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Five of the playsin the"comedy" section of theFirst Folio exhibit features that
scholars link to thework of the scribe Ralph Crane. In three of these plays (The Merry Wives
of Windsor, The Two Gentlemen of Verona, and The Winter's Tale) thereader encounters
"massed entries’ (in which all thefigureswho are to appear in a scene, no matter when, are
listed in theinitial stagedirection)l as oppo®d to nomal practice (wherein characters are
cited only at the point at which they enter). Cranésidiosyncratic use of themassed entry is
comparable to yet different from the"continental” practice (often used by Jonson) in which a
new sceneisinitiated whenever a new character enters (so tha the 1607 quato of Volpone
has no stage directionswhasoever, only characterslisted at the head of each scene).

For mog Shakespeareans, massed entries in these three plays and in the 1623quato
of The Duchess of Malfi (another Crane play) are a curiosty to be noted and then forgotten.
Indeed, few scholars or teachers are even aware of this practice, because moden editors of
these four plays pare down tha indusveinitial grouping and then insert subsequent
entrances for figures who arrive during the course of the scene Mog of these editoria
adjugments are straightforward, even obvious with few if any implicationsfor thecritic,
director, or general reader. Some interesting problems, however, are generated by the
massed entriesin The Winter's Tale, probemstha have notreceived the attention they
deserve. My purmpo in this essay istherefore to peek unde the editorial carpet so asto
explorein several key scenes some theatrical optionsthat have been screened out by the
widespread assumptionsaboutmassed entries.

To sidestep The Winter's Tale for amoment, the other three printed play texts linked



to Cranetha provide massed entries are, with very few exceptions consstent in ther format.
Thus Two Gentlemen provides no within-the-sceneentrances at all; Merry Wives has only
one("Enter Fairies" in thelast scene-TLN 2518 as oppod to the many stage directions
inthe1602quato. In general, Duchess follows suit, with the exception of "Enter Bosola
with a Guard" in 3.5 (H4r--"Bosola, Souldiers, with Vizards" isindudel in the massed entry)
and " Enter Antonio with a Pistoll" (G1v) in 3.2. Thelatter, however, isare-entry for
Antonio (whoislisted in themassed entry and is ondage at the outset of the scene) andis
typical of this edition which (unlike the Folio's Merry Wives and Two Gentlemen) offers
variousstage directionsthat involve actionsor properties (e.qg., " Ferdinand giues her a
ponyard"; "giues her a dead mans hand"; "Shewes the children strangled"). In Duchess,
moreove (asin Jonson'splays), themassed entriesindudeonly character names and never
theword Enter, but, with afew exceptions the massed entries in the Folio plays do start with
Enter.

Except for afew minor discrepandes, then, the approach to such massed entriesin
three of thefour Craneplaysis consgstent and, onee thereader adjuds to the practice,
unremarkable. To turnto The Winter's Tale, however, isto confrornt a murkier stuaion. The
Folio text of thisromance contains more stage directionsthan Two Gentlemen or Merry
Wives but gtill very few (apart from scene headings only forty-three), with many necessary
exits and entrances missing. In thirteen of the fifteen scenes, moreover, all the charactersto
appear throughoutthe subsequent scene are massed in theinitial heading. The New Arden
editor, J. H. P. Pafford,3 therefore distinguishes amongthree categories: (1) scenes tha
follow "nomal" practice (4.3, 5.2) so asto have variousfigures (the clown, the old shephed,
Paulinds steward) enter as needed with noinitial massed entry; (2) scenes tha providea
massed entry tha makes no difference (1.1, 3.1, 4.1, 4.2, 5.3) in tha nofigures arrive after
theinitial entrance; and (3) scenes tha provide a massed entry and need adjugment because
some figuresin theinitial Folio stagedirection do not appear until later (1.2, 2.1,2.2, 2.3,
3.2,3.3,4.4,5.1). Pafford, like other editors, sees little difficulty in distinguishing thethird



group of eight scenes from the second group of five scenes (only oneof the second group,
5.3, has more than two figures) and alters his text accordingly.

