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This edition of The Collected Works of Thomas Middleton is designed to make the full range of his work accessible to modern readers, in a way which will encourage both a wider appreciation of his achievement and a new understanding of the English Renaissance. As a result, it differs from other editions in a number of respects. Shakespeare’s plays have been available in reasonably reliable and reasonably complete editions since 1623; by contrast, this book is the first one-volume collection of Middleton’s works ever published. More generally, editorial paradigms based upon the unusual conditions of the Shakespeare canon are of limited relevance to Middleton (and many other writers). Rather than simply applying to Middleton modes of editorial practice developed to represent another author, we have sought to present Middleton’s works in the manner most appropriate to their nature.

In finding their way around a relatively unfamiliar author in a relatively unfamiliar editorial format, readers may be helped by the following description of this book’s special features.

Act Divisions. (See also Scene Divisions.) Unlike the plays of Marlowe and Shakespeare, the plays of their younger contemporary Middleton were not normally written for uninterrupted performance. Most of Middleton’s plays were performed by companies which provided four musical intervals between the five acts of a play. Act divisions in such plays therefore reflect both authorial intention and early performance conditions. We mark act divisions in such plays by a special symbol (), and by recurring Latin phrases (‘Explicit Actus Primus’ and ‘Incipit Actus Secundus’), which Middleton regularly employed in his own manuscripts. By contrast, for early plays like The Patient Man and the Honest Whore and Timon of Athens, apparently written for continuous performance, we do not interpolate editorial act divisions or act numbers.

Acting Companies. Middleton, like most dramatists, wrote his plays for a variety of acting companies and theatres; these different venues had different physical arrangements, audiences, performance conventions, and talents. Moreover, the performance of any play depends upon active collaboration between the author(s) of the script and the other theatrical professionals who embody the text and transform it into visual and aural action. Therefore, on the first page of each play, we identify not only the title and author(s), but the acting company: ‘Thomas Middleton, The Puritan Widow, for Paul’s Boys’ or ‘Thomas Middleton, The Revenger’s Tragedy, for the King’s Men’.

Annotations. Many of Middleton’s works have never before been annotated, or never adequately annotated, and the commentaries in this edition therefore contain much original scholarship. For most of the works, a glossarial commentary is provided at the foot of the page; these annotations are comparable to those in many one-volume textbook editions of Shakespeare. However, textbooks often homogenize commentaries to the level of a ‘lowest common denominator’ of readers. In order to avoid such flattening, and to remain sensitive to the different demands that certain texts make on the modern reader, this edition aims to make a virtue out of multivocality, illustrating a range of possible approaches to annotation by providing special commentaries for certain works. The notes to Your Five Gallants pay particular attention to theatrical problems, options, and opportunities. The commentary to The Widow provides extended notes on ‘key words’—idioms with a complex historical significance, not easily indicated by a simple gloss. A detailed economic commentary is attached to The Triumphs of Honour and Industry. In The Two Gates of Salvation and The Peacemaker, annotation focuses upon the relationship between Middleton’s text and its sources. The commentary to A Game at Chesse: An Early Form is dedicated to the play’s historical and political referents; by contrast, the commentary to A Later Form of the same play is systematically literary and theatrical. Varieties of feminist commentary are provided for A Mad World, My Masters, A Trick to Catch the Old One, The Roaring Girl, and A Chaste Maid in Cheapside. The commentary to Old Law, adopting the protocols of recent historicist and materialist criticism, mixes textual apparatus with annotation and photography with type. Middleton’s adaptation of Macbeth, already widely available, is printed here without any glossarial commentary, giving readers the (contrasting) experience of a ‘plain text’. Not all readers will find all these approaches equally valuable, but juxtaposing them within the covers of one volume will, we hope, call attention to the ways in which annotation itself shapes our experience of a text.

Authorship. This edition contains texts of all Middleton’s known surviving works, and brief descriptions of what we know about his various lost ones. It includes works written by Middleton alone, works written by Middleton in collaboration with other writers, and works by other writers which Middleton later adapted. The exact division of labour between authors is often difficult to determine, but the Introduction to each text summarizes what is generally believed about the attribution of particular scenes or passages. In some early works—particularly The Whole Royal and Magnificent Entertainment and News from Gravesend—Middleton’s share of the text seems to have been relatively small, but we have included the entire work, in the belief that Middleton’s contribution can only be understood in its full context. This edition omits three plays—Blurt, Master Constable and The Honest Whore, Part Two (by Thomas Dekker) and The Family of Love (by Lording Barry)—which were attributed to Middleton in nineteenth-century editions. Decisions about which works to include have been based on a variety of documentary and stylistic evidence, laid out in full in the Companion (p. 000).

