an aside or a direct address—it is for each production or reading to make its own decision) or a may exit or a piece of business placed between arrows to indicate that it may occur at various different moments within a scene.
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Textual Notes at the end of the play indicate major departures from the Folio. They take the following form: the reading of our text is given in bold and its source given after an equals sign, with “Q” indicating a Quarto reading, “F2” a reading that derives from the Second Folio of 1632 and “Ed” one that derives from the subsequent editorial tradition. The rejected Folio (“F”) reading is then given. Thus for Act 1 Scene 1 line 62: “62 feast = Ed. F = fast” means that the Folio compositor repeated the Quarto printer’s erroneous “fast” and that we have followed editorial tradition in changing the line to read “feast.”
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LABOUR’S LOST


LIST OF PARTS


Ferdinand KING of Navarre



Lords attending on the king


BEROWNE

LONGAVILLE

DUMAINE




Don Adriano de ARMADO, a Spanish braggart

MOTH, a boy, his page

COSTARD, a clown

JAQUENETTA, a dairymaid

Anthony DULL, a constable

Sir NATHANIEL, a curate

HOLOFERNES, a pedantic schoolmaster

The PRINCESS of France



Ladies attending on the princess


ROSALINE

MARIA

KATHERINE




BOYET, a lord attending on the princess Monsieur

MARCADÉ, a messenger from the King of France

A FORESTER

Lords, Ladies, Attendants



BEROWNE in Act 4 Scene 3 rhymes with “moon”

MOTH probably pronounced “Mott”; some editors modernize to “Mote”

JAQUENETTA perhaps pronounced “Jake-netta,” suggestive of “jakes” (privy, toilet)


 

Act 1 [Scene 1]

running scene 1

Enter Ferdinand King of Navarre, Berowne, Longaville and Dumaine


KING    Let fame1, that all hunt after in their lives,

Live registered upon our brazen2 tombs,

And then grace us in the disgrace3 of death

When, spite of cormorant4 devouring time,

Th’endeavour of this present breath5 may buy

That honour which shall bate his scythe’s keen6 edge

And make us heirs of all eternity.

Therefore, brave conquerors — for so you are,

That war against your own affections9

And the huge army of the world’s desires —

Our late edict shall strongly stand in force11.

Navarre12 shall be the wonder of the world,

Our court shall be a little academe13,

Still and contemplative in living art14.

You three, Berowne, Dumaine and Longaville,

Have sworn for three years’ term16 to live with me,

My fellow-scholars, and to keep17 those statutes

That are recorded in this schedule18 here.



Shows a paper


Your oaths are passed, and now subscribe19 your names,

That his own hand20 may strike his honour down

That violates the smallest branch21 herein.

If you are armed22 to do as sworn to do,

Subscribe to your deep oaths, and keep it23 too.

LONGAVILLE    I am resolved: ’tis but a three years’ fast.

The mind shall banquet though the body pine25.



Signs


Fat paunches have lean pates, and dainty bits26

Make rich the ribs, but bankrupt quite the wits.

DUMAINE    My loving lord, Dumaine is mortified28.

The grosser29 manner of these world’s delights

He throws upon the gross world’s baser slaves30.



Signs


To love, to wealth, to pomp, I pine and die,

With all these living in32 philosophy.

BEROWNE    I can but say their protestation over33.

So much, dear liege, I have already sworn,

That is, to live and study here three years.

But there are other strict observances36,

As37 not to see a woman in that term,

Which I hope well is not enrollèd38 there.

And one day in a week to touch no food,

And but one meal on every day beside,

The which I hope is not enrollèd there.

And then to sleep but three hours in the night,

And not be seen to wink43 of all the day —

When I was wont to think no harm44 all night

And make a dark night too of half the day —

Which I hope well is not enrollèd there.

O, these are barren tasks, too hard to keep:

Not to see ladies, study, fast, not sleep.

KING    Your oath is passed to pass away from49 these.

BEROWNE    Let me say no, my liege, an if50 you please.