Some of these adjugments are obvious for example, 2.3 (where theinitia entry
indudes Pauling); 3.3 (wherethe massed entry indudes not only Antigonus the baby, and
themarine but also theshephead and the clown); 4.4 (where Autolycusis cited at the outset);
and 5.1 (where the opening stage directionindudes Florizel and Perdita). Nonehdess, for
several scenesin this groupof eight the massed entries could work as printed. Camillo and
Mamillius could be ongagefromtheoutset of 1.2 (with theformer in charge of the latter);
even thoughCamillo exits with Archidamusat theend of 1.1, he could reappear with the boy
a thetail end of thegrouptha starts 1.2 and then remain ongagethewhole time so asto
come forward when called by L eontes (the Folio provides no enter at this point for Camillo).
Similarly, Leontes and his lords could be ondage from the outset of 2.1 observing Hermione
Mamillius and the ladies (as he had observed Hermioneand Polixenes in the previousscene
-agan, theFolio provides no enter for Leontes and his group).

To those accusomed to "our" version of this play, such alternaives may appear
strained or quirky. But, given theirregularitiesin the Folio procedures for this play (as
oppo®d to thefar greater congstency foundin Merry Wives, Two Gentlemen, and Duchess),
to assume too much aboutmassed entries may beto runtherisk of blocking out possible
optionsleft open in theFolio but closed down in moden editions Ifdoubtdoes exist about
some of theinitial stagedirectionsin Pafford'sthird group or if the Folio version of oneor
more of those scenes can be played with noloss (and indeed with some gan or specia force),
isemendaionindesd necessary or obligaory? To what extent has the obviouspresence of
massed entries in some scenes (and in two other Folio plays) become a blank check that has
led to a blurring of Jacobean stage practice?

At therisk of appearing obdreperousor ovely ingenious let me focusuponthree
scenes. At first look, the opening stage direction for 2.3 seems to be an obviousmassed entry

("Enter Leontes, Seruants, Paulina, Antigonus, and Lords"--TLN 8989), for (1) Paulinaand



servants are induded at the outset (though,unlike 3.3, the baby is nat mentioned) and then
(2) theFolio provides "Enter Paulina” (TLN 928 with thebaby and " Enter a Seruant” (TLN
1126)with news of Cleomines and Dion. TheFolio, however, signdsno compaable
entrances for thefirst servant (who, in respon® to Leontes "Who'sthere?’, bringsnews of
Mamilliusat 2.3.9) or for Antigonusand thelords who first speak after Paulinds entrance at
line26. Nonehdess, given theddayed arrival of a Paulinawhoiscited in theinitia stage
direction, some editors (e.g., Pafford, G. B. Evang) have tinkered with the entire entry.

In suppot of this emendaion an editor can also cite the ordering of the named
figures, for if Antigonusandthelordsare placed after Paulinain the massed entry, then,
presumably, they do not precede her onto the stage but arrive with her or trailing after her.
But why then does " Enter Paulina" indudeno mention of themen? Why signd her arrival
butnotthers? Why, moreover, provide an entrance for oneservant at theend of the scene
(with news of the oracle) but notfor another (perhapsthe same) servant at the outset of the
scene (with news of Mamilliug)?

Here and in comparable momentsin this script what is easily missed or blurred for
thereader isthepotential theatrical effect of figures who are ondage but silent (though
possibly active). Whether in 2.3 or earlier with Camillo ("Wha, Camillo there?'--1.2.208),
Leontess "who'sthere?' or "what...there?' lines need not necessarily bedirected at an
offstagefigure but could indead be designed to call forth an attendant already ondage but
standing in the background(especially on awide degp stage). Whethe thefigureisonor
offstage, therespons ("Ay, my goodlord"--1.2.209; "My lord"--2.3.9) would be appropriate.

Thequestion then follows: what if Paulinaisthe only figurein themassed entry for
2.3 whodoes notbdongthere? In thisrecondrudion (chosen by editorssuch asG. L.
Kittredge Peter Alexande, Badwin Maxwell, and Frank Kermode), Antigonus the lords
and a servant would be ongage from the outset (watching L eontes from a distance) and
would then try to intercept Paulina Ther presence, visible to the playgoer, would then be

signded by Paulinds gibetha "'Tis such asyou,/ That creep like shadows by him and do



sigh/ At each his needless heavings' (2.3.33-5), for if thelordsdo notenter strugding with
Paulina (and no such group entrance is signded), they could bein our view (creeping and
sighing?) untl her arrival.