Character Names. In the original texts, many characters are not given personal names, but identified by generic social labels (Tyrant, Queen, Lady, Clown, White Queen’s Pawn). At other times, a proper name is given somewhere in the text, but speech prefixes and stage directions use the generic label. In the eighteenth century, editors of Shakespeare and other English dramatists began systematically supplying personal names for dramatic characters, whenever they could be found. We have normally retained the original generic labels in stage directions and speech prefixes, believing they reflect an emphasis upon social and theatrical roles rather than unique individuals. However, in exceptional circumstances—for one character in A Trick to Catch the Old One and several in A Game at Chess: A Later Form—it has seemed more important to provide proper names. (See Consistency.)

Chronology. The works are arranged in The Collected Works in what we believe to be their order of composition, from 1602 to 1627 (with the juvenilia of 1597–1601 placed in a separate sequence at the end). The order of ‘authorial making’ closely resembles the order of ‘making public’, since the plays and pageants were written for immediate performance, and all the pamphlets were apparently published soon after their composition. The evidence for the dating of individual works is given in full in the ‘Canon and Chronology’ section of the Companion (p. 000). Although the exact sequence of texts in a given year may be debatable, the broad outlines of the chronology are not disputed. This temporal arrangement makes it possible, for those readers interested in individual agency and artistry, to follow the author’s own development; but it also enables others to situate each work in its historical and social moment. Moreover, because Middleton’s pamphlets and pageants are less familiar than his plays, an arrangement by genres might ghettoize those works; a chronological arrangement, by contrast, juxtaposes familiar with unfamiliar texts, and shows the range of genres Middleton could juggle at one time.

Collaboration. The exact division of authorship in collaborative works is sometimes easy, sometimes difficult, to determine. Nevertheless, in the table of contents and on the title-pages of individual collaborative works we have listed the authors’ names in an order which reflects our assessment of the relative size of their contribution to the work. Thus, Dekker’s name is listed before Middleton’s in The Patient Man and the Honest Whore, because Dekker seems to have written more of that play; but Middleton’s name is listed before Dekker’s in The Roaring Girl, because Middleton seems to have written more of that play.

Consistency. This edition does not attempt to provide or impose a unified view of Middleton or his works. The contributors come from different disciplines (literature, history, theatre, and theology); the annotations focus upon different aspects of the texts; different editorial practices are adopted for different works; and the critical introductions adopt different critical perspectives (from the performance orientation of A Mad World, My Masters to the postcolonial focus of The Triumphs of Honour and Virtue). This diversity is deliberate. It derives from a belief that authors and their readers are better served by a ‘federal’ than a ‘unified’ edition. By calling attention to the variety of ways in which the works of an author may be interpreted and edited, a ‘federal’ edition celebrates the play of difference and acknowledges the foreclosure of possibilities entailed in every act of choice.

Cross-reference. Each text in The Collected Works is pro​vided with a textual introduction and apparatus in the Companion. The relevant page numbers are given at the end of each critical introduction in The Collected Works.

Doubling. Early modern plays were designed for performance by relatively small companies of actors, who were accustomed to doubling roles. Doubling offered opportunities for virtuoso acting; moreover, the need to double often influenced authorial decisions about the presence or absence of certain characters in certain scenes (since the same actor could not simultaneously play two different characters). Charts of doubling possibilities are printed after Anything for a Quiet Life, The Changeling, A Chaste Maid in Cheapside, A Fair Quarrel, The Lady’s Tragedy, Macbeth, A Mad World, My Masters, Measure for Measure, Michaelmas Term, More Dissemblers Besides Women, No Wit/Help like a Woman’s, The Phoenix, The Roaring Girl, The Spanish Gypsy, Timon of Athens, The Widow, Wit at Several Weapons, The Witch, Women, Beware Women, The World Tossed at Tennis; the very few doubling possibilities in A Game at Chess: A Later Form are noted in the commentary to its list of Persons.

Dramatis Personae. The history of dramatis personae lists in English drama, up to 1680, is traced in the Companion in the essay called ‘The Order of Persons’ (p. 000). Within the Middleton canon, a few dramatic texts—The Roaring Girl, Masque of Heroes, A Chaste Maid in Cheapside, The Bloody Banquet—were originally published with preliminary lists (which appear to be authorial) of their fictional characters. But most were published without such lists, or with lists apparently added by scribes or editors. In constructing editorial lists for plays that lack them, or modifying unauthoritative seventeenth-century lists, we have adopted the principles of organization used in the authorial lists. Accordingly, in most of the lists in this edition character names are grouped in households, not divided by gender, or even by rank. For the convenience of modern readers, the label given the character in speech prefixes is printed in small capitals in the list of Persons.