I only swore to study with your grace

And stay here in your court for three years’ space52.

LONGAVILLE    You swore to that, Berowne, and to the rest.

BEROWNE    By yea and nay54, sir, then I swore in jest.

What is the end55 of study, let me know?

KING    Why, that to know which else we should not know.

BEROWNE    Things hid and barred, you mean, from common sense57?

KING    Ay, that is study’s godlike recompense58.

BEROWNE    Come on59 then, I will swear to study so,

To know the thing I am forbid to know:

As thus, to study where I well may dine,

When I to feast expressly am forbid.

Or study where to meet some mistress fine,

When mistresses from common sense are hid.

Or, having sworn too hard-a-keeping oath65,

Study to break it and not break my troth66.

If study’s gain be thus and this be so,

Study knows that which yet it doth not know.

Swear me to this, and I will ne’er say no.

KING    These be the stops that hinder study quite70

And train our intellects to vain71 delight.

BEROWNE    Why, all delights are vain, and that most vain,

Which with pain purchased doth inherit73 pain:

As74 painfully to pore upon a book

To seek the light of truth, while truth the while75

Doth falsely blind the eyesight of his look76.

Light seeking light doth light of light beguile77:

So, ere you find where light in darkness78 lies,

Your light grows dark by losing of your eyes.

Study me80 how to please the eye indeed

By fixing it upon a fairer81 eye,

Who dazzling so, that eye shall be his heed82

And give him light that it was blinded by.

Study is like the heaven’s glorious sun

That will not be deep-searched with saucy85 looks:

Small86 have continual plodders ever won

Save base87 authority from others’ books.

These earthly godfathers of heaven’s lights88,

That give a name to every fixèd star,

Have no more profit of their shining90 nights

Than those that walk and wot not what they91 are.

Too much to know is to know nought but fame92,

And every godfather93 can give a name.

KING    How well he’s read, to reason against reading.

DUMAINE    Proceeded well, to stop all good proceeding95.

LONGAVILLE    He weeds the corn, and still lets grow the weeding96.

BEROWNE    The spring is near when green geese97 are a-breeding.

DUMAINE    How follows that?

BEROWNE    Fit in his99 place and time.

DUMAINE    In reason101 nothing.

BEROWNE    Something then in rhyme101.

KING    Berowne is like an envious sneaping102 frost

That bites the first-born infants103 of the spring.

BEROWNE    Well, say I am. Why should proud104 summer boast

Before the birds have any cause to sing?

Why should I joy in any abortive106 birth?

At Christmas I no more desire a rose

Than wish a snow in May’s new-fangled shows108,

But like of each thing that in season109 grows.

So you, to study now it is too late110,

That were to climb o’er the house to unlock the gate111.

KING    Well, sit you out112. Go home, Berowne, adieu.

BEROWNE    No, my good lord, I have sworn to stay with you.

And though I have for barbarism114 spoke more

Than for that angel knowledge you can say,

Yet confident I’ll keep what I have sworn

And bide the penance of each three years’ day117.

Give me the paper, let me read the same,

And to the strict’st decrees I’ll write my name.



Takes the paper


KING    How well this yielding rescues thee from shame.

Reads

BEROWNE    ‘Item, That no woman shall come within




a mile of my court.’ Hath this been proclaimed?

LONGAVILLE    Four days ago.

BEROWNE    Let’s see the penalty: ‘On pain of losing her tongue.’

Who devised this penalty?

LONGAVILLE    Marry126, that did I.

BEROWNE    Sweet lord, and why?

LONGAVILLE    To fright them hence with that dread128 penalty.

BEROWNE    A dangerous law against gentility129!

Reads

‘Item, If any man be seen to talk with a woman within




the term of three years, he shall endure such public shame

as the rest of the court shall possibly devise.’

This article133, my liege, yourself must break,

For well you know here comes in embassy134

The French king’s daughter with yourself to speak —

A maid of grace and complete136 majesty —

About surrender up of Aquitaine137

To her decrepit, sick and bedrid father:

Therefore this article is made in vain,

Or vainly140 comes th’admirèd princess hither.

