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Abstract

This thesis will set out to examine the process needed in order to deliver the
character of Hamlet as a fully dimensional, complex human being who transcends time
periods and class distinctions to connect with any audience of any background. This text
will include biographical information about the author, William Shakespeare, as well as
historical information about the circumstances and atmosphere surrounding the birth of
this play. Included in the scored actor’s script are the Sanford Meisner Techniques of
moment-to-moment analysis and actioning as it relates to Konstantin Stanislavski’s
system, as well as any additional actor’s notes that may have contributed to character
development.

Daily rehearsal and performance journals are also incorporated into this work,
which will serve to share the actor’s goals, his process, his achievements, and his failures

over the course of the production process.

Sam Malone; Hamlet; Building the Character of Hamlet; Prince of Denmark; Theatre;

Acting; Performance
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Introduction

The University of New Orleans produced William Shakespeare’s The Tragedy of
Hamlet, Prince of Denmark in the Fall of 2014. The production, which was staged in the
Robert E. Nims Thrust Theatre, held performances over two weekends, November 13-15
and November 20-23. The play was directed by Jim Winter, with scenic design by Kevin
Griffith, lighting design by Diane Baas, and costume design by Anthony French.
Assistant Director, Erick Wolfe designed fight choreography, with sound design
developed by Asher Griffith. Jenny Billot managed the production along with Misty Gros
and Amanda Francis. Michael Aaron Santos worked with actors as vocal coach and Jamie
Choina worked as make up designer. The cast and remaining running crew are included
in Appendix II.

Produced as a graduate thesis production, The Tragedy of Hamlet, Prince of
Denmark was mounted to satisfy the partial requirements necessary to acquire a Master
of Fine Arts degree from the University of New Orleans. His performance in 7he
Tragedy of Hamlet, Prince of Denmark satisfied those requirements for Samuel Malone.

This thesis, entitled “An Actor’s Method to Building the Character of Hamlet in
The Tragedy of Hamlet, Prince of Denmark,” is a collection of historical research,
rehearsal and performance journals, and additional documentation used to illustrate this
actor’s journey during the play’s eight-week rehearsal period and its seven performance
run. It is the actor’s objective that this thesis will communicate the actor’s methods and
techniques used to make Hamlet a believable and universally accessible character to the

modern audience.



Chapter 1: William Shakespeare. Who Dat?

"Good Friend, for Jesus’ sake forebare
To dig the dust enclosed heare;
Bleste be the man that spares these stones,

And curst be he that moves my bones”

-William Shakespeare



Chapter 1: William Shakespeare. Who Dat?

About the Playwright

The third of eight children and the eldest surviving son, William Shakespeare was
born in Stratford-upon-Avon to his mother Mary Arden and father John. His actual date
of birth is widely unknown, but “the date of Shakespeare’s christening, unlike that of his
birth, is exactly known: he was baptized in the Church of the Holy Trinity, in Stratford,
on Wednesday 26 April 1564.”" Since during this time infants were baptized three days
after birth, his date of birth is traditionally observed on St George’s Day, April 23rd.
Having been a poet, a player, and a playwright, William Shakespeare’s works have been
known throughout the world for more than 400 years. Considered one of the most
impactful writers of the sixteenth and seventeenth centuries, William Shakespeare is
credited with having written at least 5 narrative poems, 38 plays, and 154 sonnets. With
such a great deal of mystery surrounding the life of the “Bard of Avon,” the details
surrounding Shakespeare’s history and works are considered debatable among scholars.
With only two primary sources for information, these being his works and various legal
and church documents that have survived, there are naturally, many gaps and
inconsistencies. Therefore, given this compilation of various information regarding
Shakespeare and no first-person accounts, we can merely form a theoretical idea of who

the man was behind the pen.

1 Ackroyd, Peter. Shakespeare: The Biography. New York: Nan A. Talese, 2005. Print



The story begins in Stratford-upon-Avon where William’s father, John
Shakespeare, having moved from his father’s farm, decided to settle and start up his
business as a glover. “John Shakespeare’s principal occupation was that of glover, one of
twenty-three in the town, but he also earned his living as a trader in wool, a money-lender
and a maker of malt. The brewing and selling of ale was a specialty in Stratford; no fewer
than sixty-seven households were involved in the trade.”