Editorial Practices and Principles. The Companion includes full bibliographical descriptions of the early documents, critical analysis of their transmission and relationships, and a detailed textual apparatus for each work. A Game at Chess survives in more early independent documents than any play of the English Renaissance. By contrast, most of Middleton’s works have come down to us in only a single authoritative early manuscript or printed edition, from which all later texts derive. For such single-text works, the editor’s primary task is to reproduce, accurately, the substance of that earliest document, and at the same time to make it accessible to modern readers. (See Punctuation, Spelling, and Stage Directions.) However, all forms of early modern textual transmission introduced errors; accordingly, texts have been emended where the editors believe that such an error has occurred. How many emendations have been made in any given work depends in large part upon the quality of the early document, but also in part upon the attitude of the individual editor: some editors are more interested in detecting error, and more adventurous in correcting it, than others. All such emendations, and all variants in authoritative early texts, are recorded in the Companion; emendations and variants are not marked in the text of this volume. However, so that readers of the Collected Works may sample the kinds of editorial decision-making that affect all the texts in this book (and all modern texts of other Renaissance writers), we have foregrounded the editorial process in a few cases. In Old Law, textual notes are incorporated in the on-page commentary. For the Occasional Poems, each edited text is accompanied by a photograph of at least one relevant early document. We also reproduce two pages of a manuscript in Middleton’s own handwriting (see A Game at Chesse: An Early Form).

Genres. Early seventeenth-century collections of the works of Ben Jonson and William Shakespeare divided their texts into distinct literary genres. Although Middleton’s canon is even more diverse, there is no comparable early collection of his works, and so no such early division into traditional formal categories. Those interested in such groupings may prefer to organize their reading by consulting the editorial Index of Titles by Genre (p. 000).

Illustrations. Middleton’s plays were illustrated more often than those of any other Renaissance playwright; this volume reproduces all the relevant title-pages, and in the spirit of Middleton’s own practice also incorporates other visual material from the period. We do not, however, preserve the exact size of the original images, and some images are cropped; we have seldom retained unprinted margins in their full extent. Modern reproductions of early book pages often remove show-through and offset and enhance the contrast between dark ink and white paper, so that they resemble the pages of present-day books more closely; in some cases we have left the signs of earlier printing processes in place. For example, the background in the plates from The Arches of Triumph (p. 000) is not processed to make it uniform.

Indexes. Because both the canon and chronology of Middleton’s work will be unfamiliar to most readers, for finding a particular text the main Table of Contents may be less useful than the Alphabetical Contents (p. 000), or the Index of Titles by Genre (p. 000). The ‘key words’ indexed in The Widow (p. 000) occur in many other texts.

Metrical Markers. We indicate obsolete pronunciations when they seem necessary to the metre of verse lines. A diaeresis indicates that the ‘i’ in words like ‘conversatïon’ should be pronounced as a separate unstressed syllable, so that ‘conversatïon’ has five syllables instead of the modern four. Every such diaeresis is editorial. An accent over the ‘e’ in words like ‘injurèd’ indicates that the past participle should be pronounced as a separate syllable, so that ‘injurèd’ has three syllables instead of the modern two. Middleton’s early texts usually distinguish orthographically the obsolete from the modern pronunciation.

Modernization. See Punctuation and Spelling.

Music and Dance. Whenever an early score or choreography has survived, cross-references at the end of the Critical Introduction will alert readers to the relevant pages of the Companion where they are reproduced and discussed.

Punctuation. For most works, the text has been modernized to make it more intelligible for contemporary readers. Readers interested in how Middleton himself punctuated his texts may consult A Game at Chesse: An Early Form, most of which is based on autograph manuscripts. For parts of Game, and all his other works, we do not have Middleton’s own handwritten copy, and the earliest surviving document mixes the punctuation practices of the author(s) with those of scribe(s) and/or printing-house compositor(s). Moreover, every act of punctuation, whether made by an early copyist or a modern editor, necessarily involves arbitrary choices, which will encourage one pronunciation or interpretation over another; every system of punctuation to some degree disambiguates a text which may be deliberately ambiguous. Readers interested in how a familiar but deeply ambiguous text would look without the arbitrary choices imposed by punctuation may consult Middleton’s adaptation of Shakespeare’s Macbeth, here printed without punctuation. This unpointed text is initially hard to read, but anyone desiring a more user-friendly Macbeth can easily find one.

