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William Shakespeare
Sonnet 23

As an unperfect actor on the stage,
Who with his fear is put beside his part,
Or some fierce thing replete with too much rage,
Whose strength's abundance weakens his own heart;

So I, for fear of trust, forget to say
The perfect ceremony of love's rite,
And in mine own love's strength seem to decay,
O'ercharged with burthen of mine own love's might.

O! let my looks be then the eloquence
And dumb presagers of my speaking breast,
Who plead for love, and look for recompense,
More than that tongue that more hath more express'd.
 
O! learn to read what silent love hath writ:
To hear with eyes belongs to love's fine wit.
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Storyline

William Shakespeare - more than anyone else - in his plays 
expressed fundamental views about human existence: power, 
ambition, emptiness, greed, love, hate, cruelty, loyalty and 
betrayal. Studying one play in detail could take us far more 
than the few days we will have in a course. We therefore have 
to make choices, based on a narrative structure: what story 
(or play?) do we embody in the course?
 
King Lear
We will follow one play: King Lear, about the legendary Celtic 
king who thinks he has 'the world in his hands' and can 'divide'
it according to his own narcissistic wishes, but ends as an 
outcast, knowing he has lost everything, also the few ones 
who unselfishly loved him: blind and naked in an empty world.
Not the most optimistic story, but relevant, in all times.
We will divide the play in a few main scenes and try to 'play' 
these at various and suitable places, in Oxford, Stratford-on-
Avon and London. Each time most of the (small) group will be 
involved, taking a different role in each 'scene'. So Lear in one 
scene may 'play' Edmund in the next one. At the end of the 
course we will bring this all together in a 'trailer' clip, in which 
we express our fundamental interpretation of the play as a 
group (born out of the process we have shared all week) in a 
very concise and expressive way.
 
Other plays
Shakespeare's imagination brought him to many different 
locations in Europe. We will invite each course participant to 
take one of these and express a key part of it in a 'form of 
expression'. This can be theatrical (in a monologue, mime or 
dance), but also other forms like 'lego playing' (telling a story 
while you make the lego puppets 'perform') or 'poem-painting' 
(reading the part while others associatively paint or draw what
they hear) etcetera. This will also be a way to exchange forms 
and ideas to 'play' with literature in education.
In combination with this we will - where possible - visit 
departments of the Ashmolean Museum related to play 
locations. The Museum has only very few direct connections to 
the plays, but various department (Greece, Rome, Cyprus, 
Scotland) show the worlds that came to live in Shakespeare's 
imagination. We will try to follow these imaginations.

Fokko Dijkstra / Daniel Zappi



Programme

11/9 - su
Arrival
8 p.m: First dinner at The Crown
Meeting each other, introduction to the programme

12/9 - mo
 

Oxford
8:45, Carfax Tower

• 9.00 am: Drama workshop + film-making tools at St Anne's College 
• First performance: 'Division of Empire Scene' (the Castle mound)
• Second Performance: 'Edmund' (Bulwarks Lane)
• Visit to Ashmolean Museum: classical inspiration exercise
• Visit to the Bodleian Library - 'The first folio'
• First presentation of Shakespeare play (participant's choice of form) 

13/9 - tu

Stratford-upon-Avon
• 9.00 - 10.00 am: Rehearsals, St.Anne's College
• 10.30 am: Coach to Stratford
• Visit to Shakespeare's Birthplace and Museum
• Performance: 'The entrance of the Fool' (Shakespeare's Birthplace garden)
• Walk through Stratford (past Shakespeare's school)
• Visit to Shakespeare's grave at Holy Trinity Church
• Performance: 'Sisters' rejection of Lear' (Holy Trinity Church graveyard)
• Second presentation of Shakespeare play (participant's choice of form)

14/9 - we

Oxford
9 a.m, Carfax Tower

• Walk: Port Meadow
• Performance: 'Lear naked in the storm + Tom O'Bedlam (Edgar)' (Godstow 

Nunnery)
• Performance: 'Blinding of Gloucester' (scene) > Edgar guiding and 'tricking' his 

blind father Gloucester (silent mime) (Godstow Nunnery)
• Lunch at 'The Plough'  
• Discussion: 'Before and after' - Shakespeare themes in other contexts
• Third presentation of Shakespeare play (participant's choice of form)

15/9 - th

London
9:00, Carfax Tower

• Coach to London
• Shakespeare's London: Southwark 
• Performance: Final death scene (Soutwark cemetery)
• Globe Theatre tour and exhibition
• Shakespeare's London: The City
• Museum of London
• Fourth presentation of a Shakespeare play (participant's choice of form)
• 7.30 pm: 1984 (adaptation of George Orwell's novel) - Playhouse Theatre

16/9- fr

Oxford
9 a.m, Carfax Tower

• Trailer Exercise
• Final Performance (all pieces) 
• Bringing Shakespeare to life in the classroom (Synthesis and Chains)
• Video editing workshop (optional)
• 8.00 p.m: Final Dinner at The Eagle and Child

17/9 - sa Departure
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William Shakespeare

William Shakespeare, often called the English national poet, is widely considered the greatest dramatist 
of all time. Baptized on April 26, 1564, in Stratford-upon-Avon, England, from roughly 1594 onward 
Shakespeare was an important member of the Lord Chamberlain’s Men company of theatrical players. 
Written records give little indication of the way in which Shakespeare’s professional life molded his 
artistry. All that can be deduced is that over the course of 20 years, Shakespeare wrote plays that 
capture the complete range of human emotion and conflict.
 
Early life

Though no birth records exist, church records indicate that a William Shakespeare was baptized at Holy 
Trinity Church in Stratford-upon-Avon on April 26, 1564. From this, it is believed he was born on or near 
April 23, 1564, and this is the date scholars acknowledge as William Shakespeare's birthday.
Located 103 miles west of London, during Shakespeare's time Stratford-upon-Avon was a market town 
bisected with a country road and the River Avon. William was the third child of John Shakespeare, a 
leather merchant, and Mary Arden, a local landed heiress. William had two older sisters, Joan and Judith, 
and three younger brothers, Gilbert, Richard and Edmund. Before William's birth, his father became a 
successful merchant and held official positions as alderman and bailiff, an office resembling a mayor. 
However, records indicate John's fortunes declined sometime in the late 1570s.
Scant records exist of William's childhood, and virtually none regarding his education. Scholars have 
surmised that he most likely attended the King's New School, in Stratford, which taught reading, writing 
and the classics. Being a public official's child, William would have undoubtedly qualified for free tuition. 
 
Married life
William Shakespeare married Anne Hathaway on November
28, 1582, in Worcester, in Canterbury Province. Hathaway
was from Shottery, a small village a mile west of Stratford.
William was 18 and Anne was 26, and, as it turns out,
pregnant. Their first child, a daughter they named Susanna,
was born on May 26, 1583. Two years later, on February 2,
1585, twins Hamnet and Judith were born. Hamnet later
died of unknown causes at age 11. After the birth of the
twins, there are seven years of William Shakespeare's life
where no records exist. Scholars call this period the "lost
years," and there is wide speculation on what he was doing
during this period. One theory is that he might have gone
into hiding for poaching game from the local landlord, Sir
Thomas Lucy. Another possibility is that he might have been
working as an assistant schoolmaster in Lancashire. It is
generally believed he arrived in London in the mid- to late
1580s and may have found work as a horse attendant at
some of London's finer theatres.
 
Theatrical beginnings
By 1592, there is evidence William Shakespeare earned a
living as an actor and a playwright in London and possibly
had several plays produced. The September 20, 1592
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edition of the Stationers' Register (a guild publication) includes an article by London playwright Robert 
Greene that takes a few jabs at William Shakespeare: "...There is an upstart Crow, beautified with our 
feathers, that with his Tiger's heart wrapped in a Player's hide, supposes he is as well able to bombast 
out a blank verse as the best of you: and being an absolute Johannes factotum, is in his own conceit the 
only Shake-scene in a country," Greene wrote of Shakespeare.
Scholars differ on the interpretation of this criticism, but most agree that it was Greene's way of saying 
Shakespeare was reaching above his rank, trying to match better known and educated playwrights like 
Christopher Marlowe, Thomas Nashe or Greene himself.
By the early 1590s, documents show William Shakespeare was a managing partner in the Lord 
Chamberlain's Men, an acting company in London. After the crowning of King James I, in 1603, the 
company changed its name to the King's Men. From all accounts, the King's Men company was very 
popular, and records show that Shakespeare had works published and sold as popular literature. The 
theatre culture in 16th century England was not highly admired by people of high rank. However, many 
of the nobility were good patrons of the performing arts and friends of the actors. Early in his career, 
Shakespeare was able to attract the attention of Henry Wriothesley, the Earl of Southampton, to whom 
he dedicated his first- and second-published poems: "Venus and Adonis" (1593) and "The Rape of 
Lucrece" (1594).
 

Establishing himself
By 1597, 15 of the 37 plays written by William Shakespeare were published. Civil records show that at 
this time he purchased the second largest house in Stratford, called New House, for his family. It was a 
four-day ride by horse from Stratford to London, so it is believed that Shakespeare spent most of his 
time in the city writing and acting and came home once a year during the 40-day Lenten period, when 
the theatres were closed.
By 1599, William Shakespeare and his business partners built their own theatre on the south bank of the 
Thames River, which they called the Globe. In 1605, Shakespeare purchased leases of real estate near 
Stratford for 440 pounds, which doubled in value and earned him 60 pounds a year. This made him an 
entrepreneur as well as an artist, and scholars believe these investments gave him the time to write his 
plays uninterrupted.
 
Writing style
William Shakespeare's early plays were written in the conventional style of the day, with elaborate 
metaphors and rhetorical phrases that didn't always align naturally with the story's plot or characters. 
However, Shakespeare was very innovative, adapting the traditional style to his own purposes and 
creating a freer flow of words. With only small degrees of variation, Shakespeare primarily used a 
metrical pattern consisting of lines of unrhymed iambic pentameter, or blank verse, to compose his plays.
At the same time, there are passages in all the plays that deviate from this and use forms of poetry or 
simple prose.

10

Southwark, London at the time of Shakespeare (including the Globe Theatre)



Early works: histories and comedies
With the exception of Romeo and Juliet, William Shakespeare's first plays
were mostly histories written in the early 1590s. Richard II, Henry VI
(parts 1, 2 and 3) and Henry V dramatize the destructive results of weak
or corrupt rulers, and have been interpreted by drama historians as
Shakespeare's way of justifying the origins of the Tudor Dynasty.
Shakespeare also wrote several comedies during his early period: A
Midsummer Night's Dream, Merchant of Venice, Much Ado About Nothing,
As You Like It and Twelfth Night. Other plays, possibly written before
1600, include Titus Andronicus, The Comedy of Errors, The Taming of the
Shrew and The Two Gentlemen of Verona.
 
Later works: tragedies and tragicomedies
It was in William Shakespeare's later period, after 1600, that he wrote
the tragedies Hamlet, King Lear, Othello and Macbeth. In these,
Shakespeare's characters present vivid impressions of human
temperament that are timeless and universal. Possibly the best known of
these plays is Hamlet, which explores betrayal, retribution, incest and
moral failure. These moral failures often drive the twists and turns of
Shakespeare's plots, destroying the hero and those he loves.
In William Shakespeare's final period, he wrote several tragicomedies.
Among these are Cymbeline, The Winter's Tale andThe Tempest. Though
graver in tone than the comedies, they are not the dark tragedies of King
Lear or Macbeth because they end with reconciliation and forgiveness.
 
Death
Tradition has it that William Shakespeare died on his birthday, April 23, 1616, though many scholars 
believe this is a myth. Church records show he was interred at Trinity Church on April 25, 1616.
In his will, he left the bulk of his possessions to his eldest daughter, Susanna. Though entitled to a third 
of his estate, little seems to have gone to his wife, Anne, whom he bequeathed his "second-best bed." 
This has drawn speculation that she had fallen out of favor, or that the couple was not close. However, 
there is very little evidence the two had a difficult marriage. Other scholars note that the term "second-
best bed" often refers to the bed belonging to the household's master and mistress—the marital bed—
and the "first-best bed" was reserved for guests.
 