Following his role as a leather merchant, John Shakespeare began his career in
town politics. His first job was ale taster, which involved visiting each beer maker to taste
the alcohol and to verify their product and sales. William’s father then began to climb the
political ladder until he became the equivalent of the mayor. “John Shakespeare was a
prominent citizen in Stratford, and at one point, he served as an alderman and bailiff.”
During this time whenever a traveling company of actors came to town, they would
perform in the mayor’s house so that he could approve or disapprove their performance.
As a result, Shakespeare may have gotten his first exposure to theatre and acting right in
his living room. This may have bred Shakespeare’s love of theatre and propelled him to
become the great author who has written so many masterpieces.

According to experts, when Shakespeare was an early teen something changed
dramatically in his life, but the details of the shift are unclear. Sources have found records
of lawsuits which William’s father had filed in order to raise money. The reason for the
sudden need for financial relief is unknown, but the unusual nature of some of the filings
implies it was something very impactful. After being forced to abdicate from his political

position, records indicate that John Shakespeare then ceased attendance at town meetings.

z Ackroyd, Peter. Shakespeare: The Biography. New York: Nan A. Talese, 2005. Print
3 Bloom, Harold. Bloom's Shakespeare Through the Ages. Ed. Brett Foster. New York: Bloom'S Lit Crit
Infobase, 2008. Print



Experts say he is then listed as a non-church attendee. To put this into perspective, in
Shakespeare’s time, it was mandatory that everyone attended church and a heavy fine
was placed on anyone failing to be present. Law enforcement would ascend upon the
home of those that did not attend and demand that the fine be paid immediately, failure to
do so resulting in imprisonment. Therefore, the only valid reason to miss church was that
of death. Again, the reason behind John Shakespeare’s decision to stray from the church
is unclear, but what we do know is during this time England was a Protestant territory.
Experts debate about whether John may have been a closet Catholic. “And then there is
the vexed question of his religion. For centuries scholars have argued over the possibility
that Shakespeare’s father was a secret adherent of the old faith. The question is confused
by the perplexing circumstances of the time, when a person’s professed faith might not
have been his or her real faith and when there were nice distinctions and gradations in
any religious observance. There were conflicting loyalties.™

The religious grounds upon which John Shakespeare walked during his lifetime
were turbulent. According to experts, John Shakespeare was born into an all-Catholic
world. When Henry VII1I ascended the throne, he soon made everyone Protestant.
Therefore it was henceforth and suddenly illegal to practice the religion John had known
his whole life. During those times there was no such thing as religious freedom, and
being caught practicing another religion outside the one the ruler had assigned would
often result in death. “Charges of treason and heresy were commonly used to quash

dissent, and those accused were often executed without a formal trial.”

4 Ackroyd, Peter. Shakespeare: The Biography. New York: Nan A. Talese, 2005. Print
5 "Henry VIII of England." Wikipedia, The Free Encyclopedia. 15 May. 2015. Web. 16 May. 2015.



When Henry VIII died his son, who was also Protestant, succeeded him. After
being diagnosed with an illness shortly after he received the crown, Henry’s son Edward
VI, was succeeded by his half-sister Mary who ordered everyone to practice Catholicism.
She was then succeeded by Elizabeth who made everyone Protestant again. In
Shakespeare’s father’s time, therefore, there was no continuity with religion. The people
were forced from the Catholic religion to a Protestant one, then back to a Catholic one
before changing back to the Protestant religion. This surely bred a certain attitude about
privacy during this era of history and may explain why William Shakespeare never kept a
diary. During Shakespeare’s teenage years, England was Protestant while John
Shakespeare may have privately practiced Catholicism. This would support his reason for
not going to church. Alternately, Shakespeare’s father could have made the decision
based on a fear of having to face fines. This is another area that fuels scholarly debate.

Another habit of mind resulting from the era was a sense of skepticism. People
were starting to question their faith, commitment to the church and the claims that were
made about the power of God. “How come God, your God didn’t strike down that
Protestant king or that Catholic king?”” (Loomis). These elements are the petri dish out of
which Shakespeare was born.