Wha are the consequences of such an interpretation? This staging (endarsed by the
Folio stage direction, which now becomes accurate except for theinduson of Pauling would
make Leontes's "Nor nightnorday norest" speech nota soliloquybut an extended Macbeth-
like "rapt’ ddivery in which the speaker is obliviousto his surroundings Such an
interpretation could bereinforced if the actor is wearing a nightgown tha in the Elizabethan
theetrical vocabulary can denote not only slegplessness but also atroubled or tortured mind--
asreinforced by the servant'slines ("he hath not dept to-night') and Paulinds respons that "I
come to bring him deep” and rather it isthelordswho "Nourish the cause of his awaking”
(2.3.31, 33, 36). More context would therefore beprovided for Paulinds critiqueof thelords
and agreater contrast between her forceful behavior and that of the courtiers. To have the
lordsongagefromthetop therefore both changes the nature or value of Paulinds entrance
and emphasizes Leontes's self-absorption (so tha indead of witnessing a soliloquythe
playgoe sees afigure who has isolated himself from avisible human community).

In this context, consde 2.1 aswell. TheFolio stagedirectionreads "Enter
Hermione, Mamillius, Ladies: Leontes, Antigonus, Lords" (TLN 584-5), but Leontes does not
speak until line 33 when he questionsoneof his lordsaboutthe departure of Polixenes and
Camillo. Here editors assume tha Leontes enters at the point of his speech and find added
suppot for such an interpretation in the colon tha separates thetwo groups Comparable
colonsin the Folio also separate three groupsin the entry for 3.2 (to bediscussed bdow) and
distinguish two groupsin 5.1 ("Enter Leontes, Cleomines, Dion, Paulina, Seruants: Florizel,
Perdita"--TLN 27256).

Theuse of colonsin such situaions however, isnot consstent. In 5.1, theonly
"servant” cited as such in thesceneentersat TLN 2830to announe thearrival of Florizel

and Perdita (so, technically, should also be set off by a colon). More tellingly, the opening



entry for thefind scenereads "Enter Leontes, Polixenes, Florizell, Perdita, Camillo,
Paulina: Hermione (like a Statue:) Lords, &c" (TLN 31845). Thetwo colonshere separate
groupsbut do notindicate that groupstwo and three are to arrive later in thescene In
addition, several scenes with undisputed massed entries lack distinguishing colons "Enter
Paulina, a Gentleman, Gaoler, Emilia" (2.2, TLN 820), "Enter Antigonus, a Marriner, Babe,
Sheepeheard, and Clowne" (3.3, TLN 1437-8); "Enter Florizell, Perdita, a Shepherd,
Clowne, Polixenes, Camillo, Mopsa, Dorcas, Seruants, Autolicus” (4.4, TLN 17967).

To bring Leontes ondage at the outset of 2.1 may indeed beto strain the evidence.
Nonedhdess, tha hefirst speaks at a given point does not necessarily signd (in theabsence
of other evidence) tha hehasjud entered. Agan, consder thethegtrical effect if aslent
L eontes (with or withoutattendant lords) is a silent observer of his queen and sonfor some
thirty lines. Such a stageimagewould echo his observation of Hermioneand Polixenesin
1.2 and (perhgp9) anticipate thelordswatching him (before Paulinds arrival) in 2.3. Here
and earlier such a detached yet intense observing of Hermionewould fit with Leontes's own
image when (watching his wife and friend exchange courtesies) heannouned: "1 am angling
now, / Thoughyou perceive me nothow| giveline" (1.2.179-80). Istheangling-fishing
limited to 1.2 or does the playgoea see the process at work agan at the outset of 2.1 only to
beinterrupted when alord arrives with news of the escape?

Such questionsprovide a useful context for the problems or optionsfoundin a pivotal
scene, Hermionéstrial in 3.2, where the editor, critic, or director mug agan decide whois
on stageand when? That some doubtaboutthe opening stagedirectionsin 1.2,2.1, and 2.3
(as massed entries or accurate signds) may exist helpsto set up the highly problematic status
of 3.2 where thesceneas printed in the Folio makes very goodsense indeed (especially when
seen in the context of a comparable moment in Henry VIII). Thus theFolio'sopeningsignd
reads "Enter Leontes, Lords, Officers: Hermione (as to her Triall) Ladies: Cleomines, Dion"
(TLN 11745). Editors, who assume this stage direction to be amassed entry, divideit into

three sectionsas signded by thecolons(asin 2.1), so tha Hermioneand her ladies appear



after lines 9-10 (theofficer's statement tha "it is his highness' pleasure that the queen /
Appear in pasonheein court"). Later, when alord says. "Therefore bringforth, / Andin
Apollo'sname, hisoracle" (116-17), editors insert a stage direction (in the Pelican " Exeunt
certain Officers™) s0 asto have Cleomines and Dion (the oracle-bearers) escorted in at line
122,the end of Hermionés "the emperor of Russia" speech. In anothe related emenddion,
mog editors changeSilence of line 9 from a stagedirection (as printed in the Folio, TLN
1185)to aword spoken by the officer. TheNew Penguin editor (p. 185) notes that Silence
"would beavery unusud stagedirection butis atraditiond law-court cry. Theentry of
Hermionemay be suppo®d to cause some stir in the court, which mug besilenced before the
indictment can beread" (see also Pafford, p. 56).