Revised Versions. Middleton, like other writers, sometimes revised his own work, and sometimes had it altered by other people, with or without his consent. To illustrate such transformations, we have adopted distinct editorial strategies for different works. The Nightingale and the Ant (a.k.a. Father Hubburd’s Tales) illustrates how a literary work may have been reshaped in the collaborative interactions between an author and publisher. The two texts of The Lady’s Tragedy, printed in parallel, illustrate how a play developed in the normal transition between an author’s original manuscript and an acting company’s final (censored) promptbook. The two versions of A Game at Chess, printed separately in sequence, illustrate an authorial and theatrical transformation so radical and extensive that the two texts in some ways constitute two distinct works. In Measure for Measure and Macbeth, though we present only a single text, the typography of our ‘genetic text’ emphasizes the process of adaptation rather than the original or final state of the text. In Penniless Parliament, the commentary tracks Middleton’s abridgements and expansions of the original pamphlet.

Scene Divisions. (See also Act Divisions.) In early modern theatrical practice, a ‘scene’ is not a unit of fictional space (defined by a location) but a unit of action (defined by the movement of actors). Middleton’s theatres did not use scenic backdrops, and the fictional location of the onstage action was indicated by dialogue or props, and sometimes not at all; moreover, a scene which begins in one fictional place may sometimes shift to another, or abandon scenic fictions altogether, foregrounding instead the situation of an actor on a platform facing an audience. Consequently, the text of this edition does not provide a novelistic or Cartesian locale for each scene (‘Another Part of the Polis’). However, for ease of reference we do identify and number, in the margins, separate scene-units. One scene ends whenever all the characters/actors present leave the playing space; a new scene begins with the subsequent entry of one or more characters/actors. In most cases, these scene divisions and numbers were not supplied in the earliest texts. In A Game at Chesse: An Early Form, we follow Middleton’s own practice in marking act divisions, but not scene divisions.

Speech Prefixes. In seventeenth-century texts, speech prefixes are usually abbreviated, and written immediately to the left of the first words of the speech; this practice is retained in A Game at Chesse: An Early Form. In all other plays—and in A Game at Chess: A Later Form—for convenience and intelligibility we give the character names in full. When the first words of the speech are a full verse line, the use of an unabbreviated speech prefix would almost inevitably have the effect of making speech prefix and verse line together too long to fit the column, thus producing turn-overs at the beginning of thousands of speeches; to avoid this, the speech prefix is placed above the first line, rather than beside it. For prose speeches, or speeches which complete a verse line begun by another speaker, the prefix is placed on the same line as the character’s first words. (See also Split Verse Lines.)

Spelling. Those who wish to read Middleton in the spelling of his time may do so by turning to the photographs of Occasional Poems, or to A Game at Chesse: An Early Form. But because this edition aims to make Middleton accessible to anyone interested in literature and drama, we have in all other cases modernized spelling (even when we know Middleton usually spelled a word differently), in accordance with the principles adopted for the Oxford Shakespeare. The running titles, at the top of each page, offer a different spelling, based on one or more original documents; we hope these will remind users of this edition that they are reading a text which has been modernized. Those interested in the editorial process of modernization may consult the commentary to Old Law in this volume, or the textual notes to other works in the Companion, which discuss problematic cases of modernization.

Split Verse Lines. Middleton, like other verse dramatists, often divided a verse line between two or more speakers. Early modern texts seldom represent this formal feature visually, and we retain the typical early modern typographical arrangement in A Game at Chesse: An Early Form. But elsewhere for the convenience of modern readers we have editorially indented the concluding part(s) of such a divided verse line in order to show the metrical integrity of the line. For instance, in the manuscript of The Lady’s Tragedy the end of one character’s speech and the beginning of the next speech (1.1.208) were written as follows:
see it effected.
————————
Mem. wth best care, my lord

This is clearly intended as a single iambic pentameter line, which we print as follows:

See it effected.

Memphonius With best care, my lord.

However, in some cases three part-lines are written in such a way that the middle part-line could form a complete verse line with either the preceding or the following part-line. For instance, an exchange in The Widow (4.2.197–99) was printed this way in the 1652 first edition:

Bra. I’m all well there.

La. You feel no grief i’th’ kidney.

Bra. Sound, sound, sound sir.

The middle speech is an ‘amphibious’ part-line, which would make an acceptable Middleton verse line in either direction: either
I’m all well there.
You feel no grief i’th’ kidney?

or
You feel no grief i’th’ kidney?
Sound, sound, sound, sir.

Since both arrangements are equally acceptable, and since the fluidity of the verse in fact depends upon the metrical ambiguity of the amphibious part-line, it would be arbitrary and misleading to adopt either of the two alternative indentations. Accordingly, in such cases all three part-lines are printed immediately to the right of the speech prefix, without indentation.