KING    What say you, lords? Why, this was quite forgot.

BEROWNE    So study evermore is overshot142.

While it doth study to have what it would143,

It doth forget to do the thing it should:

And when it hath the thing it hunteth most,

’Tis won as towns with fire, so won, so lost146.

KING    We must of force147 dispense with this decree.

She must lie here on mere148 necessity.

BEROWNE    Necessity will make us all forsworn149

Three thousand times within this three years’ space,

For every man with his affects151 is born,

Not by might mastered but by special grace152.

If I break faith, this word153 shall speak for me:

I am forsworn ‘on mere necessity’.

So to the laws at large155 I write my name,



Signs


And he that breaks them in the least degree

Stands in attainder157 of eternal shame.

Suggestions are to others as to me158:

But I believe, although I seem so loath,

I am the last that will last keep his oath160.

But is there no quick161 recreation granted?

KING    Ay, that there is. Our court, you know, is haunted162

With a refinèd traveller of Spain,

A man in all the world’s new fashion planted164,

That hath a mint165 of phrases in his brain,

One who the music of his own vain tongue

Doth ravish like enchanting harmony,

A man of compliments168, whom right and wrong

Have chose as umpire of their mutiny169.

This child of fancy, that Armado hight170,

For interim171 to our studies shall relate

In high-born172 words the worth of many a knight

From tawny Spain lost in the world’s debate173.

How you delight174, my lords, I know not, I,

But I protest I love to hear him lie,

And I will use him for my minstrelsy176.

BEROWNE    Armado is a most illustrious wight177,

A man of fire-new words, fashion’s own knight.

LONGAVILLE    Costard the swain and he shall be our sport179,

And so to study three years is but short.



Enter a constable [Dull] with a letter, with Costard


DULL    Which is the duke’s181 own person?

BEROWNE    This, fellow. What wouldst?

DULL    I myself reprehend183 his own person, for I am his

grace’s tharborough184. But I would see his own person in flesh

and blood.

BEROWNE    This is he.

DULL    Signior Arme … Arme … commends you187. There’s

villainy abroad188. This letter will tell you more.



Shows a letter


COSTARD    Sir, the contempts thereof are as touching189 me.

KING    A letter from the magnificent190 Armado.

BEROWNE    How low soever the matter, I hope in God for high191

words.

LONGAVILLE    A high hope for a low heaven193. God grant us

patience.

BEROWNE    To hear, or forbear195 hearing?

LONGAVILLE    To hear meekly, sir, and to laugh moderately, or to

forbear both.

BEROWNE    Well, sir, be it as the style198 shall give us cause to climb

in the merriness.

COSTARD    The matter is to200 me, sir, as concerning Jaquenetta.

The manner of it is, I was taken with the manner201.

BEROWNE    In what manner?

COSTARD    In manner and form following, sir, all those three203. I

was seen with her in the manor-house, sitting with her upon

the form, and taken following her into the park205, which, put

together, is ‘in manner and form following’. Now, sir, for the

manner207: it is the manner of a man to speak to a woman. For

the form: in some form.

BEROWNE    For the ‘following’, sir?

COSTARD    As it shall follow in my correction, and God defend210

the right!

KING    Will you hear this letter with attention?

BEROWNE    As we would hear an oracle.

COSTARD    Such is the simplicity214 of man to hearken after the

flesh.

Reads

KING    ‘Great deputy, the welkin’s vicegerent216 and




sole dominator217 of Navarre, my soul’s earth’s god, and body’s

fostering218 patron’—

COSTARD    Not a word of Costard yet.

Reads

KING    ‘So it is’—




COSTARD    It may be so: but if he say it is so, he is, in telling

true, but so222.

KING    Peace224!

COSTARD    Be224 to me and every man that dares not fight.

KING    No words!