Daniel Zappi
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King Lear and Celtic Tradition

Shakespeare's Lear is considered to be a reference to the Celtic king Leir in Geoffrey Monmouth's History 
of the Kings of Britain. The vast Celtic world, stretching out all over our continent, is one of the many 
'chains' in our common European heritage, albeit quite an obscure, wordless one: the Celts didn't leave 
any literary traces of their passage, as theirs was an oral tradition. However through archaeological finds 
and the many accounts about them by other civilizations, including the Romans, we can piece together a 
general picture of these peoples. The play King Lear itself- in typical Shakespearean style- mixes time 
and place and presents us with a World that is geopolitically divided into kingdoms that are certainly not 
of the Celtic era. That said, it is interesting from our point of view to learn a little bit about the Celts.       
 
Who were the Celts?  
For a start, the concept of a "Celtic"
people is a modern and somewhat
romantic reinterpretation of history.
The “Celts” were warring tribes who
certainly wouldn’t have seen
themselves as one people at the time.
The "Celts" as we traditionally regard
them exist largely in the magnificence
of their art and the words of the
Romans who fought them. The trouble
with the reports of the Romans is that
they were a mix of reportage and
political propaganda. It was politically
expedient for the Celtic peoples to be
coloured as barbarians and the
Romans as a great civilizing force. And
history written by the winners is
always suspect.
 
Where did they come from?
What we do know is that the people we call Celts gradually infiltrated Britain over the course of the 
centuries between about 500 and 100 B.C. There was probably never an organized Celtic invasion; for 
one thing the Celts were so fragmented and given to fighting among themselves that the idea of a 
concerted invasion would have been ludicrous. The Celts were a group of peoples loosely tied by similar 
language, religion, and cultural expression. They were not centrally governed, and quite as happy to fight
each other as any non-Celt. They were warriors, living for the glories of battle and plunder. 
 
Celtic family life
The basic unit of Celtic life was the clan, a sort of extended family. The term "family" is a bit misleading, 
for by all accounts the Celts practiced a peculiar form of child rearing; they didn't rear them. Children 
were actually raised by foster parents. The foster father was often the brother of the birth-mother. 
Clans were bound together very loosely with other clans into tribes, each of which had its own social 
structure and customs, and possibly its own local gods.
 
Farming
The Celts were farmers when they weren't fighting. One of the interesting innovations that they brought 
was the iron plough. Earlier ploughs had been awkward affairs, basically a stick with a pointed end 
harnessed behind two oxen. They were suitable only for ploughing the light upland soils. The heavier iron
ploughs constituted an agricultural revolution all by themselves, for they made it possible for the first 
time to cultivate the rich valley and lowland soils. They came with a price, though. It generally required a
team of eight oxen to pull the plough, so to avoid the difficulty of turning that large a team, Celtic fields 
tended to be long and narrow, a pattern that can still be seen in some parts of the country today.
 
Women
Celtic lands were owned communally, and wealth seems to have been based largely on the size of cattle 
herd owned. The lot of women was a good deal better than in most societies of that time. They were 
technically equal to men, owned property, and could choose their own husbands. They could also be war 
leaders, as Boudicca (Boadicea) later proved.
 
Language
There was a written Celtic language, but it developed well into Christian times, so for much of Celtic 
history they relied on oral transmission of culture, primarily through the efforts of bards and poets. These
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arts were tremendously important to the Celts, and much of what we know of their traditions comes to us
today through the old tales and poems that were handed down for generations before eventually being 
written down.

Druids
Another area where oral traditions were important was in the training of Druids.
Priests, political advisors, teachers, healers, and arbitrators, they had their own 'schools', where 
traditional knowledge was passed on to initiates. They had the right to speak ahead of the king in council,
and may have held more authority than the king. They acted as ambassadors in time of war, they 
composed verse and upheld the law. They were a sort of glue holding together Celtic culture.
 
Religion
From what we know of the Celts from Roman commentators, who are, remember, witnesses with an axe 
to grind, they held many of their religious ceremonies in woodland groves and near sacred water, such as
wells and springs. The Romans speak of human sacrifice as being a part of Celtic religion. One thing we 
do know, the Celts revered human heads. Celtic warriors would cut off the heads of their enemies in 
battle and display them as trophies. They mounted heads in doorposts and hung them from their belts. 
This might seem barbaric to us, but to the Celt the seat of spiritual power was the head, so by taking the 
head of a vanquished foe they were appropriating that power for themselves. 
 
The Celts at War
The Celts loved war. They arrayed themselves as fiercely as possible, sometimes charging into battle fully
naked, dyed blue from head to toe to terrify their enemies.
They took tremendous pride in their appearance in battle, if we can judge by the elaborately embellished 
weapons and paraphernalia they used. Golden shields and breastplates shared pride of place with 
ornamented helmets and trumpets.
The Celts were great users of light chariots in warfare. From this chariot, drawn by two horses, they 
would throw spears at an enemy before dismounting to strike with heavy slashing swords. They also used
to bring families and baggage along to their battles, which sometimes cost them a victory, as Queen 
Boudicca would later discover to her dismay. The main problem with the Celts was that they couldn't stop
fighting among themselves long enough to put up a unified front. Each tribe was out for itself, and in the 
long run this cost them control of Britain.
 
Daniel Zappi
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The Elizabethan Era

Shakespeare lived during a remarkable period of English history, a time of relative political stability that 
followed and preceded eras of extensive upheaval. Elizabeth I became the Queen of England in 1558, six 
years before Shakespeare's birth. During her 45-year reign, London became a cultural and commercial 
center where learning and literature thrived.
Elizabeth I
When Queen Elizabeth ascended to the
throne, there were violent clashes
throughout Europe between Protestant
and Catholic leaders and their followers.
Though Elizabeth honored many of the
Protestant edicts of her late father, King
Henry VIII, she made significant
concessions to Catholic sympathizers,
which kept them from attempting
rebellion. But when compromise was not
possible, she was an exacting and
determined leader who did not shy away
from conflict. With the naval defeat of the
Spanish Armada in 1588, England was
firmly established as a leading military
and commercial power in the Western
world. Elizabeth supported and later
knighted Sir Francis Drake, the first sailor
to circumnavigate the globe. She also
funded Sir Walter Raleigh's exploration of
the New World, which brought new wealth
to her country in the form of tobacco and
gold from Latin America.
Queen Elizabeth also recognized the
importance of the arts to the life and
legacy of her nation. She was fond of the theatre, and many of England's greatest playwrights were 
active during her reign, including Christopher Marlowe, Ben Jonson, and William Shakespeare. With her 
permission, professional theaters were built in England for the first time, attracting 15,000 theatregoers 
per week in London, a city of 150,000 to 250,000. In addition to Shakespeare's masterpieces of the 
stage, Marlowe's Doctor Faustus, Edmund Spenser's Faerie Queen, and Sir Philip Sidney's Defence of 
Poesie were all written during this golden age in the literary arts. The Shakespearean sonnet, Spenserian 
stanza, and dramatic blank verse also came into practice during the period.
 
King James I 
Upon the death of Elizabeth, King James I rose to power in England. A writer himself, he displayed a 
great love of learning, particularly theatre. At the king's invitation, Shakespeare's theater company, Lord 
Chamberlain's Men, became known as the King's Men, and they produced new works under his 
patronage. King James also commissioned the translation of the Bible from Latin into English so that it 
might be more readily available to those who had not studied the language of the educated class.
Completed in 1611 by a team of scholars and monks, the King James Version of the Bible has become 
the best selling and arguably the most-influential book in the world.
Unfortunately, King James surrounded himself with untrustworthy advisers, and his extravagant lifestyle 
strained the royal finances and the patience of the Puritan-controlled Parliament. When James died in 
1628, his son Charles I ascended to the throne, and tensions between Parliament and the Crown 
increased.
King Charles I eventually lost a bloody civil war to the Puritans, who executed the King (his son Charles II
fled to France). For a dozen years, the Puritans enacted many reforms which included closing the 
theatres. The Commonwealth lasted until Charles II returned from France, claimed the throne, and 
installed the Restoration. King Charles II also reopened the theatres, but England's theatrical highpoint 
had passed.
 
British peerage and nobility
The system of British Peerage in Shakespeare's time (which still exists—although altered—in modern day 
Great Britain) determined one's position in society. Many of Shakespeare's characters carried titles that—
in the Bard's time—would have immediately told audience members a lot about that person's rank, 
importance, and authority over his peers. Today's audiences will be less familiar with the British peerage 
and nobility, so here's a quick primer:
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• Duke: The highest rank in British Peerage; from the Latin dux, meaning leader. The female 
counterpart to a Duke is a Duchess.

• Marquess: Second-highest rank, from the French marquis, meaning march. The female 
counterpart is the Marchioness.

• Earl: This title comes from an old English term that referred to a military leader, and the rank 
corresponds to a Count in continental Europe. The female counterpart of an Earl is the Countess.

• Viscount: A Latin-derived word that translates to vice-count.
• Baron: The lowest rank of British Peer; someone who holds land directly from the King or Queen.

 
Religion in the Elizabethan Age
Religion was central to the society for which Shakespeare wrote. Queen Elizabeth made attendance at 
Church of England services mandatory, even though many church-goers had to travel long distances. 
People who did not attend—for any reason except illness—were punished with fines. (Shakespeare's 
father and sister were reported as absent, though his father's debts probably were the cause of his 
inability to attend church).

While it was not a crime to be Catholic in Elizabethan England, there was no legal way for Catholics to 
practice their faith. It was illegal to hold or to attend a Mass. Powerful people, however, were less likely 
to be punished than others. Many of the upper classes were exempt from the new oaths of allegiance to 
the Church of England, and often wealthy Catholic families secretly maintained private chaplains. 
Elizabethan policy allowed freedom of belief as long as English subjects did not openly flout the law or 
encourage sedition.
 
Education in the Elizabethan Age
Boys were educated to be literate members of society. Teaching techniques relied heavily on 
memorization and recitation. The language of literacy throughout Europe was Latin, and students were 
expected to be proficient in it. Boys started grammar school at the age of six or seven. Their typical 
school day ran from 6:00 a.m. to 5:00 p.m. Classroom discipline was strict, and often involved corporeal 
punishment. In the lower grades, boys studied Latin grammar and vocabulary.
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In the upper grades, they read the poetry and prose of writers such as Ovid, Martial, and Catullus. Most 
boys began an apprenticeship in a trade following grammar school. Sons of the nobility attended the 
university or the Inns of Court (professional associations for barristers).
Formal schooling was not encouraged for girls unless they were the children of nobility. For those who 
were educated, schooling focused primarily on chastity and the skills of housewifery. Young girls from 
wealthy families were often placed in the households of acquaintances where they would learn to read, 
write, keep accounts, and manage a household and estate. They were also trained in leisure skills such as
music and dancing.
While no one would argue that Elizabethan England presented the greatest of opportunities for universal 
education, literacy significantly increased throughout the sixteenth century. By 1600, at least one-third of
the male population could read, and Puritans pushed for significant increases in funding for grammar 
schools.

Daniel Zappi
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A brief history of the Fool

"Fools" emerged in medieval England in the
13th century. The rigid social hierarchies of
medieval society relied on these reality
maintenance constructs which were closely
related to traditional inversionary re-
enactments of mis-rule to create a sense of
release for and in the population. Although,
ultimately the role was meant to re-affirm
the hierarchy and strictness of the medeival
system. "Fools" became a construct whose
unique position in the community's power
structure demonstrated the reality of
secularized opportunism, relativism, and
immoralism.
The “fool” wore a subtextual connotation of
evil, pretending stupidity, often opposing the
figure of the wise or holy man in a culture's
structure. In the moral/philosophical
dimension, s/he is the negative inversionary
counter-point to virtue and wisdom.
 
Vice
As “Vice,” (a character in medieval morality
and mumming plays), the fool was a
fundamental part of the rustic tradition of the
English countryside. In that tradition, he is a
central character in both English culture and
theatre, one who never allows the audience
to forget the interactive nature of either their
reality or the theatre reality, an activity
which always requires their full attention and involvement. "Vice" has the task of assuring the audience 
that no boundaries exist between the world of the play and the world of reality. He is the link between 
the exotic imagination of the play and the immediate world of the audience. His duties included 
improvising with the audience and sweeping aside the confines of the script in order to establish 
verisimilitude and an easy transformation between English oral and written traditions. When Shakespeare
began his career, the "Vice" figure had been transformed by theatrical and societal norms into a 
recognized anarchist who made aberration obvious by carrying release to absurd extremes.
 