The scene as emended (with three inserted stage directionsand "silence” as aword to
be spoken) isthe scenemog of usknow. In defense of such atering of the Folio onemight
ask: if massed entries are prevalent elsewhere, why notherealso? If Hermioneis aready
ongage, why would she beformally ordered to "appear in person herein court"? Asto the
two oracle-bearers, Pafford notes (p. 60): "It is notstrictly necessary to assume that
Cleomenes and Dion are off stage. They could quite well have been in the Court from the
outset and besmply brough forward at 123" He condudes, however, that "there is perhgps
greater dramatic and stage effect...in bringing them in with some ceremonial at 123thanin
having them on stage al thetime."

But despite such arguments and despite the presence of massed entriesin five,
perhaps seven other scenes, Hermiong Cleomines, Dion, and the packet containing the oracle
could beon stagefrom theoutset (in keeping with the only extant thegtrical signd). Forjugs
such amoment, moreover, onecan turn to Henry VIII, 2.4.9 where Queen Katherine, not
only ongagebut also, like Hermiong thefocusof attention, isnonehdess called to "come
into thecourt.” Obvioudy, as used here "into the court” has aformal, procedural meaning
(as oppo=d to "bring her to thisroomfrom some other place"). Thus moments earlier, in

respong to apaale cal ("Henry King of England come into the court”), theking (without



moving from histhroné responds "Here." At least in Henry VIII, 2.4, "to come into the
court” isformally to acknowledgeoneés presence rather than to enter from offstage
Admittedly, thetwo situationsare similar, notidentical, butthe presence of Katherinefrom
the outset (despite thecall for her to "come into the court”) points to the possibility, even the
likelihood,tha Hermionetoo is present from the beginning (as would bethe case if we take
the Folio stage direction literally rather than as amassed entry).4

More potential ingghtsinto thesituaionin The Winter's Tale then follow, for a stage
direction spdls out Katherinés respons to "comeinto the court”: " The Queen makes no
answer, rises out of her chair, goes about the court, comes to the King, and kneels at his feet;
then speaks" (2.4.10s.d.). Tha Katherine"goes about the court” provides further context for
thecall for Hermioneto appear "in count,” for, asis clear in context andin theHolinshed
passage uponwhich this sceneis closely based, "the court”" conssts of some butnotall of the
figures ongage (so tha the queen must bypass this groupin order to reach theking).> More
important, thesignd in Henry VIII tha " The Queen makes no answer" suggests tha
"Silence" in The Winter's Tale, 3.2 may notbean error (asis assumed when editors turn it
into a spoken word at the end of the officer's speech) butrather isasignd tha Hermione
initially should not speak (presumably, an appropriate respons would have been: "Here")
and thereby (like Katherine) should not recognize the authority of Leontes court.6

Thesame logic pertainsto the oracle-bearers. Indeed, despite Pafford'sconduson
aboutthe"greater dramatic and stage effect,” which is more "theatrical”: to bring thetwo
figuresin during the"emperor of Russia’ speech ("with some ceremonial”) or to have them
in sight, waiting, during the entire scene, with theeventua answer or vindicationvisiblein a
distinctive casket or scroll? Thelatter option, with the playgoe consiousof something
important notyet seen or addressed by those ondage, can be highly theetrical if it generates
for theplaygoe agrowingtenson or anticipation. TheFolio version, with theoraclein view
fromtheoutset, could providea potent stage effect.

Also in terms of theatrical effect, let me return to the question: is Silence a stage



direction or aword to be spoken? If Hermione like Kathering, is ondage during the officer's
apped for her to appear "herein court,” atotal silence from he (when all eyes are riveted
uponher) could beahighly "theatrical” respons. In such situaions "silence" in thetheatre
can bedectric. Wha follows Silence, if it is treated as a stagedirection, is Leontes "read the
indictment” (3.2.11) which then can emerge not as a mere procedural command but rather as
an act of frudration after her nonrespon or nornrcompliance (if sheinitialy refusesto
appear or respondas requested--i.e., no"Here" here).