COSTARD    Of other men’s secrets226, I beseech you.

Reads

KING    ‘So it is, besieged with sable-coloured227




melancholy, I did commend the black oppressing humour228 to

the most wholesome physic of thy health-giving air, and, as229

I am a gentleman, betook myself to walk. The time, when?

About the sixth hour, when beasts most graze, birds best

peck, and men sit down to that nourishment which is called

supper: so much for the time when. Now for the ground,

which? Which, I mean, I walked upon. It is ycleped234 thy park.

Then for the place, where? Where, I mean, I did encounter

that obscene and most preposterous236 event that draweth from

my snow-white pen the ebon-coloured237 ink, which here thou

viewest, beholdest, surveyest, or seest. But to the place,

where? It standeth north-north-east and by east from the

west corner of thy curious-knotted240 garden; there did I see

that low-spirited swain, that base minnow of thy mirth241’—

COSTARD    Me?

Reads

KING    ‘That unlettered243 small-knowing soul’—




COSTARD    Me?

Reads

KING    ‘That shallow vassal245’—




COSTARD    Still me?

Reads

KING    ‘Which, as I remember, hight Costard’—




COSTARD    O, me!

Reads

KING    ‘Sorted and consorted249, contrary to thy




established proclaimed edict and continent canon250, which

with — O, with — but with this I passion to say wherewith251’—

COSTARD    With a wench.

Reads

KING    ‘With a child of our grandmother Eve, a




female, or, for thy more sweet understanding, a woman. Him

I (as my ever-esteemed duty pricks255 me on) have sent to thee,

to receive the meed256 of punishment, by thy sweet grace’s

officer, Anthony Dull, a man of good repute, carriage257,

bearing, and estimation258.’

DULL    Me, an’t259 shall please you. I am Anthony Dull.

Reads

KING    ‘For Jaquenetta — so is the weaker vessel260




called which I apprehended with the aforesaid swain — I

keep her as a vessel of the law’s fury, and shall, at the least of262

thy sweet notice, bring her to trial263. Thine, in all compliments

of devoted and heart-burning heat of duty. Don Adriano de

Armado.’

BEROWNE    This is not so well as I looked for266, but the best that

ever I heard.

KING    Ay, the best for the worst. But, sirrah268, what say you

to this?

COSTARD    Sir, I confess270 the wench.

KING    Did you hear the proclamation?

COSTARD    I do confess much of the hearing it but little of the

marking of273 it.

KING    It was proclaimed a year’s imprisonment to be taken

with a wench.

COSTARD    I was taken with none, sir: I was taken with a

damsel.

KING    Well, it was proclaimed damsel.

COSTARD    This was no damsel, neither, sir: she was a virgin.

KING    It is so varied280 too, for it was proclaimed virgin.

COSTARD    If it were, I deny her virginity: I was taken with a

maid.

KING    This maid283 will not serve your turn, sir.

COSTARD    This maid will serve my turn,283 sir.

KING    Sir, I will pronounce your sentence: you shall fast a

week with bran and water.

COSTARD    I had rather pray a month with mutton and287

porridge.

KING    And Don Armado shall be your keeper.

My Lord Berowne, see him delivered o’er290:

And go we, lords, to put in practice that

Which each to other hath so strongly sworn.



[Exeunt King, Longaville and Dumaine]


BEROWNE    I’ll lay my head to any goodman293’s hat,

These oaths and laws will prove an idle294 scorn.

Sirrah, come on.

COSTARD    I suffer for the truth, sir, for true296 it is, I was taken

with Jaquenetta, and Jaquenetta is a true girl. And therefore

welcome the sour cup of prosperity! Affliction298 may one day

smile again, and until then, sit down299, sorrow!



Exeunt

[Act 1 Scene 2]

running scene 1 continues

Enter Armado and Moth, his page


ARMADO    Boy, what sign is it1 when a man of great spirit grows

melancholy?

MOTH    A great sign, sir, that he will look sad.

ARMADO    Why, sadness is one and the self-same thing, dear

imp5.