A mirror

“Fools” enact the raw material of a culture, ceremoniously demonstrating 
and articulating what becomes of a society if it forsakes the "burden" of 
tradition. Folly, the philosophy of the fool, is a ritualized outlet for 
repressed sentiments. The fool displays a folly which is just as important 
as rationalized wisdom, a construct of magical quality and ambiguity 
which accurately counter-balances the rationalism of both medieval and 
renaissance systems. The fool commonly conducts an interaction between
himself and a person who society defines as wise by acting stupid and 
cunning at the same time, an interaction which would always end in the 
fool winning in this uneven matching of wits. The fool constantly 
questions our perceptions of wisdom and truth and their relationship to 
everyday experience. S/he readily applies metaphysical abstractions to 
attack the routine taken-for-granted aspects of the daily rituals of the 
audience, becoming an important conduit for determining meaning and 
clarifying abstractions which rule our lives. The fool lifts the veil of 
authority, devoid of decorum constantly making silly remarks, acting 
irreverently, unmasking the unpleasant aspects of power. S/he gives us 
the opportunity to humorously look at our own values and judgements as
the powerful socio-cultural structures of power pull, push, and shape our 
identity. The social significance of the fool cannot be underestimated, it is
perhaps the surest sign that a society has attained cultural maturity 
because the construct allows the society to reflect on and laugh at its own
complex power relations. A fool performs his act, creating an awe 
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-inspiring relevance for the audience; joking, dancing, or juggling; establishing meanings and values in 
daily social life; and, perverting pieces of common-sense knowledge. Yet, the role must maintain its 
marginality, losing its own rebellious power by coming too near to the center of power, his/her role being 
a symbolic reminder of the hollowness of human pretentions in relation to religious and moral infallibility. 
 
Two kinds of fool
There are two kinds of fool:
• the natural fool - a physically challenged or retarded person;
• the artificial fool - a witty entertainer and social critic.
The artificial fool looks to the natural fool for inspiration, but is truly a seasoned performer who lives 
through the use of his/her wit and any other trick which encourages the audience to relate. The 
movement from the coarse, naive, raucous, Medieval, natural fool to the refined, court, Elizabethan, 
artificial fool is probably the best indication of the change between the construct's place in the Medieval 
age to the Renaissance. Instead of being the medieval emblematic construction "fool," the Elizabethan 
fool represents free speech and an un-jaundiced view of a new social fabric. The two types of "fool" 
represent the age-old dichotomy between what "is," (Nature - the natural or congenital fool) and what 
"seems," (Art - the artificial fool or artful jester).
 
Elizabethan fools and clowns
There were fools or some such similar social construct in all European nations in both Medieval and 
Elizabethan times. By the 15th century the fool had become a profession and an institution which had to 
understand and manipulate power relations in order to maintain a livelihood. By the end of the 16th 
century the fool was assimilated into public theatre performances and the term becomes associated with 
the "clown/fool" figure of Elizabethan drama. Elizabethan Theatre itself at this point is in transition toward
the modern concept of theater as a leisure activity and industry and away from the medieval concept of 
drama as part of the inversionary carnevalesque mode of life and understanding. Drama begins to exist 
as a historical process, within the confines of theatre, rather than as a religious or moral cathartic. By 
1620 the fool role all but completely disappears into the theatre.
The clown performed with, not to, the Elizabethan audience, his relationship to them (and us) is 
interactive and competitive. He constantly draws us from our position as viewer of the drama to our 
position in life around us - all the while recognizing and playing with the conventions of the enactment. 
We are constantly allowed to view his split personality as emblematic persona on stage and an actor 
playing a role to reinforce our own double -persona. The role of the clown in the theatre directly imitates 
the role of the fool in society. The clown exists in the social dimension as a negative pole in relation to 
urbanity and status. He possesses a unique knowledge of life's inequities and transience; an idealist 
embittered by experience.
The clown projects two levels of character simultaneously - the pretentious idiot on the surface harboring 
the common man beneath who rejects all pretentions. In medieval drama, the role of the clown at one 
time had equal status with the scripted material, but as the role and theatre evolved each facet had to 
adapt to the needs of the other. The clown served many purposes, as arbiter of information he would "act
out" or explain the drama even if its ideas were beyond the comprehension of the audience. In early 
Elizabethan drama the clown would be allowed to interrupt the script at any time. Later, this relationship 
evolved into the program being done first, and then the clown using the stage to entertain the audience 
in whatever manner fitted the talents of the actor - he would improvise, dance, juggle, and/or rhyme, all 
the while maintaining a running commentary with the audience. This traditional re-enactment of mis-rule 
which at first was the heart of the dramatic structure during inversionary festivals became swallowed by 
the needs of narrative theatrical composition. The oldest scripted theatre work for a clown appeared in 
1578, but by 1590 all scripts which contained a clown role designated it as clown, because everyone in 
the audience knew what to expect from the stage role. What was originally a pejorative term "clown" had
merged with the colloquial one "fool" to refer to the resident clown/fool of a professional theatre 
company.
Three of the most well-known fools who represent the change from the medieval notion fool to 
Elizabethan fool are Richard Tarleton, William Kemp and Robert Armin.
 
Richard Tarleton
Richard Tarleton is recognized as the first of the professional fools. During his lifetime, he was able to 
interact with and be successful on all levels of Elizabethan society:
• the popular culture,
• the professional theatre, and
• the English court.
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Tarleton was the first rustic clown of the Saturnalian festivals to
become a fool in the Queen's court and eventually transfer his
talents to the Elizabethan stage. During his career, his role as fool
eventually merged with his personality to the extent that it became
his public persona. He was an appreciated guest at many different
kinds of social functions by all segments of society. His theatre
activities as a clown were much the same as his role as rustic fool.
Tarleton's clown can be regarded historically as a synthesis of the
three types of medieval entertainer:
• the professional minstrel,
• the amateur lord of mis-rule, and
• the role of "Vice" from the old morality plays.
His clowning came from a rediscovery of the fool qualities within the
amateur mis-rule tradition, evolving from English countryside oral
culture. At times the rustic clown that he portrayed is in response to
the new urbanized London inhabitant who is involved in commercial
life and lives in opposition to country life. Tarleton helped foster in
Londoners a new sense of community, a sense of shared values and
experience, all the while making them realize that they were active
participants in the making of a new "modern" culture. He would draw
an instinctual response from his audience as they would easily
recognize his character, actions, and methods in connection with
their own social, religious, and cultural traditions.
 
William Kemp
Will Kemp also merged his on and off stage persona to become a
very successful fool who became influential as a social commentator
and dilettante. Kemp is an example of the next stage in the
transition from rustic country fool to the theatre construction, stage
fool. Although the stage was not the focus of his dramatic talents, he
excelled at:
• table-side entertainment,
• athletic English dancing (jig), and
• the playing of traditional instruments.
Kemp was the consummate stand-up solo performer. He often
imitated a natural fool and was notorious for his improvisations,
especially in songs and poetry. At the end of a Theatre play, Kemp
would engage the audience drawing them into a verbal jousting
match. His quick-witted repartee was exactly what the audience had
come to expect from the fool's role in the mis-rule/inversionary
tradition. In 1599 Kemp needed publicity and published a book of his
experiences dancing from London to Norwich, his most famous
publicity stunt. This stunt came about shortly after he had left the
Chamberlain's Men. Allegedly he had had a disgreement with the
group's dramatist, William Shakespeare, over his improvisations at
the expense of the dramatic written material. He became a casualty
of the changing dynamics between the social construct fool and
emerging Elizabethan theatre, unable to adapt his comic role to the
narrative's dramatic structure.
 
Robert Armin
Around 1600 the Ptolomeic world complete with a hierarchical
cosmological order is no longer the organizing principle governing
human social actions. The "modern" era begins to emerge in all
cultural forms. In drama, acting style in Elizabethan Theatre began
drifting toward a style and characterization based on notions of
mimesis or representation - a superficial resemblance of one thing to
another - and away from an acting style based on iconography or
non-representational signaling. Stage actors began to communicate
to an audience through a complex display of signs and actions rather
than through being the sign itself, as fools were. This "new" acting
style is the acting we consider to be the craft today. Rather than the
representational characters of the morality plays, or the dancing,
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tumbling, and juggling of the carnival clown, actors become more and more responsible to the author's 
written text. Robert Armin replacing William Kemp as "Shakespeare's fool" is an example of this 
evolution.
When Armin joined the Chamberlains Men, the company's playwright, William Shakespeare created a 
whole series of domestic fools for him. Armin's greatest roles, Touchstone in "As You Like  It,"(1599), 
Feste in "Twelfth Night,"(1600), and  (the) fool in "King Lear,"(1605); helped  Shakespeare resolve the 
tension between  thematic material and the traditional  entertainment role of the fool. Armin became a  
counter-point to the themes of the play and the  power relationships between the theatre and the  role of
the fool--he manipulates the extra  dimension between play and reality to interact  with the audience all 
the while using the themes  of the play as his source material. Shakespeare  began to write well-
developed sub-plots expressly  for Armin's talents. A balance between the order  of the play and the 
carnevalized inversion factor  of festive energy was achieved.
Armin was a major intellectual influence on  Shakespeare's fools. He was attuned to the intellectual 
tradition of the Renaissance fool yet  intellectual enough to understand the power of  the medieval 
tradition. Armin's fool is a stage presence rather than a solo artist. His major skills were mime and 
mimicry; even his improvisational material had to be reworked and rehearsed. His greatest asset was as 
a foil to the other stage actors. Armin offered the audience an idiosyncratic response to the idiosyncracies
of each spectator.
Eventually, Armin became a great biographer of fools. In 1600 he published Fool Upon Fooles or Six 
Sortes of Sottes, a work comprised of six sketches of natural fools. In another work, Nest of Ninnies, he 
categorized two kinds of fools:
• naturals - mentally deranged or feeble-minded simpletons,
• artificials - quick-witted allowed fools.
He was a master and pioneer in the study of exactly how natural fools behaved. He believed that he 
himself was a natural because of his deformed stature. His stage fools were based on observations of 
naturals rather than on the re-creation of an emblematic stage type. Armin's fools cause the audience to 
reflect on what it is to be a part of the human condition; but, in a way that also establishes his characters
as perpetual outsiders who reflect on but do not become a part of the dance of reconciliation at the end 
of the play.

Daniel Zappi
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The salt we have in common

In-keeping with our programme's name and aim - to explore and to celebrate the heritage we share (in 
this case through Shakespeare) - it's wonderful how one discovers that there are a startling number of 
fairy tales from the folkloric traditions of different countries that tell of three daughters and their 
relationship with their father, a king. One of these daughters usually turns out to be honest and true 
notwithstanding her apparent disloyalty to her father at
the beginning of the tale. And from Pakistan and India to
Italy and Austria and Germany to France and Russia, they
all have one simple ingredient in common: salt. 
So, without further ado, here is a beautiful Slovakian
version of the tale translated and illustrated by some 15-
year old students into English for a Comenius project: 
 
Salt better than gold
Once upon a time, there lived a King who had three
daughters. He loved each of them equally. When he was
very old, he thought about which of them would become
the Queen. He decided that the princess, who loved him
most, would be the Queen.
He summoned his three daughters and said to them:
"I am old and I want one of you to become the Queen. I
want to know how much you love me. Tell me, my oldest daughter, how much you love your father.“
"My dear father, I love you more than gold," answered the oldest daughter and she kissed her father's 
hand.
"Well, and now, my middle daughter, how much do you love your father?"
"My dear father, I love you more than the most beautiful
music," said the middle daughter.
"That is fine! I can see both of you love me very much. I
am very happy. And now, Marushka, my youngest
daughter, how much do you love your father?"
 "Daddy, I love you, I love you like salt!"
The King couldn’t believe his own ears and he was very
shocked.
„So do you love your father like salt?“ he shouted.
„Yes, my dear father, I love you as much as salt,“
Marushka repeated once more and she looked at her
father kindly.
The King was really furious very much and he shouted:
„Go away from my eyes! Let I don’t want to see you any
more! You are a very bad daughter, if you love your
father only as much as worthless salt that is taken by
everyone between their fingers!" Marushka started crying
and ran away from a castle.
She climbed mountains, and walked in valleys, till she came to a dark forest. She didn’t know what to do,
she was very unhappy. Suddenly a nice old woman appeared in front of her.
“Why are you crying, Marushka?" the old woman asked her. Marushka told her everything and the old 
woman took her into her small cottage.
Marushka lived in it with this kind woman. She helped her
to tidy, cook and pick the magic herbs.
She often thought of her father and sisters, and she felt
very unhappy. The old woman tried to comfort her:
„Don’t be afraid, soon you will come back home and salt
will be worth more than gold,“ she said and looked at
Marushka nicely.
In the meantime, the old woman arranged that all the salt
had disappeared in the Kingdom. Cooks couldn’t salt the
food and everything was either sweet or sour. The King
and his two daughters fell ill. At that time the old woman
told Marushka:
"Your time to return home has come. There is not a pinch
of salt in your Kingdom. Salt is worth more than gold. Now
your father must admit that you loved him most.“
Afterwards she asked Marushka a question: "You served me nicely, what do you want to get for your 
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service?""I’d like to ask you for some salt. I’ll bring it to my father, sisters and all people in my Kingdom. 
I wish my Daddy recovered quickly."
„You are a very clever and good daughter, Marushka, I’ll give you what you are asking for. Take this 
saltbox, the salt will never disappear from here.“ Marushka was delighted and she was running home 
happily.
Sorrow ruled in the Kingdom. The King was not only ill, but also very sad because he sent his dearest 
daughter away from his home.
Marushka went back home. She took a slice of bread, sprinkled it with salt and handed it to her father. 
He was unable to recognize his own daughter because he was so weakened. When he tasted the bread, 
he called with delight: „ My dear! It’s salt! How can I reward you, strange woman?“
Then Marushka took the scarf off her head, she looked at her father nicely and said warmly: „Don’t 
mention it, my father, just love me as you love this salt!"
 The King felt happy and hugged his daughter. He summoned all the people and said: „This is my dear 
child, Marushka, she has brought all of us a gift that is worth more than all the others – salt. She is your 
future Queen because she loves me most.“
The people were very delighted and Marushka gave away bread and salt which they have been missing 
for such a long time.
Since the guests have been welcomed by bread and salt in the Kingdom.