There are no records for the education of Shakespeare but many believe that he
was educated at the King’s New School in Stratford near his home. Scholars are certain
that William Shakespeare attended a university, which contributes to the debate about the
authorship of his works. At 18 years old, he married Anne Hathaway, eight years older
than Shakespeare and three months pregnant. Their first child, Susanna, was born in 1583

and twins, Hamnet and Judith, were born in 1585. In the seven years following the birth



of their twins the historical record concerning Shakespeare is incomplete, contradictory
and unreliable; many scholars refer to this period as his “lost years.”

Fifty-two years after his baptism, William Shakespeare passed away on April 23,
1616. “Known throughout the world, his works have been produced and performed in
countless ‘hamlets, villages, cities and metropolises for more than 400 years’.6” Yet, the
man behind the pen continues to be a mystery. The two primary sources of information,
i.e. his body of work and court related documentation, provide only a glimpse into the life
of the man that so many scholars and artists revere. His work includes approximately 38
plays, 154 sonnets and 5 narrative poems, most of which have been translated into many
languages and has been performed more frequently than the work of any other
playwright. There is a great deal of mystery surrounding the life of the English poet,
playwright and actor William Shakespeare, but one thing is certain, he is considered by

many to be the greatest writer of all time.

6 "William Shakespeare." Bio. A&E Television Networks, 2015. Web. 07 May 2015



Chapter 2: History of The Tragedy of Hamlet,
Prince of Denmark

“There Cah be ho present...without q past. The present flows
haturally out Of the past. The past is the roots from which the
present grew; the present without any past wilts like a plant

with its roots cut off.”

-Constantine Gtanislavski

7 Stanislavski, Constantin. Creating a Role. Trans. Elizabeth Reynolds Hapgood. Ed. Hermine I. Popper.
New York: Routledge, 1961. Print.



Chapter 2: History of The Tragedy of Hamlet, Prince of Denmark

Sources & Origins

Written around the year 1600 or 1601, records reflect Shakespeare’s Hamlet
likely had its first performance in July of 1602. The play was found to have been
published in printed form in 1603 and was discovered in an enlarged edition from 1604.
In Shakespeare’s time, Elizabethan playwrights were expected to quickly create dramas
for the popular theatre. Demand was high and as a result many playwrights turned to
other dramas, literary pieces, and history for storylines and inspiration. Since it was
common practice to borrow ideas and stories from earlier literary works during this time,
it is suspected that Shakespeare also may have taken the story of Hamlet from several
possible sources. “Many scholars believe that Shakespeare’s Hamlet is a reworking of an
earlier version, perhaps written by Thomas Kyd; this earlier version was itself based on

thirteenth-century Danish history and a French adaptation from 1576.”%

Some scholars insist sources for Hamlet-ish legends can be traced back even
further, to possibly Indo-European origin. The oldest possible precursor to Shakespeare’s
Hamlet is from Scandinavia and it is entitled Saga of Hrolf Kraki. In this story, a
murdered king has two sons, Hroar and Helgi, who disguise themselves throughout the
tale and go by false names, but the story departs from Shakespeare’s version in the

sequence of events that unfold. A second predecessor, the legend of Brutus, originates

8 Wilson, Edwin, and Alvin Goldfarb. "Shakespeare's Skill and Diversity." Living Theatre: History of
the Theatre. 5th ed. Boston, MA: McGraw-Hill, 2008. 184. Print



from Rome and follows a hero named Lucius. In this story Lucius, which means
“shining” or “light”, feigns a false persona and takes on a new name in order to evade the
fate that beheld his family. In order to achieve this feat, Lucius “changes his name to
Brutus, which means ‘dull” or ‘stupid,” pretends to be a fool and ultimately slays the
person responsible for killing his family.”® In both Shakespeare’s version and the Roman

legend the main character goes undercover to seek vengeance against a king.