MOTH    No, no, O lord, sir, no.

ARMADO    How canst thou part7 sadness and melancholy, my

tender juvenal8?

MOTH    By a familiar demonstration of the working9, my

tough señor.

ARMADO    Why tough señor? Why tough señor?

MOTH    Why tender juvenal? Why tender juvenal?

ARMADO    I spoke it, tender juvenal, as a congruent epitheton13

appertaining to thy young days, which we may nominate14

tender.

MOTH    And I, tough senior, as an appertinent16 title to your

old time, which we may name tough.

ARMADO    Pretty and apt.

MOTH    How mean you, sir? I pretty, and my saying apt? Or I

apt, and my saying pretty?

ARMADO    Thou pretty21, because little.

MOTH    Little pretty, because little.21 Wherefore apt?

ARMADO    And therefore apt, because quick23.

MOTH    Speak you this in my praise, master?

ARMADO    In thy condign25 praise.

MOTH    I will praise an eel with the same praise.

ARMADO    What, that an eel is ingenious?

MOTH    That an eel is quick28.

ARMADO    I do say thou art quick in answers. Thou heat’st my29

blood.

MOTH    I am answered, sir.

ARMADO    I love not to be crossed32.

Aside

MOTH    He speaks the mere contrary: crosses33 love not him.




ARMADO    I have promised to study three years with the duke35.

MOTH    You may do it in an hour, sir.

ARMADO    Impossible.

MOTH    How many is one thrice told38?

ARMADO    I am ill at reckoning. It fits the spirit of a tapster39.

MOTH    You are a gentleman and a gamester40, sir.

ARMADO    I confess both: they are both the varnish of a

complete42 man.

MOTH    Then I am sure you know how much the gross sum

of deuce-ace44 amounts to.

ARMADO    It doth amount to one more than two.

MOTH    Which the base vulgar46 call three.

ARMADO    True.

MOTH    Why, sir, is this such a piece48 of study? Now here’s

three studied ere you’ll thrice wink. And how easy it is to put

‘years’ to the word ‘three’, and study three years in two

words, the dancing horse51 will tell you.

ARMADO    A most fine figure52!

MOTH    To prove you a cipher53.



Aside


ARMADO    I will hereupon confess I am in love. And as it is base54

for a soldier to love, so am I in love with a base wench. If

drawing my sword against the humour of affection56 would

deliver me from the reprobate57 thought of it, I would take

desire prisoner, and ransom him to any French courtier for a

new-devised curtsy. I think scorn59 to sigh: methinks I should

outswear Cupid60. Comfort me, boy. What great men have

been in love?

MOTH    Hercules62, master.

ARMADO    Most sweet Hercules! More authority, dear boy,

name more; and, sweet my child, let them be men of good

repute and carriage65.

MOTH    Samson, master. He was a man of good carriage66,

great carriage, for he carried the town-gates on his back like67

a porter, and he was in love.

ARMADO    O well-knit69 Samson, strong-jointed Samson! I do

excel thee in my rapier70 as much as thou didst me in carrying

gates. I am in love too. Who was Samson’s love, my dear

Moth?

MOTH    A woman, master.

ARMADO    Of what complexion74?

MOTH    Of all the four75, or the three, or the two, or one of the

four.

ARMADO    Tell me precisely of what complexion.

MOTH    Of the sea-water green78, sir.

ARMADO    Is that one of the four complexions?

MOTH    As I have read, sir, and the best of them too.

ARMADO    Green81 indeed is the colour of lovers, but to have a

love of that colour, methinks Samson had small reason for it.

He surely affected her for her wit83.

MOTH    It was so, sir, for she had a green84 wit.

ARMADO    My love is most immaculate white and red.

MOTH    Most maculate86 thoughts, master, are masked under

such colours87.

ARMADO    Define88, define, well-educated infant.

MOTH    My father’s wit and my mother’s tongue assist me!

ARMADO    Sweet invocation of a child, most pretty and

pathetical91!