Translations and pictures by students at Základná škola, Kežmarok, Slovakia 

Daniel Zappi
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Stratford-upon-Avon

Medieval Stratford
Stratford upon Avon was founded by the Saxons when they invaded what is now Warwickshire in the 7th 
century AD. The name Stratford is made up of Celtic and Saxon words. It was the straet ford, that is the 
ford by the Roman road. Avon is a Celtic word meaning river or water.
At first Stratford Upon Avon was a typical village but in the late 12th century it was transformed into a 
town. (At that time trade and commerce were growing rapidly and many new towns were founded). In 
the year 1196 King Richard I granted Stratford the right to hold weekly markets. In the Middle Ages 
there were few shops so if you wished to buy or sell anything you had to go to a market.
Soon the town of Stratford Upon Avon was up and running and there were many craftsmen there such as
blacksmiths, carpenters, shoemakers, brewers and bakers. Stratford was also known for its malting 
industry (processing barley for brewing).
 

Medieval Stratford Upon Avon would seem tiny to us. It probably only had a population of between 1,000 
and 1,500. However towns were very small in those days. However by the 13th century Stratford had a 
small grammar school. Furthermore in the Middle Ages people formed religious communities called 
guilds. The Guild of the Holy Cross was formed in Stratford in 1269. The guild had its own chapel which 
still stands.
 
1500-1800
Tudor century Stratford-upon-Avon was still a small market town. It probably had a population of about 
2,000 in 1564. The town slowly grew despite outbreaks of plague in 1564 and in 1645. In 1553 King 
Edward VI re-founded the grammar school. In the same year he incorporated Stratford Upon Avon 
(formed a corporation to run it).
Meanwhile in 1557 a glover from Stratford Upon
Avon named John Shakespeare married Mary
Arden, the daughter of a well-to-do farmer from
Wilmcote. Their son William Shakespeare was born
on or about 23 April 1564 in a house in Henley
Street. The son of a middle-class citizen he would
have attended the grammar school. In 1582
William married Anne Hathaway, the daughter of a
farmer from nearby Snottery.
However in 1587 William Shakespeare left for
London. In 1597 he bought a house named New
Place in Stratford Upon Avon. When he died in April
1616 he was buried in Holy Trinity Church. A bust
of William Shakespeare was carved by Gerard
Johnson in 1623.
William Shakespeare had a daughter called
Susanna. She married a man named John Hall and
they lived in a house in Stratford called Hall's Croft.
The maternal grandfather of John Harvard (1607-
1638) lived in a house in Stratford now known as Harvard House. In 1636 John Harvard founded Harvard
University in Massachusetts.
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During the 17th and 18th centuries Stratford Upon Avon remained a quiet market town.
 
Modern Stratford
The 19th century saw a number of improvements to Stratford Upon Avon. A canal opened in 1816. It was
followed by the railway in 1859 which, of course, made it easier for tourists to visit the town.
Meanwhile in 1834 Stratford gained gas light and in the 1850s a network of sewers was dug. Tourism 
grew in the 19th century as Stratford upon Avon became famous as the birthplace of William 
Shakespeare. The house where he was born was purchased in 1847 and turned into a monument. Anne 
Hathaway's cottage (Shakespeare's wife) was purchased in 1892.
During the 20th century Stratford Upon Avon continued to grow and by the 1951 it had a population of 
almost 15,000. The Royal Shakespeare Theatre was built in 1932 and the Shakespeare Centre opened in 
1964.
Today Stratford Upon Avon thrives as a very popular tourist destination because of its status as the 
birthplace of William Shakespeare. 

Daniel Zappi
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Brief history of Oxford

Saxon Oxford
Oxford was founded in the 9th century when Alfred the
Great created a network of fortified towns called burghs
across his kingdom. One of these was at Oxford. There
may have been a village already existing there or Alfred
may have created a new town.
Oxford is first mentioned in 911 when the Anglo-Saxon
Chronicle, a sort of national diary, stated: 'King Edward
received the burghs of London and Oxford with all the
lands belonging to them'.
Saxon Oxford probably had a market from the time it was
made a burgh and it soon became a flourishing town. In
the 10th century Oxford had a mint with 4 coin makers.
But Oxford was a fortress as well as a town. In the event
of war with the Danes all the men from the area were to
gather inside the burgh. However this strategy was not
entirely successful. In 1009 the Danes burned Oxford.
(An easy task since all the buildings were of wood with
thatched roofs).
Oxford was soon rebuilt, but in 1013 the Danish king
claimed the throne of England. He invaded England and
came to Oxford where 'the people soon bowed to him and
gave hostages'. In 1018 a conference was held in Oxford
to decide who would be king of England.
 
Oxford in the Middle Ages
By the time of the Norman Conquest there were said to
be about 1,000 houses in Oxford, which meant it
probably had a population of around 5,000. By the standards of the time it was a large and important 
town (even London only had about 18,000 inhabitants). About 1072 the Normans built a castle at Oxford.
In the 11th century the town's defenses were a ditch and an earth rampart with a
wooden stockade on top. Later the stockade was replaced by a stone wall.
In the 1140's there was civil war in England between Stephen and Matilda. In 1142
Matilda was at Oxford castle but her rival's troops burned the town and besieged
the castle. However one snowy day Matilda managed to escape across the frozen
river. Oxford soon recovered from this disaster and began to flourish once again.
 
The university
The university at Oxford was founded in 1167. In Medieval Oxford there was much
tension between townspeople and students. In 1209 a woman was killed in Oxford
and the townsfolk hanged 2 students afterwards. Some of the students fled to
Cambridge but in 1214 they were invited back. Nevertheless further riots followed
in Oxford in 1228, 1236, 1238, 1248, 1272, and 1298. Tension continued because
kings granted the students certain privileges, which harmed the merchants of the
town. The tension came to a head in 1355 when a fight occurred between them,
which lasted for 3 days. Afterwards an investigation was held and as a result the
university staff and students were given still more privileges. Despite this, the
conflict between the townspeople and the university died down over the centuries.
 
Industry
In the 12th and 13th centuries Oxford was a manufacturing town. It was noted for
cloth and leather. In Oxford wool was woven then fulled, that is it was cleaned and
thickened by being pounded in water and clay. There were many tanners in the
town and leather workers such as shoemakers and saddlers.
In the 14th and 15th centuries manufacturing declined and Oxford came to depend
on the custom of students. It became
a town of brewers, butchers, bakers, tailors, shoemakers, coopers, carpenters and
blacksmiths. In the later Middle Ages Oxford declined in importance.
In 1122 an Augustinian priory (small abbey) was founded in Oxford. It was
dedicated to St Fridewide. The priory was given the right to hold a fair. In the
Middle ages a fair was like a market but it was held only once a year for a few days and it would attract 
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merchants from as far away as London. The priory charged the stallholders tolls. A Cistercian abbey, 
Rewley Abbey was founded in 1280.
In the 13th century friars arrived in Oxford. The friars were like monks except instead of withdrawing 
from the world they went out to preach and help the poor. In Medieval Oxford there were Franciscan 
friars, known as grey friars because of the colour of their costumes. There were also Dominicans friars 
(known as black friars) Carmelites and Augustinians. 
 
Early modern times
In the 16th century Oxford declined in terms of national importance though it remained a fairly large 
town by the standards of the time. In the mid 16th century it may have had a population of about 3,500. 
Tudor Oxford remained economically dependent on the university. The students provided a large market 
for beer, food, clothes and other goods. Oxford was full of craftsmen who supplied these needs. By this 
time hostility between 'town and gown' had died out.
In 1538 Henry VIII closed the abbey, the priory and the friaries in Oxford. In the Middle Ages the priory 
and one of the friaries had the right to hold annual fairs and to charge tolls. After they were closed this 
right was transferred to the town. Yet both fairs declined and had virtually ceased to exist by the middle 
of the 17th century. However in 1542 Oxford was made a city and was given a Bishop.
Henry's daughter Mary tried to undo the religious changes of the previous decades and restore 
Catholicism. During her reign 3 famous Protestants were tried in St Marys Church in Oxford. They were 
Thomas Cramner, the Archbishop of Canterbury, Nicholas Ridley the Bishop of London and Hugh Latimer.
All three were condemned to death for heresy. Latimer and Ridley were burned in Broad Street.
 

In 1642 civil war between king Charles I and parliament erupted. Opinion among the townspeople was 
probably divided but in 1642 a royalist army occupied Oxford. For the rest of the war the king made 
Oxford his headquarters. By this time the walls around the town were in disrepair so the king forced the 
townspeople to erect earthwork defences. However by 1646 the king was losing the war and he was 
forced to flee in disguise. Oxford eventually surrendered to a parliamentary army. Although there was a 
fire in 1644 Oxford was not seriously damaged by the civil war.
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In 1651 the first coffee house in England opened in Oxford. Coffee was a new drink at that time but it 
soon became popular. Many coffee houses were opened where middle class and upper class men could 
meet, have a drink, read newspapers and talk shop. In 1659 a free grammar school was founded in 
Oxford.
Georgian Oxford remained a market town where
produce from the surrounding area was bought and
sold but most industry in Oxford was still geared to
supplying the needs of the university. The city was full
of brewers, bakers, butchers, tailors and grocers. In
the 1720s a writer described the city as 'large, strong,
populous and rich'. He was also impressed by the
university buildings.
In the 18th century the streets of Oxford were
becoming increasingly congested on market days as
the stalls interfered with traffic. So, in 1774 a covered
market for vegetables, meat and fish was built. There
had been a prison in Oxford since the Middle Ages. It was rebuilt in 1789.
By the middle of the 18th century Oxford probably had a population of about 8,000. By the end of the 
century it was nearly 12,000.

Oxford in the 19th century
From 1819 Oxford had gas street lighting. Warneford hospital was built in 1826. Littlemore hospital 
followed in 1847. There were some drains and sewers in Oxford in the early 19th century but the sewers 
emptied into the river. In the 1870s a modern system of sewers was built. In the 18th century a private 
company provided piped water - to those who could afford it. In 1808 the council took over the water 
company but many people continued to rely on wells. It wasn't until the 1880s that everybody in Oxford 
had piped water. Despite these improvements there were epidemics of cholera in Oxford in 1832, 1849 
and 1854.
Meanwhile a martyrs memorial to the 3 Protestants who were burned in Marys reign in the mid-16th 
century was built in 1843.
A railway from Oxford to London was built in 1844 and the first electricity generating station in Oxford 
was built in 1892. Meanwhile in the 1820s and 1830s working class houses were built at Summerstown. 
This suburb officially absorbed by the city in 1889. After 1850 a middle class estate was built at Park 
Town. In the 1830s and 1840s a working house suburb grew up at Jericho. 
In the late 19th century marmalade making industry began in Oxford. There was also a publishing 
industry and an iron foundry. Yet Oxford remained a city of craftsmen producing things for the university 
not a manufacturing centre.
 