Brandino I’m all well there.

Latrocinio You feel no grief i’th’ kidney?

Brandino Sound, sound, sound, sir.

Visually, such arrangements are indistinguishable from three short prose speeches, but the surrounding context should alert readers to whether they are dealing with prose or verse. (Middleton sometimes moves in and out of verse even within a single speech, so if the context does not clarify whether short lines are verse or prose, then the visual ambiguity reflects a formal ambiguity.)

Stage Directions. With Middleton as with other playwrights of his time, early texts are often deficient in describing stage action, even at so basic a level as the entrance and exit of actors. This edition’s stage directions are designed to provide the minimum assistance necessary to make the text theatrically intelligible. All editorial additions of debatable directions (including, for instance, most asides, indications of the person addressed by a particular speech, and gestures) are printed in the text within square brackets, but are not recorded in the Companion. The Companion does include, for every play, a list of every original stage direction, in its original spelling and punctuation, keyed to its position in this edition and (where different) to its exact original location.

Texts/Events. Middleton’s works occupy a continuum which runs from objects (printed pamphlets) to unique events (pageants only performed once). To the extent that a work is an object, the specific material forms which concretely embody its language may themselves constitute part of its meaning. (See Typography.) To the extent that a work is a unique event, where it takes place is part of its meaning: those locations are described in the introductory essays on London (by Paul Seaver) and on the London theatres (by Scott McMillin). Moreover, the same event may be described differently by different witnesses: hence we include alternative descriptions of two pageants, The Triumphs of Truth and The Triumphs of Honour and Industry, by foreign ambassadors. More generally, an event may be described in more than one object; hence, we include in our ‘text’ of The Whole Royal and Magnificent Entertainment commemorative scripts of the event originally printed in three different publications by three of its collaborative creators, and we include accounts of the Lord Mayor’s pageant of 1623 published separately by Thomas Middleton and his collaborator Anthony Munday. Finally, because play texts fall somewhere between these two categories—they are objects purchased by solitary readers, and at the same time they are attempts to represent and regulate recurring events—they can be edited and understood as objects and/or events: see Act Divisions, Punctuation, Spelling, and Stage Directions.

Titles. Because Middleton’s works are not burdened by overfamiliarity, modern editors may restore their original titles without offending traditional taste. In one case, the only early text has no title at all, and we have supplied a conjectural title of our own (The Lady’s Tragedy), to replace an earlier, grossly inaccurate conjecture (The Second Maiden’s Tragedy). Generally the editorial problem is not dearth, but surplus. A number of Middleton’s works are given—in separate early documents, or even within the same document—more than one title. In such cases, the running titles in our edition vary from page to page, thereby preserving the titular instability of the work throughout the experience of reading it. Thus, on any given opening, the reader may see ‘The Nice Valour’ above the left-hand page, and the alternative title ‘The Pax017F;x017F;ionate Mad-man’ above the right-hand page, of the same play. We believe readers are capable of thinking stereoscopically, and that no real confusion should result from this practice, which preserves and foregrounds evidence which traditional editions routinely suppress.

Typography. All written and printed texts are embodied forms of language: the size, layout, calligraphy or typography of a text all signal its relationships to other texts, and encode the relationships of its parts to one another. No single book can incorporate the great and deliberate variety of embodiments of Middleton’s early texts, and in any case those early embodiments would be unfamiliar and unintelligible to most modern readers. However, this edition does call attention to the range and significance of those early embodiments, in part by photographic illustrations, in part by preserving in a modern form the typographical distinctions of the original texts. Thus, the distinctive 1604 title-page of The Black Book is reproduced at the beginning of our introduction to it; the original’s use of ‘black letter’ type for certain sections of the work is indicated here by use of a sans serif font (which suggests the emblematic visual ‘blackening’ of the text, but does so in a form more intelligible to modern readers); the original gothic font is reproduced in the running titles, where readers can be reminded of its function without being disturbed by its (to them) illegibility. Likewise, we preserve the extraordinary six-column openings of The Two Gates of Salvation, but do so in modern typefaces and modern spelling.

Website. At http://thomasmiddleton.org we publish further information relevant to Middleton and his texts, including additional indexes, illustrations, and links to other sites. It is hoped that this expanding site will eventually contain a concordance to The Collected Works.

Works Cited. In the various introductions and commentaries in this volume, references to other works are given in an abbreviated form within parentheses. Full citations for these authors and works can be found at the end of the textual introductions in the Companion. This arrangement enables us to document our scholarly sources and obligations, while minimizing the distraction caused to ordinary readers by the courtesy rituals of academic culture.