TheSilence problem becomes more interesting, moreover, when onethinksforward
to thefamousfind scene For example, would a congicuoudy silent Hermionein 3.2
prepare usmoretellingly for the"statue' later (and for Paulinds "I like your silence; it the
more shows off / Yourwonde"--5.3.21-2)? Similarly, would the highly visible ondage
presence of the oracle in some distinctive package or container, here andin 3.1, somehow
link up with two other significant propeaties--the baby of 2.3 and 3.3 and thefardd of 3.3 and
4.4? Wha "images' or building blocks does the Folio version establish or italicize at the
beginning of 3.2?

Such questionsand conjectures cannotbe easily resolved, nor do my variousclaims
aboutthethestrical effectiveness of several entries as printed in the Folio necessarily
undeminethe more familiar editorial choices. Nonethdess, the massed entries as printed in
this Folio play are demongrably incongstent (as opposd to the nearly uniform proceduresin
Two Gentlemen, Merry Wives, and Duchess). Need we therefore automatically assume that
3.2 beginswith a massed entry tha mug then beemended, especialy if tha initial stage
direction can work as written for Hermioneand the oracle-bearers and if (given the paradigm
provided in Henry VIII) "Silence" can make goodtheatrical sense for aHermionealready
ondage? To invokean aternaive paradigm, wha if Cranein transcribing The Winter's Tale
was still in the process of learning how to set up massed entries and had yet to pefect his
system? How would such aworking hypothesis affect an editor's approach to emendaion?

Withoutdoubt some changesin the Folio entries are caled for (as with Paulinds
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entrancein 2.3). Butthechoice asto whoisondageandwhen (in 3.2 butalsoin 2.1 and 2.3)
has major interpretative consequences, especialy in thethestre, so tha any emendaionsof
Folio stage directionsshould be made cautioudy and judicioudy, with full awareness of the
theatrical implications Interested scholars who do puzzle over the massed entriesin this
play may end up siding with Pafford and with thetraditiond choices (althougheditors are
divided on howto treat the beginning of 2.3). But variousquestionsdo (and should) persist.
Have thevariousincongstendes linked to "massed entries’ in this play (as oppo®d to the
other three Craneplays) been acknowledged and factored into the choices to emend? Have
al theoptions paticularly for potential in-the-theatre effects, been given full congderation?
Who<= sense of "what is mod theatrical” should prevail? Both versionsof 3.2 (or 2.3 or
even 2.1) make goodsense, but, especially given the comparable scenein Henry VIII, 1, for
ong confessto afondnes for the staging of Hermionéstrial as printed in theFolio. Should

not other interpreters of the scene aso begiven avote? Whase play isit, anyhow?
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Notes

1. Why three of the Crane comedies in the Folio provide massed entries and two (The
Tempest and Measure for Measure) donotremainsapuzzle. Forafull discusson of this
anomaly and of Cranés characteristic procedures, see T. H. Howard-Hill, Ralph Crane and
Some Shakespeare First Folio Comedies (Charlottesville: University Press of Virginia,
1972)

2. CitationsfromtheFirst Folio are from The Norton Facsimile, ed. Charlton
Hinman (New York, 1968. All other Shakespeare citationsare from The Complete Pelican
Shakespeare, gen. ed. Alfred Harbage (Baltimore: Penguin, 1969. Citationsfrom The
Duchess of Malfi are fromthe 1968Scolar Press facsimile.

3. For Pafford'sdiscussion, see his New Arden edition (1963) p. xx and aso his
essay in N & 0, 206(May 1961): 1767.

4. For alater example of figures already ongage who are ordered to "come into the
court," see the Court of Love scene (3.2) in Jonon'sThe New Inn.

5. Intheelaborate stage directiontha begins2.4, " The King takes place under the
cloth of state; the two Cardinals sit under him as Judges. The Queen takes place some
distance from the King. The Bishops place themselves on each side the court, in manner of a
consistory; below them, the Scribes. The Lords sit next the Bishops. The rest of the
Attendants stand in convenient order about the stage." A margind notein Holinshed (New
Arden, p. 195)refers to the queen's"lamentable and pithie speech in presence of the court.”
That speech is prefaced by: "And bicause shee could not come to theking directlie, for the
distance severed beweenethem, shee went aboutby the court, and came to theking.." Note
also tha in Holinshed "the judges commanded silence whilest ther commission was read,”
butthen Katherine "made no answer, butrose outof hir chare" (so tha this accountwould
suppot either interpretation of Silence).

6. A similar argument in behdf of Silence versus"Silence" is provided by E. A. J.



Honigmann in "Enter the Stage Direction: Shakespeare and Some Contemporaries,”
Shakespeare Survey 29 (1976) 1245.
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