Modern Oxford
The fate of Oxford was changed in 1913 when a man named Morris began making cars in the city. In 
1919 a radiator making company was formed and in 1926 a pressed steel company which made car 
bodies. By the 1930s Oxford was an important manufacturing center. It was also a prosperous city. 
Furthermore it escaped serious damage during the Second World War. Interesting fact: in 1954 Roger 
Bannister became the first person to run a mile in less than 4 minutes on Iffley Road in Oxford.
Today the main industries of the city are still car manufacturing and making vehicle parts as well as 
publishing. There is now a biotech industry in Oxford. Furthermore in 2006 Oxford Castle opened to the 
public. Today the population of Oxford is 151,000.
 

Daniel Zappi
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At the end of the 17th century a travel writer 
called Celia Fiennes described Oxford as: 
'Pleasant and compact. The theatre is the 
highest of all (the buildings), encompassed by 
the several colleges and churches and other 
buildings whose towers and spires appear very
well at a distance. The streets are very clean 
and well paved and pretty broad. The High 
Street is a very noble one, so large and of 
great length'.

Modern Oxford
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King Lear
scripts selected by Daniel Zappi
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King Lear - blind and naked in an empty world

The ruler divides the empire
In ancient, pre-Christian Britain, King Lear wants to retire. There's no male heir to inherit the throne. 
Therefore Lear decides to split up his kingdom between his three daughters: Cordelia, Goneril, and 
Regan. First Lear asks his daughters to express who of them loves him the most. This way he can 
determine which daughter will get the biggest piece of land.
Goneril and Regan extensively flatter their father, but his favorite Cordelia finds herself unable/unwilling 
to do the same. Lear feels offended and disowns Cordelia. He also refuses to give Cordelia a dowry for 
marriage. She is nevertheless accepted by the King of France, who realizes that he wants Cordelia as his 
woman for her true character.
Lear ends up dividing the kingdom into two between Goneril, married to the Duke of Albany, and Regan, 
married to the Duke of Cornwall. He also announces he'll be alternately staying in the houses of his two 
daughters. Kent, Lear's main knight, warns Lear that he's making a mistake. Therefore Kent is also 
banished from the court.
 
Sub-plot: brothers divided
Meanwhile Shakespeare develops the play's sub-plot. At the very start of the play - so before the 'division
scene' - a courtier Gloucester has been introduced. In the presence of his illegitimate (bastard) son, 
named Edmund, this man was boasting about his affair Edmund's unmarried mother. This makes it 
understandable that Edmund intrigues against his father and his 'legitimate' half-brother, named Edgar.
Via a forged letter Edmund tricks his father into believing that Edgar is plotting to kill Gloucester. When 
Edgar finds this out, he fears for his life, runs away and disguises himself as 'Poor Tom', a homeless 
beggar.
 
The ruler refused
Goneril and her husband Albany soon find out that it is not a real pleasure to have Lear as guest, 
together with his 'Fool' (comedian), a new servant ('Caius', who is actually the loyal Kent in disguise), 
and 100 rowdy knights. She points out to him that her palace is a home, not a tavern or a brothel and 
orders Lear to get rid of 50 of his knights. 
Lear feels offended and tells her he will immediately move to Regan's house.
Goneril sends information to Regan via a fast messanger. To avoid her father, Regan leaves her home for
Gloucester's palace. Lear also goes to Gloucester. He complains to Regan that Goneril is ungrateful. 
However, Regan joins Goneril, who has also arrived, in demanding that Lear should now get rid of 
seventy-five of his hundred followers.
Lear now realizes that Goneril and Regan do not love him as they said before. The narcissistic ruler sees 
himself in a real mirror. The emperor sees himself that he has no clothes. Offended and humiliated, he 
runs out into a storm and wanders around on the heath. Goneril and Regan lock the door behind him.
 
Naked in the storm
Out on the heath during a violent thunderstorm, Lear meets 'Poor Tom': Gloucester's legitimate son 
Edgar, tricked by Edmund, disguised as a naked and mad beggar. Lear realizes that being homeless and 
naked is terrible. He also realizes that he should have done more about poor people when he was king 
and that all men, kings as well as beggars, are totally vulnerable in this world: 'man is no more but such 
a poor, bare, forked animal'. Then Lear becomes insane and takes off his clothes.
 
Shelter, punishment and 'love'
Gloucester, meanwhile, decides to help Lear, despite Goneril and Regan's orders. He gives Lear and 'Poor
Tom', his own disguised son, shelter. Gloucester tells them to go to Dover and join Cordelia. Apparently 
he knows that she with her husband, the King of France, is preparing a war against Goneril and Regan.
Having returned to his palace, Gloucester is apprehended for being a traitor. Regan and Cornwall blind 
him, in his own house, as punishment for helping Lear. Then one of Gloucester's loyal servants kills 
Cornwall in revenge. In response, Regan kills the servant.
Meanwhile, Edmund - Gloucester's other, intrigueing son -, brings Goneril back to her own palace. The 
two begin a love affair. When they find out that Cornwall - Regan's husband, killed by the servant - is 
dead, Goneril begins to worry: Edmund might prefer her widowed sister above herself
 
The blindness of man
The blinded Gloucester arrives in Dover guided by 'Poor Tom' (his disguised son, Edgar). Gloucester is 
not aware of Poor Tom's true identity: Gloucester is blind in more ways than one. 
Gloucester, despairing over his missing eyes and deceived by his son Edmund, decides to attempt 
suicide. Poor Tom/Edgar says he'll help, but ends up tricking Gloucester into thinking he's jumped off a 
cliff edge, when really he's just leapt a very small distance onto flat ground.
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Is all hope in vain?
In Dover the play comes to a climax. Goneril's messenger, Oswald, tries to kill Gloucester. Edgar 
intervenes and kills Oswald. Before he dies, this Oswald shows a letter he's carrying. In this letter, sent 
by Goneril to Edmund, she asks her lover to kill her husband (Albany), so they can be together. Edgar 
realizes his brother's character.
Lear reunites with his daughter Cordelia. She tells Lear she does not hate him, even though he totally 
disowned her. In the meantime Cordelia's French forces lose the battle against Regan and Goneril's 
British army. Lear and Cordelia are captured. Edmund secretly orders their executions.
Whith Lear and Cordelia in prison, the two sisters quarrel over who gets Edmund as lover. From the letter
shown by Oswald, Albany understands the crime planned against his life by his wife and her lover. He 
demands that they both get arrested for treason. Before Edmund can be taken to jail, Edgar defeats his 
(half-)brother in a fight. Then Regan dies, having been poisoned by Goneril.
Finally, Edgar reveals his true identity to his father Gloucester. The last one has a heart attack and dies. 
Goneril commits suicide. Before Edmund, who has been stabbed in the fight with Edgar, dies, he 
apologizes and reveals that he's sent someone to kill Cordelia and Lear. This comes too late for Cordelia. 
She has  already been hanged by Edmund's executioners. Lear enters with his dead daughter in his arms.
When Lear realizes what has become of his family, he dies of his misery.
Albany and Edgar are the only ones left to govern the kingdom. They are the 'better' characters in the 
play. This may give some hope for the future.

Fokko Dijkstra / Daniel Zappi
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First Performance: Division of the Empire

The Royal Court
Characters: 

King Lear: George 
Goneril:  Birgit
Regan:  Alexandrea
Cordelia: Tsvetanka

 

Lear
My daughters, since I’m about to give up my throne and the worries that go along with it, tell 
me which one of you loves me most, so that I can give my largest gift to the one who 
deserves it most.—Goneril, my oldest daughter, you speak first. 

Goneril

Sir, I love you more than words can say. I love you more than eyesight, space, and freedom, 
beyond wealth or anything of value. I love you as much as life itself, and as much as status, 
health, beauty, or honor. I love you as much as any child has ever loved her father, with a 
love too deep to be spoken of. I love you more than any answer to the question “How much?”

Cordelia (to herself) What will I say? I can only love and be silent.

Lear
I give you all this land, from this line to that one—dense forests, fertile fields, rivers rich with 
fish, wide meadows. This land will belong to your and Albany’s children forever.—And now 
what does my second daughter Regan, the wife of Cornwall, have to say? Tell me.

Regan 

Sir, I’m made of the same stuff as my sister and consider myself just as good as she is. She’s
described my feelings of love for you precisely, but her description falls a little short of the 
truth. I reject completely any joy except my love for you, and I find that only your majesty’s 
love makes me happy. 

Cordelia (to herself) Poor me, what am I going to say now? But I’m not poor in love—my love is bigger
than my words are. 

Lear 

You and your heirs hereby receive this large third of our lovely kingdom, no smaller in area or
value than what I gave Goneril.—Now, you, my youngest daughter, my joy, courted by the 
rich rulers of France and Burgundy, what can you tell me that will make me give you a bigger 
part of my kingdom than I gave your sisters? Speak. 

Cordelia Nothing, my lord. 
Lear Nothing?
Cordelia Nothing.
Lear What? “Nothing” will come of nothing. Try again.

Cordelia

My lord, you brought me up and loved me, and I’m giving back just as I should: I obey you, 
love you, and honor you. How can my sisters speak the truth when they say they love only 
you? Don’t they love their husbands too? Hopefully when I get married, I’ll give my husband 
half my love and half my sense of duty. I’m sure I’ll never get married in the way my sisters 
say they’re married, loving their father only.

Lear But do you mean what you’re saying?
Cordelia Yes, my lord.
Lear So young and so cruel?
Cordelia So young, my lord, and true.

Lear

Then that’s the way it’ll be. The truth will be all the inheritance you get. I swear by the sacred
sun, by the mysterious moon, and by all the planets that rule our lives, that I disown you now
as my daughter. As of now, there are no family ties between us, and I consider you a 
stranger to me. Foreign savages who eat their own children for dinner will be as close to my 
heart as you, ex-daughter of mine.
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Second Performance: Edmund

The Earl of Gloucestershire's residence
Characters:

Edmund: Raul
 

Edmund

You, Nature, are my goddess. I only worship what’s natural.
Why should I let myself be tortured by man-made social customs that deprive me of my rights
simply because I was born twelve or fourteen moons later than my older brother? Why do they
call me “bastard” and “base” when I’m just as gifted in mind and body as legitimate children?
Why do they call us bastards “base”?
Always “base,” “bastard,” “base,” “base.”
At least we bastards were conceived in a moment of passionate lust rather than in a dull, tired
marriage bed, where half-sleeping parents monotonously churn out a tribe of sissy fops.
All right then, legitimate brother Edgar, I have to have your lands.
Our father loves me just as much as the legitimate Edgar.
What a nice word that is, “legitimate”!
Well, my legitimate Edgar, if this letter works and my plan succeeds, Edmund the 'base' will 
beat the legitimate.
Look out, I’m on my way up.
Now gods, stand up for bastards!
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Third Performance: The entrance of the Fool

Goneril and the Duke of Albany's residence
Characters: 

Fool: Fokko
Lear: Birgit

 
Fool Do you know the difference, my boy, between a bitter fool and a sweet fool?
Lear No, lad. Teach me.

Fool 

That lord that counseled thee
To give away thy land,
Come place him here by me.
Do thou for him stand.
The sweet and bitter fool
Will presently appear—
The one in motley here,
The other found out there. 

Lear Are you calling me a fool, boy? 
Fool Well, you’ve given away all your other rightful titles. The title of “fool” is the only one left. 
Kent This isn't entirely a joke, my lord. 

Fool 

No. I wish I could be a complete joker—but so many lords and important men are also playing 
fools that I can’t have a monopoly on it. Ladies too—they’re always snatching away my role as 
the biggest fool.
(sings)
Fools had ne'er less wit in a year,
For wise men are grown foppish.
They know not how their wits to wear,
Their manners are so apish.

Lear When did you become so fond of singing, boy? 

Fool 

I’ve been singing ever since you made your daughters into your mothers by giving them all your 
power. That’s when you gave them the spanking paddle and pulled your pants down.  
(sings)
Then they for sudden joy did weep
And I for sorrow sung,
That such a king should play bo-peep
And go the fools among.
 
Please, uncle, hire a teacher who can teach your fool to lie. I want to learn how to lie.
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Fourth performance: Sisters' rejection of Lear

Gloucester's residence
Characters: 

Lear: Tsvetanka
Regan: Birgit
Goneril: Alexandra
Cornwall: Raul
Gloucester: Fokko

 

Lear 
My dear Regan, your sister’s not worth anything. Oh, Regan, she’s torn me apart with 
unkindness, like a vulture, right here (points to his heart). I can hardly speak. You’ll never 
believe how monstrously—oh, Regan! 