MOTH    If she be made of92 white and red,

Her faults will ne’er be known,

For blushing cheeks by faults are bred

And fears by pale white shown.

Then if she fear, or be to blame,

By this97 you shall not know,

For still98 her cheeks possess the same

Which native she doth owe99.

A dangerous rhyme, master, against the reason of white and100

red.101

ARMADO    Is there not a ballad, boy, of the King and the102

Beggar?

MOTH    The world was very guilty of such a ballad some

three ages since105, but I think now ’tis not to be found, or, if it

were, it would neither serve106 for the writing nor the tune.

ARMADO    I will have that subject newly writ o’er, that I may

example my digression108 by some mighty precedent. Boy, I do

love that country girl that I took in the park with the rational109

hind Costard. She deserves well.

Aside

MOTH    To be whipped: and yet111 a better love than




my master.

ARMADO    Sing, boy. My spirit grows heavy113 in love.

Aside

MOTH    And that’s great marvel, loving a light114 wench.




ARMADO    I say sing.

MOTH    Forbear till this company be past.



Enter [Costard, the] Clown,116 [Dull, the] Constable and [Jaquenetta, a] wench


DULL    Sir, the duke’s pleasure is that you keep Costard safe:

and you must let him take no delight nor no penance118, but he

must fast three days a week. For119 this damsel, I must keep her

at the park: she is allowed for the dey-woman120. Fare you well.



Exit


Aside

ARMADO    I do betray myself with blushing.— Maid!




JAQUENETTA    Man?

ARMADO    I will visit thee at the lodge123.

JAQUENETTA    That’s hereby124.

ARMADO    I know where it is situate.

JAQUENETTA    Lord, how wise you are!

ARMADO    I will tell thee wonders.

JAQUENETTA    With that face128?

ARMADO    I love thee.

JAQUENETTA    So I heard you say.

ARMADO    And so farewell.

JAQUENETTA    Fair weather after you.

COSTARD    Come, Jaquenetta, away.



Exit [Jaquenetta]


ARMADO    Villain134, thou shalt fast for thy offences ere thou be

pardoned.

COSTARD    Well, sir, I hope, when I do it, I shall do it on a full136

stomach.

ARMADO    Thou shalt be heavily punished.

COSTARD    I am more bound to you than your fellows139, for they

are but lightly140 rewarded.

To Moth

ARMADO    Take away this villain. Shut him up.




MOTH    Come, you transgressing slave, away!

COSTARD    Let me not be pent up, sir, I will fast being loose143.

MOTH    No, sir, that were fast and loose. Thou shalt to144

prison.

COSTARD    Well, if ever I do see the merry days of desolation146

that I have seen, some shall see—

MOTH    What shall some see?

COSTARD    Nay, nothing, Master Moth, but what they look

upon. It is not for prisoners to be too silent150 in their words and

therefore I will say nothing. I thank God I have as little151

patience as another man and therefore I can be quiet.



[Exeunt Moth and Costard]


ARMADO    I do affect153 the very ground, which is base, where her

shoe, which is baser, guided by her foot, which is basest, doth

tread. I shall be forsworn, which is a great argument155 of

falsehood, if I love. And how can that be true love which is

falsely attempted? Love is a familiar157, love is a devil. There is

no evil angel but love. Yet Samson was so tempted, and he

had an excellent strength. Yet was Solomon159 so seduced, and

he had a very good wit. Cupid’s butt-shaft160 is too hard for

Hercules’ club, and therefore too much odds161 for a Spaniard’s

rapier. The first and second cause will not serve my turn162. The

passado he respects not, the duello163 he regards not. His

disgrace is to be called boy, but his glory is to subdue men.

Adieu, valour: rust, rapier: be still, drum, for your manager165

is in love; yea, he loveth. Assist me, some extemporal god of166

rhyme, for I am sure I shall turn sonnet167. Devise, wit: write,

pen, for I am for whole volumes in folio168.



Exit
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