Regan 
Calm down, sir, please. I hope there’s been a misunderstanding. It’s more likely that you 
don’t know how to appreciate her than that she’d ever fail in her duties as a daughter. 

Lear How do you mean? 

Regan I can’t believe my sister would neglect her obligations in any way. If she restrained your 
rowdy knights, she had such a good reason that you can’t blame her for it. 

Lear My curses on her. 

Regan 
Sir, you’re old. Your life is stretched to its limit. You should let others take care of you and 
submit to people who know better than you do what’s good for you. Please go back to 
Goneril’s house. Admit you were wrong. 

Lear 
Apologize? Do you think this kind of thing is appropriate for the royal family? (he kneels) 
Dear daughter, I admit I’m old. Old people are useless. I’m begging you, on my knees, to 
give me food, clothes, and a bed.

Regan No more, please. These are ugly antics. Go back to my sister’s. 

Lear 

Who put my servant in the stocks? Regan, I hope you didn’t know anything about that.
(Enter Goneril)
Ah, who’s this? (to Goneril) Aren’t you ashamed to look at me after the way you’ve treated
me in my old age?—Oh, Regan, are you taking her by the hand?

Goneril Why shouldn’t she take my hand, father? How exactly have I offended you? Just because a
senile man with poor judgment calls something an insult doesn’t necessarily mean it is one.

Lear Who put my servant in the stocks?! 
Cornwall I sent him there, sir, but his crimes deserved a worse punishment. 
Lear You?! You did it? 

Regan 
Please, father, since you’re weak, act like it. Get rid of half your knights and go back to 
spend the rest of your month with my sister. Afterwards, you can stay with me. I can’t 
provide you with proper care. 

Lear Do you know what you've just said?

Regan 

Yes, I do. Isn’t fifty knights enough for you? Why would you need more than that? Or even
that many. Fifty knights are expensive to maintain, and there’s always a risk they’ll rebel. 
How could so many people, under two masters, get along under one roof? It would be 
hard, almost impossible. in fact even 25 would be more than enough. 

Lear I gave you everything. 

Regan 
And it was about time too. 
 
(A storm breaks out)

Lear 

I have a good reason to cry, but my heart will splinter into a hundred thousand pieces 
before I let myself cry.—Oh Fool, I’ll go mad! 
 
(Lear exits, Gloucester goes to follow him out)

Goneril (to Gloucester) My lord, don’t try to persuade him to stay. 

Gloucester But it’s getting dark, and the winds are strong and stormy. There’s hardly a bush for miles 
around. He’ll have no shelter.

Regan Oh, sir, impetuous people learn their lessons from the consequences of their foolish 
actions. Lock the doors.

Cornwall Lock the doors, my lord. It’s a wild night. My wife gives good advice. Come in out of the 
storm. 
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Fifth performance, Lear and Tom O'Bedlam in the storm

The heath
Characters:

King Lear: George
Edgar: Raul

 

Lear

Blow, winds, and crack your cheeks! Rage, blow!
You cataracts and hurricanoes, spout
Till you have drenched our steeples, drowned the cocks!
You sulfurous and thought-executing fires,
Vaunt-couriers of oak-cleaving thunderbolts,
Singe my white head! And thou, all-shaking thunder,
Smite flat the thick rotundity o' th' world,
Crack nature’s molds, all germens spill at once
That make ingrateful man!

Edgar 
(Tom 
O'Bedlam) 

I heard myself declared an outlaw and escaped capture by hiding in the trunk of a hollow 
tree. Every town and port is crawling with henchmen on the lookout, waiting to capture me.
But I’ll survive while I can. I’ve decided to disguise myself as the lowliest and rattiest 
beggar that mankind has ever seen. I’ll smear my face with filth, put on a loincloth, make 
my hair matted and tangled, and face the bad weather wearing almost nothing. I’ve seen 
beggars out of insane asylums who stick pins and nails into their numb arms. They pray or 
roar lunatic curses, horrifying farmers and villagers into giving them alms. “Poor crazy 
Tom!” they call themselves. Well, at least that’s something. As Edgar, I’m nothing at all. 

Lear 

Poor homeless creatures suffering this storm, wherever you are, how will you survive a 
night like this with no roof over your heads, no fat on your sides to keep you warm, and 
only rags for clothes? When I was king I didn’t do enough to help you. Powerful men, take 
your medicine by learning about hardship. Go out and feel what the impoverished feel. 
Then you can give them your extra wealth and make the world more fair. 

Edgar 

Whoever gave a thing to Poor Tom? The devil has chased him through fires, across rivers 
and whirlpools, and over swamps. The devil has put knives under Tom’s pillow and 
hangman’s ropes in his church pew, encouraging him to kill himself. The devil has put rat 
poison next to Poor Tom’s oatmeal and made him gallop his horse over narrow bridges, 
chasing his own shadow as if it were a traitor. Bless your five senses! Tom’s chilly. Oh do-
de, do-de, do-de. God protect you from tornadoes, evil stars, and diseases! Take pity on 
Poor Tom, who is persecuted by the devil. I can almost catch him. There!… And over there!
… And over there!

Lear 

(To Edgar) You’d be better off dead than facing the storm as naked as you are. Is this all a 
human being is? Look at him. You are not indebted to animals for your clothes since don’t 
wear silk, leather, or wool—not even perfume made from a civet cat! Ha! The three of us 
are sophisticated compared to you. You’re the real thing.
The human being unburdened by the trappings of civilization is no more than a poor, 
naked, two-legged animal like you.
Off with these clothes borrowed from animals! Let me unbutton this (he tears at his 
clothes). 
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Sixth Performance: The blinding of Gloucester

Gloucester's residence
Characters: 

Cornwall: Alexandra
Gloucester: Raul
Regan: Tsvetanka
Servant: Birgit

 
Cornwall Where have you sent the king?
Gloucester To Dover. 
Regan Why Dover? 

Gloucester 

Because I didn’t want to watch while you gouged out his poor old eyes with your cruel 
fingernails, or while your vicious sister sank her fangs into his sacred flesh. You left him 
out in the storm in the black night, bareheaded, a storm so terrible that if it had happened 
at sea, the waters would have risen up and extinguished the fire burning in the stars. And 
the poor old man just wept, mixing his tears with the rain. If wolves had been howling 
outside your gate at the heart of that storm, you would’ve told your doorman to let them 
in, despite all the cruelties you inflict on the world. But soon I’ll see the gods punish you 
for your lack of respect to your father. 

Cornwall 
You won’t be seeing anything.—Hold his chair still, men.—I’m going to put my foot on his 
eyes. 
(Cornwall gouges out one of Gloucester’s eyes and steps on it.)

Gloucester Oh, so cruel! Oh dear gods! 
Regan One side will mock the other. Gouge out the other eye too. 
Cornwall If you see vengeance.

Servant Stop, my lord! I’ve served you since childhood, but I’ve never done you a better service 
than telling you to stop. 

Cornwall My peasant, acting like this? 

Servant 
Come on then. Over my dead body.
 
(The Servant and Cornwall draw swords and fight. Cornwall is wounded.)

Regan 
A lowly peasant defying his lord like this?
 
(She takes a sword and stabs the Servant from behind, killing him.)

Servant I am dying!—My lord, you still have one eye left to see Cornwall punished. Oh! (he dies) 

Cornwall

We’ll just have to stop him from seeing ever again. Out, vile jelly, pop out of your eye 
sockets!
 
(he gouges out Gloucester’s other eye)

Gloucester Nothing but darkness and horror. Where’s my son Edmund? Edmund, let your love for me 
ignite your bloodlust to avenge this horrible crime! 

Regan Wrong, evil traitor. You’re appealing to a son who hates you. He was the one who revealed
your treason to us. He’s too good to have any compassion for you. 
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Seventh Performance: Final death scene

The British camp, near Dover
Characters: 

King Lear: Raul
Kent: Birgit
Edgar: George
Albany: Alexandra
Messenger: Tsvetanka
 

Lear 

Howl, howl, howl, howl! Oh, you are men of stones.
Had I your tongues and eyes, I’d use them so
That heaven’s vault should crack. She’s gone forever.
I know when one is dead and when one lives.
She’s dead as earth. Lend me a looking-glass.
If that her breath will mist or stain the stone,
Why then, she lives. 

Kent Is this the promised end? 
Edgar Or image of that horror? 
Albany Fall and cease. 

Lear
This feather stirs. She lives. If it be so,
It is a chance which does redeem all sorrows
That ever I have felt. 

Kent O my good master! 
Lear Prithee, away. 

Edgar 'Tis noble Kent, your friend.
(Enter Messenger)

Messenger Edmund is dead, my lord. 

Albany

That’s but a trifle here.—
You lords and noble friends, know our intent.
What comfort to this great decay may come
Shall be applied. For us, we will resign
During the life of this old majesty
To him our absolute power.
(to Edgar and Kent)
You, to your rights
With boot, and such addition as your honors
Have more than merited.—All friends shall taste
The wages of their virtue, and all foes
The cup of their deservings. O, see, see!

Lear 

And my poor fool is hanged.—No, no, no life?
Why should a dog, a horse, a rat have life,
And thou no breath at all? Oh, thou'lt come no more,
Never, never, never, never, never.—
Pray you, undo this button. Thank you, sir.
Do you see this? Look on her. Look, her lips.
Look there, look there. O, O, O, O.
(dies)

Edgar He faints! - My lord, my lord! 
Kent Break, heart.I prithee, break! 
Edgar Look up, my lord. 

Kent 
Vex not his ghost. O, let him pass. He hates him
That would upon the rack of this tough world
Stretch him out longer. 

Edgar Oh, he is gone indeed. 

Kent The wonder is he hath endured so long.
He but usurped his life. 

Albany Bear them from hence. Our present business
Is to general woe.
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(to Kent and Edgar)
Friends of my soul, you twain
Rule in this realm, and the gored state sustain.

Kent I have a journey, sir, shortly to go.
My master calls me. I must not say no. 

Edgar 

The weight of this sad time we must obey.
Speak what we feel, not what we ought to say.
The oldest hath borne most. We that are young
Shall never see so much, nor live so long.
 
(Exeunt with a dead march.)
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Alexandra

I've been teaching English for about 36 years to students
aged to 12 to 18 years old. During the last 20 years
basically working with the older students where the
English language goes along with socio-cultural aspects
dealing with a vast range of topics that go from English to

• multiculturalism,
• environment,
• the world of work,
• human rights,
• technology,
• the world of consumerism,
• etc.

I have also worked with our Teachers’ Training Centre
along many years. Our school – secondary level – has
been participating in many Comenius / Erasmus+ projects
and we were pioneers in the establishment of exchange
programmes with other schools more than 25 years ago.
Our school has a project dealing with Theatre which, all
along the school year, prepares some presentations to the
school and the local community. As our city is one with a
long history which goes back to the 16th Century, at the
end of the school year we present to the city, in one of its most emblematic sites, a recreation of how life
was at those moments, by also bringing to life some of the most prominent characters of the time, 
including the royalty and the nobles, all played by students, teachers and members of the staff, as well 
as the Mayor of the city.

Fokko

My background is history. During many years I have taught history and trained students/teachers how to 
teach history: primary student teachers, secondary student teachers, in-service training and a large 
number of international programmes. 
More than fifteen years ago, at the end of the first Socrates period (1992/99) I was asked to do 
something - 'a pilot' - to connect the many and various activities in the field of European heritage 
education projects. This led to the chain project. The results you can find in the website. This site is in 
fact the outcome of courses and school projects in various parts of Europe.
A few years ago the project became independent as part
of the Chain Foundation. This makes it easier to
guarantee the continuation.Of course, during the years
since the start a large number of other tools and
possibilities has come up: e-twinnings, wikipedia,
facebook, all sorts of blogs and photo-sharing
programmes etc. etc. Nevertheless chain is still
functioning rather well. While in the beginning we paid
quite some attention to the ict-production activities, we
recently changed more and more to artistic forms of
expression, like drama, mime, video and visual arts. 
A few year ago I met Daniel Zappi as participant in a
course in Greece and Turkey. I immediately admired his
talents in music and theatre. Since then we have been
collaborating a various courses, where he took the drama
part. We also prepared a new joint programme in
England. These courses have been given with success: 
Town and Gown in Oxford, Canterbury Tales and the 
Shakespeare course.
As I wrote in one of my messages, recently Daniel got a
new job in Prague, which makes in impossible for him to
join our courses. Of course, I am very glad for him, but it is a pity we cannot continue our collaboration 
in the UK. We will anyway try to use his legacy and inspiration.
Looking forward to meeting all of you and performing - among else - King Lear together,
and my best regards,
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George

I am a teacher of French and Drama in the Music School
of Alimos in a southern suburb of Athens, near the sea.
I've been teaching in this school since 2002, with prior
teaching experience in various schools of Athens and the
provinces. I had the opportunity to teach and get into
practice, as far as drama is concerned, with my students
in the music school with emphasis on issues such as
multiculturalism, violence, an exploration in the theory of
empathy as well as environmental issues. I had, also, the
pleasure of staging a couple of plays with my students,
based on improvisation and supported by various
colleagues at school. My school has also participated in a
two-year Comenius project with France, Italy, Spain and
Lithuania.
In the previous years, I had also been trained as an actor
(method acting, improvisation etc.). I have participated,
amateurlike, in productions of several plays with a
permanent group. During the same period I completed
my studies at University, in the Department of Theatrical
Studies in Athens, engaging myself with Drama on a more
theoretical level. 
King Lear is one of the most important Shakespearean
plays, and I would really be interested to lean how to
combine this knowledge with teaching practices. I do look
forward to meeting you.

Raul

Hello to all,
I am Raul Auksmann from Estonia. I have been an English
teacher for the most part of my life. Ten years ago I
moved from our capital city, Tallinn, to the remotest part
of our countryside, Misso (to illustrate how small Estonia
really is: it is actually only 300 km from Tallinn) and
thought I am done with teaching. I baked bread for local
and nearby communities and took an active part in village
life.
Well, it was not before long I was asked to teach again
and so I did. You cannot fool yourself about what you
really like to do. Now I am teaching English in Võru
Kreutzwald's School. Friedrich Reinhold Kreutzwald was
an Estonian writer who is considered to be the father of
the national literature for the country compiling our
national epic poem "Kalevipoeg" in 1860. To compare this
date to the dates of Shakespeare's life makes me wonder
in awe how different but at the same time connected the
histories can be. Shakespeare's works were among the
very first translated when Estonians' cultural life started
to thrive.
I have been very lucky to know Fokko and Chain now for
over 10 years. With Fokko's guidance I have traced back
Europe, followed a rain drop in Portugal, searched for
Sampo in Finland and also been able to introduce
Estonian bogs and seashore to fellow Chain teachers.
Some artistic performance to express or sum up our new
experiences has always been the important part of those
courses. So I am very excited to look this time even
deeper into dramatical play. 
Among other thing I have enjoyed during this special
Shakespeare's year celebrated all over Europe was a
project led by our Estonian Public Broadcasting to record all of Shakespear's 154 sonnets read by 77 
leading Estonian actors. So you can listen how Shakespeare sounds in my mother tongue HERE .
Looking forward to see you all in good old England.
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Tsvety

My name's Tsvetanka, but everybody calls me Tsvety. I'm from
Sofia, Bulgaria. I live and work there.
I have been a secondary school teacher for five years now. I teach
Bulgarian language and literature. My students are aged between
11 and 18. I love teaching literature because it encompasses so
much - art, philosophy, history, culture, etc. Teaching literature
means casting a wide net, from the Antiquity, through the Middle
Ages and the Renaissance to contemporary European writing. An
interesting part of the intellectual and emotional experience that is
literature is the dramatic literature. Much of the interest, in the
study of dramatic literature stem from the contradiction that
literature originally meant something written and drama meant
something performed. Even though a play may be appreciated
solely for its qualities as writing, greater rewards probably accrue
to those who remain alert to the volatility of the play as a whole.
Hence my personal fascination with drama.
I teach Shakespeare in school. I would like acquire a deeper
understanding on the subject so I can contribute better to my
students’ experience with literature.

Birgit

Hallo dear course participants,
I am Birgit , 55, and I live with my 3 children in Oldenburg, Germany. I grew up in Bremen and was 
trained as a horticulturer. I worked in Germany, England and New Zealand. Later I became an English 
teacher for Steiner Schools. I moved to South Germany for 20 years and returned to the north 7 years 
ago. I love the English language and culture but haven't been there as much as I would have liked in the 
last years since it is more difficult with children. 
I also like to find out more about this Skakespeare play. Therefore I look very much forward to this 
course in Oxford.

Karen: welcome to Oxford!

Dear all, My name is Karen Hollewand and it is very nice to meet you here in cyberspace! 

With Fokko at my MA graduation party 2011
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Presenting my work in The Hague this
year



I was born in the lovely town of Groningen, The Netherlands, but for the past three years I have been 
living in Oxford. As a PhD (Dphil) student in history at the University of Oxford, I am studying the 
banishment of a Dutch radical thinker called Hadriaan Beverland. Beverland was exiled from the Dutch 
Republic in 1679 and in my thesis I am discussing how he got himself into so much trouble. I hope to 
complete my thesis in December 2015.
In addition to studying history, I love playing volleyball, eating sushi, watching the Tour de France, and 
reading biographies and old-fashioned historical fiction. I live in Oxford with my boyfriend Laurence at the
campus of EF International Language School (where I work as a Resident Assistant).
I became involved with Chain during my Bachelor in history, when I did an internship with Fokko in 2008-2009. Trying to keep up 
with him (his energy levels are legendary), I travelled to Spain and Marocco (the Otras Orillas course) and also to Greece and Turkey
(during Tracing back Europe)

Looking back on this time with fond memories, I was excited when Fokko contacted me in the summer of 2014 about doing a course 
in Oxford. I met Daniel during the first trial course in September 2014 and since then we have been planning for the 2015 course.I am
very much looking forward to meeting you all in Oxford in September! If you have any questions, please get in touch.

Pictures from my internship at Chain in 2008

'The Dying Gaul' - Living art during Tracing back Europe in 2009
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My work/town and Shakespeare
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Shakespeare in Oxford

As our course is based in Oxford, it will not come as a surprise that in this lovely university town 
Shakespeare can be found in many places.

For instance, the Bodleian Library hold a copy of Shakespeare's 'First Folio'. This cherished possession 
inspired a digitalization project a couple of years ago, which resulted in this great website . The website 
let's you explore all the first publications of Shakespeare's plays: you can read, them, download them, 
and also have a look at the digital background of this project.
Oxford also has its own Shakespeare company , that has been performing in the Wadham College 
Gardens since 2002, presenting twenty productions of Shakespeare (see pictures above and below). As 
their website states, 'the Gardens at Wadham provide a wonderful setting for Shakespeare and other 
classic texts'.

Of course, also the academics of Oxford University pay attention to Shakespeare. As 2016 marks the 
anniversary of Shakespeare's death 400 years ago, many different events are organized in Oxford this 
year. Academics come together to talk about Shakespeare everywhere around the world, multiple times a
year, and in 2016 there a big conference is organized in Oxford by the English Faculty at Christchurch 
College (see picture below), titled: The History Plays from Page to Stage .
Like many of his contemporary writers Shakespeare was drawn to the story of the English civil wars that 
had disrupted his immediate past. He composed no fewer than eight history plays between 1590 and 
1598 and they are still some of the greatest and best-loved of all his plays. The conference focuses on 
the insight these plays can hive us into the 15th century: what do they reveal of the interests of early 
modern audiences? Were they subversive and covert commentaries on politics in his own period or 
should we simply enjoy them as pure entertainment?

Karen Hollewand
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How can we use "King Lear" in an English class?

The UDHR is one of the topics we deal with in our English classes of upper level. I usually ask the 
students to choose one of the articles and then prepare a presentation to the class having it in mind. The 
way they do it is totally free, that is to say, they can do a role play, a short film, tell a story, read a 
poem, use a painting, etc. it only depends on them and their interpretation of the article they chose. 
Usually I get very creative and catchy works that most of the class really like.
Having this in mind and thinking about "King Lear" why not use it as the basis of works on the Human 
Rights? We have a little bit of everything - violence, discrimination, jealousy, unjustice, crime, family 
relationships etc. Why not choose some of the scenes and try to make them fit some of the articles and 
then see them at the light of our days and societies?
Students love when they are asked to create, be part of the action. All along my career as a teacher for 
35 years, I have no doubt about it. Give them the chance, challenge them and they will susprise you. So 
why not having them reading Shakespeare and bring him to their world by comparing the past and the 
present?
On the other hand I think that "King Lear" can also be used in class to discuss the idea of absolute 
power/democracy. The syllabus of English in Portugal (intermediate/upper classes) deals, not only with 
the language, but also with many socio-cultural aspects, what allows us, teachers and students, to have 
very interesting and motivating classes where everybody has the chance to participate and share his/her 
opinions with the others.
So, why not use Shakespeare as a motto?

Alexandra Sampaio

Division always in the background.

An issue, that troubles me and makes me feel pain in my country, is the one of the lack of brotherhood 
among the Greeks. This is a deeply political issue, and it is something that you can see around you in 
everyday life all the time.
The deep division of a country and its people is an historical phenomenon from the ancient times and 
affects everyday life. For, instance, the Civil War, which stigmatized the Greek territory, reminds us of 
the ancient Greek "Hatei" (the blinding of the mind) or of man's immodesty, which finds constant 
expression in modern life. 
Political commas that have the power to divide, or differentiation itself in terms of color, race or income 
are issues to be faced by everyone in society, or by a teacher in his classroom, for example. 
I would like to associate this "division" with the profound blindness of King Lear. The dark side of man 
does not allow him to see beyond himself, and forgets that prosperity, peace and love that require from 
us to learn to accept those who are different from us. Diversity can become a tool of thought provoking 
criticism of the meaning of being different, so that we can find a way to accept the others, and be able to
live with them. Through diversity, we could express freely our beliefs in democratic values as citizens, if 
we can keep ourselves away from silly ambitions and intolerance.
Separation means trauma, it divides and provokes rage. Where are we today as a Greek nation? Or, as 
every nation in the world? Can we overcome these preconceptions, and under which circumstances? I 
believe that all these questions are related to the very heart of "king Lear", one way or the other, and I 
would, personally, like to get deeper into this. This theme also brings to my mind the Greek film director 
Theo Angelopoulos, and in particular his films entitled "The travelling Players" and "The Weeping 
Meadow". Life and art get together in an unceasing interplay.   

George Mardas
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Ancient Theatre

Plovdiv is the cultural capital of Bulgaria and in 2019 it will be on of the European cultural capitals. It’s a 
very old city. It’s ancient name was Philippopolis.
 

As one of the most important cities in the borders of the Roman Empire, Philippopolis has its own theatre.
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This is one of the best preserved ancient theatres in the world. Built at the end of 1st / the beginning of 
2nd century under Emperor Trajan, the theatre was one of the major public buildings of ancient 
Philippopolis.
In addition to theatrical performances it was used for gladiators’ and hunting games. It was active until 
the fifth century and had capacity of 6000 spectators. Now this site has been fully adapted to the 
Plovdiv’s modern cultural life and holds different types of performances with capacity of about 3500 
spectators. Steep stairs separate the theatre into radial sectors. The playing ground (orchestra) is 
horseshoe-shaped and its diameter measures 26,64 m. At the southern part stands a three-storey 
edifice, used by the actors (skene).
The theatre combines stylistic features of the Hellenistic and Roman theatres. It was mainly designed for 
theatrical performances, but the great number of administrative inscriptions prove that the building was 
also used as a seat of the Thracian provincial Assembly (Кoinon). Here were held contests for poets, 
musicians, singers and town-criers, as well as battles against animals, and gladiator fights, a proof of 
which are the specific characteristics of the construction. It exists until the end of the IV century, when it 
is burned down.
 

 
Nowadays this facility is the most emblematic monument of the ongoing cultural and historical continuity,
carried through the ages on the Three Hills. Reborn for a new breath of life of functioning stage for classic
drama, dancing and music, the Ancient theatre is a charming spiritual centre of the city in which the 
today’s culture interacts with the intransitive values of the past.

Tsvetanka Tananova
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King Lear in art and popular culture

Shakespeare and his writings have inspired artists for centuries. To give you an idea of the range of 
different adaptation of King Lear, a couple of contemporary examples. The picture above is of a sculpture
of the tragic king (at Pioneer Court, in Chicago, a 20-foot tall sculpture made by J. Seward, titled King 
Lear, was exhibited in 2008).
Below on the right you see King Lear in Japanese Manga style (King Lear: A Comedy released by Teichiku
Records Co. Ltd and performed by Teikoku Kagekidan - the Imperial Revue Company) and on the left 
there is Homer Simpson as King Lear (featured in a comic story of the Simpsons, titled: Bard Boiled).
 

Karen Hollewand
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King Lear in comics
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Directors and actors on
Shakespeare
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Some words of wisdom from Peter Brook

• I never tried to do things to a pre-arranged pattern. It was
always an intuitive choice. All you have is a feeling that, at this
moment, this particular play will be appropriate, if you succeed
in bringing it to life.

• If your tragic hero isn’t somebody of tremendous richness,
power and consequence, then how the hell can you stay
interested in his decline over three hours? In King Lear, his
decline is also a passage of self-knowledge and revelation. If he
were an old man, thrown up into the storm, he wouldn’t
survive. You need a strong pillar for its fall to be something that
really catches us.

• There are three stages of actors. First is impersonating. You
have an idea, they think of a person and the actor impersonates
or caricatures that person externally. The second stage is
inhabiting. Then you get to the rarest level of all – incarnation.
That is when the great role actually enters every fibre of the
flesh; it only happens once in a generation. 

• A great writer, or great poet doesn’t start with the rhythm. He
has words, images and feelings – like a composer. Out of that
comes a moment when the word, the rhythm, the flow and the
thought are all part of one thing, and he puts it down. We have to go through a similar process. 
Through working, quietly and attentively, you find the essential meaning. That is the meaning of 
that moment in the play, as a whole; the way that character, at that moment expresses 
something that cannot be expressed in any other way. Through that you discover the shape, 
sound, musicality and rhythm of the words, the shape of the line, the breaks in the text, the 
rhythm. But that comes after the vital meaning of that passage.

• When Paul Schofield did the “never, never, never, never” speech (in King Lear), it was different 
in every single performance. Not because he wanted it to be different, but because that line 
comes out of the whole of four acts. If you’ve been living them, when you come to that point, 
that night, your experience of the whole story is renewed.

• We are not the pinnacle of culture. We are a fragment. Each fragment takes on a greater sense 
when it comes together and interrelates with another fragment. The most disgusting feature of 
human life is racism; it is unjustifiable.

• To make theatre in which different people from different cultures try to bring together bits of 
their jigsaw is just simple common sense.
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• With theatre, we are talking about something that is alive, in the present. That’s all. If it’s good, 
it’s good. If someone is bursting with vitality and ideas, and suddenly produces something that 
moves us, who cares whether they’re aged 18, 28, 88 or 90?

• To say that someone is a good actor is as simplistic as to say that someone is a good person. 
What the hell does that mean? A good actor is somebody who is born with a mass of complicated
inner life and a rich capacity to express this through their different organs.

• An actor is not an object, or a robot. An actor is evolving as an artist, and separately as a human
being, both through his obligation and his political convictions. It is part of the actor’s job to feel 
and sense, without analysing, the world that they’re living in.

• We talk about “presenting a play”: that means it doesn’t come to life until it is in the present i.e 
in the presence of an audience.

Daniel Zappi
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An interview on Shakespeare with theatre director Tim Supple (by Martin Westall)

 
Tim Supple, Director, talks about his work and critically acclaimed production of ‘As You Like It’ for Curve 
in Leicester, UK.
 
You have a reputation for originality. What are you bringing to this production?
 

Tim Supple: It’s not really for me to claim any radicalism. I just try to understand the plays and 
do them in a reality. Getting away from any traditional thinking and just see the plays for what 
they are if you know what I mean. I think probably the most striking thing about this production 
is the casting because the cast are very noticeably taken from the fantastic range of immigrant 
communities that we have in this country and I think that’s unusual with Shakespeare. So you 
have actors whose backgrounds are from different parts of Africa, Greece, Europe and North 
America. So you are going to hear a range of accents and see a range of faces and personalities 
on stage that is still rare with Shakespeare. It shouldn’t be rare, I don’t think it’s that radical, but 
it is radical, so I think that is one of the major things. Then of course there is the way we design 
it, dress the characters and we try to do it in a strong and clear way, free from habit and 
tradition. So that’s all I try to do, really.

 
What attracts you to Shakespeare and ‘As You Like It’?
 

Tim Supple: Well Shakespeare you know is a major challenge for any director. He is a great story
teller who combines the ancient traditions with modern ways of doing theatre. He took these old 
myths and stories and made them into the first strong statements of modern theatre really. His 
characters have psychology, thought, development and dialogue, all the attributes. He really 
invented the modern theatre but he also straddled the ancient world. As a story teller and as a 
director there is no better work that you can do. There are no plays that are as interesting as 
Shakespeare. ‘As You Like It’ is an intriguing and mysterious riddle really and it is one of a 
number that have been in my heart and mind for years. 

61



I love the radical, surreal and experimental character building of ‘As You Like It’. Great characters
set in an almost surreal set of circumstances together. It deals with the profound questions of life
and that’s what I love about it. Big questions about how we choose to exist and how we cope with
our knowledge about the cruelty of life and it does it in a totally beautiful, poised, comic and 
penetrating way. As such it’s a fascinating piece. I find it a difficult and intriguing play and I feel 
am learning about what this play is all about.

 
To what extent is the production influenced by your experiences of taking Shakespeare across India?
 

Tim Supple: Well, of course. ‘Midsummer Night’s Dream’ across India was a hugely influential 
experience for me and will be for many years. So, I think my understanding of Shakespeare and 
my understanding of the freedom, of the imagination that you need with Shakespeare was 
greatly enhanced by my experience in India.
Having successfully directed Shakespeare in spartan Indian venues what are your feelings about 
working in Curve which is one of the most technically advanced theatres?
TS: Well, you know, I have been around for 25 years or so. I am no spring chicken and have 
worked in theatres that are every bit as technically well provided for as Curve. I have worked in 
all kinds of theatres, big theatres, little studio theatres and big opera theatres and more modern 
theatres like the Lyttelton. I get most inspired by working in more spartan conditions. I am not 
that interested in technology as an aspect of theatre. I think you have to be careful not letting 
the technology becomes the point. 
For example, I think one the great curses of modern theatre are moving and scrolling lights 
because they make such a loud noise and it drives me mad. You create a delicate piece of work, 
put it on the stage and there is this enormous noise coming from the rig which audiences can’t 
generally notice, but I think it affects the atmosphere because there is no silence. The Curve has 
got that problem, like all modern theatres. So, I think technology brings its own problems and I 
all I would say is that it’s wonderful to work on a stage that gives you facilities, its great, and we 
have used those facilities to fly the planks of wood and you couldn’t do that in a more spartan 
situation. So it’s there to be used but you just have to be careful not to let it dictate the character
of what you do.

 

When asked what his personal take on King Lear, the British director replied, “I don’t have one. I mean 
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it’s very difficult, and very brilliant. So that’s why we explore it, so that we can understand it. But I don’t
have a personal take. I’m just on a journey.”
 
Can you describe how you approach bringing the play to life from being asked to direct it?
 

Tim Supple: The process is very simple. You spend a long time reading the show, understanding 
the play on the page. I then go through a process of casting it. As you cast it you really begin to 
understand what you think the characters should be because you’re trying to find the right people
to do it. Then, I start working with the designers and envisaging the set, and again you take a 
step towards how you see things and that’s how I understand the play. So, then you get to 
rehearsal and you’ve cast it and sketched out a design and you’re beginning to see the play. It’s 
only through rehearsing it that you really begin to understand it if you see what I mean. By the 
time you have put it on the stage you are beginning to understand it and hopefully you have 
understood it in the right way because you can’t turn back then. So for me it’s a gradual process 
as I go along.

 
What are you most proud of about this production?
 

Tim Supple: I think it’s well crafted and I am proud of the way it is crafted. It’s well shaped and 
brought together well.

Thank you for your time and good luck with following productions.
 Tim Supple: Thank you.
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Some guidelines for filming

1. Know your camera - To film a scene in the right way, it is helpful to know your camera, tablet or 
phone a bit better. You will see that if you just 'play around' with the film option on your chosen device, 
you will become a better cameraman. Try and film yourself, your room or your surroundings and watch it
back: how did you start and stop recording? What options did the device give you before, during and 
after filming? What size is the frame? Does it register sounds well? Can it only record for 10 seconds or 1 
minute or as long as you want? Even if you just practice for half an hour, your will learn a lot and know 
how to film in a better way.
 
2. Know your surroundings - The location of the scene defines the scene itself, or at least it recorded 
version. For the person(s) filming the scene, it is very important to have a look around. Where does the 
light come from? Is there any noise close by that can influence the recording of the dialogue? Are you in 
a crowded space, where people might appear and walk through the scene? Some things cannot be 
changed, but by having a look you can suggest moving the scene, or the angle of filming. Also, have a 
look with a creative eye: is there a low wall, open window or a different structure that you can use during
your shoot (to stand on, film through, or use in a different way)?
 
3. Wind noise - When filming outside, wind will give a very disturbing background noise in your footage.
It is difficult to filter this out afterwards, even with professional editing software. So it is better to avoid 
this when filming. Within the context of our work is it not really practical (and affordable) to use 
professional microphones. Some (good) cameras have built-in noise reduction software, but this is not 
really affective. Much of the wind problem be reduced via a simple self-made 'muff'. One of the ways: 
you cut a small piece of these hairy house cleaning tools; attach this to the camera with double-sided 
glueing tape in which you have cut a little hole to the size of the microphone (to let the sound pass into 
the camera). Not really elegant on your fine camera, but .... functioning.
 
4. Zooming - Zooming and close-ups can make your clip more interesting. But: be aware of the 
difference between optical and digital zoom. Optical zoom results from the lens(es) in your camera. The
quality of the zoomed image is the same as the regular one. With digital zoom the camera 'sees' the 
same, but blows up the image via the software in the camera. So the quality is less than the not-zoomed 
part. This does not have to bring about problems, but you should keep it in mind. When filming with a 
tablet, zooming via pinching out is not a good idea. It is better, if possible and not disturbing the play, to 
go nearer to the scene yourself.
 
5. Know the scene and your role - To know how to film a scene, you have to know what will happen 
during a scene. Who is speaking and when? Are there any dramatic moments, entrances or exits? Would 
it be worth filming a close up?
Together with the other people filming (if it is not just you), determine different roles: who will film what?
You can divide it by person or perspective, close up or larger frame, a moving image or standing still. Be 
sure that when you start filming you know what your role is.
 
6. Keep it steady, slow and simple - When filming, it is important to relax, even when you are 
concentrating (or laughing). If you (or better said your hands) start shaking, so will the camera.
When we are watching a play, our eyes, heads and attention turn quickly from one person to the other, 
from one happening to the next. The camera needs a bit more time though: if you move it just as fast 
your viewer will get nauseous! Try to move it as slowly as you can, when filming different people, from 
one side to the order, or zooming in and out. If you need to speed it up you can do this in editing.
We are not making a Hollywood movie or trying to win an Oscar here. Even though a creative idea can 
work out very well, sometimes it is also good to keep it simple: just film the scene and capture the count 
and actors as best you can.
 
7. Never stop filming - Maybe your camera did not work immediately, maybe someone walked into the 
frame, maybe the scene had to be filmed again: things can happen that change the plan. Even though 
you might think you should stop filming, because something went wrong, at times these are the parts 
that are most funny, most real or most useful when you edit! So do not throw these away, better yet: 
keep filming. Do you see others doing a last rehearsal? Does someone start laughing during a scene? 
Does something unexpected get caught on tape? Keep filming and save it, it might make a really nice 
addition to the final product.

Karen Hollewand / Fokko Dijkstra
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King Lear trailers

Before we make our own trailer of King Lear, let's have a look at how different theatre companies around
the world have designed their teasers of the play.

Traditional summaries
This trailer made of a German version of the play (by the Bremer Shakespeare 
Company) is quite traditional as it provides a summary of the play.
Also this trailer from the National Theatre of the UK promotes the movie of the play 
and gives a brief idea of the plot .
And here is a more American style trailer, for the Shakespeare's Globe version, 
promoting play and explaining the plot.

Setting the scene
Then there are trailers which do not summarize or explain the play but only to 
present a certain atmosphere or feeling. Here is one made for Northern Broadsides, 
which uses only certain lines, one actor, and 'the storm'.
This trailer was made by the American Southwest Shakespeare company. It does not 
use the text at all, but creates an atmosphere by naming themes, choosing a certain 
style of music, and showing dramatic images from the play.
And this teaser made by the Norwegian Halogaland Company really does not give 
much away at all, but does set a very dramatic scene.

The making of
There are also teasers which are not about the play itself. This short film is less a 
trailer of the play than a 'making of' in images of a performance of the play by a 
Spanish company (El Rey Lear by the Centra Dramatico National). The choice of 
music creates a very different feeling.

What kind of trailer do we want to make?

Karen Hollewand
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