Similar stories have been widely found throughout the histories of Arabia, Spain,
Byzantium, and Italy. Historically, these cultures have produced stories with a similar
plot and core theme upon which Shakespeare’s Hamlet is said to be based. Other literary
figures have been compared to William Shakespeare’s Hamlet including a hero from 17"
century Iceland named Amlodi, and a prince named Ambales from Spain. Some of the
shared elements include a prince who pretends to be insane, accidentally murders the
king’s counselor and ultimately murders the king. Similar elements can also be found in
the 13" century Latin drama, Vita Almethi, written by Saxo Grammaticus. In
Shakespeare’s day, Saxo’s drama would have been readily available for reference and
scholars have found many similarities that indicate Shakespeare used it. In fact, Francois
de Belleforest translated Saxo’s story into French in 1570 and added so much to the
legend it nearly doubled the length of the original story. Belleforest, who included his
adapted version in his Histoires Tragique, added the element of having the hero be
submerged in a state of depression. So even though scholars insist Shakespeare borrowed
from the French playwright, evidence suggests Belleforest actually borrowed his material

from an earlier source.

9 Wikipedia contributors. "Hamlet." Wikipedia, The Free Encyclopedia. Wikipedia, The Free
Encyclopedia, 15 May. 2015. Web. 16 May. 2015
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Of all the possibilities the most popular theory is that Shakespeare’s main source
was a play, possibly written by Thomas Kyd, entitled Ur-Hamlet. Evidence suggests
Kyd’s alleged version, which was known to have introduced a ghost figure, was being
performed by 1589. It is speculated that Shakespeare’s company acquired the play and
Shakespeare may have modified it, however as there are no surviving copies of the
original Ur-Hamlet manuscript, scholars are unsure about the extent to which changes
were made. Actually, it’s debatable whether Thomas Kyd actually authored Ur-Hamlet,
and some speculate it may have been an even earlier version of Shakespeare’s Hamlet. If
this is the case that would mean Shakespeare was working on Hamlet for a longer period
of time, which supports some theorists who would use that evidence to support the play’s
complexity. Still others maintain Shakespeare borrowed Hamlet’s story from an earlier
source. Ultimately there is no way to know for sure how much material Shakespeare may

have borrowed from any particular source.

Another area of uncertainty surrounding the origins of Hamlet is the
source of the play’s title. At only eleven years old, Shakespeare’s only son, Hamnet,
passed away. Named after Shakespeare’s neighbor, Hamnet Sadler, some experts claim
Shakespeare unavoidably injected his grief for his lost son into the play. Some suspect
the character of Hamlet is, in fact, based on Shakespeare’s aspirations of how great a man
his son may have been had he lived. Furthermore, the themes relating to death are heavy
throughout the play and by the end some of Hamlet’s last words are about ensuring his

story will not be forgotten. Hamlet pleads with Horatio,

“If thou didst ever hold me in thy heart,

Absent thee from felicity awhile

11



And in this harsh world draw thy breath in pain

To tell my story.*®

10 Shakespeare, William. The Tragedy of Hamlet, Prince of Denmark. Ed. Barbara A. Mowat and Paul
Werstine. New York: Simon & Schuster Paperbacks, 2012. Print.
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Chapter 2: History of The Tragedy of Hamlet, Prince of Denmark

Performance History

The Tragedy of Hamlet, Prince of Denmark is William Shakespeare's longest
play. Widely famous for its universal themes, it is often regarded as one of the world’s
greatest literary pieces. With 4,042 lines totaling 29,551 words, the play in its entirety
frequently takes over four hours to deliver. Often it is difficult to judge a play’s success
on how well it was received by the audience initially, especially since some of our most
famous artistic works were not well-received at first. However, judging by the number of
times it was reprinted, Hamlet has been largely popular among theatre patrons since its
conception. Researchers have found Hamlet to be right behind Pericles, Richard 111, and
Henry IV Part | in popularity. Given its thematic complexity and textual challenges, the
play is often sought after by actors spanning centuries and it continues to reverberate
through the writing of modern times.

In this princely tale, Shakespeare provides no clear indication of exactly when his
play is set, but we can ascertain that it takes place sometime during the 16" century since
Hamlet attends Wittenberg, which was founded in 1502. During its original production at
the Globe Theatre, Elizabethan actors would have worn contemporary, Elizabethan
clothing, even though the play is medieval. Sets would have been minimal and the
audience would have been composed of all types of patrons from butchers to tanners to
wig-makers to bakers and their respective families. “Shakespeare’s audience was far

more boisterous than are patrons of the theatre today. They were loud and hot-tempered

13



and as interested in the happenings off stage as on”*

. During Shakespeare’s time there
were no intermissions, people would come and go leisurely. The plays were usually set to
begin at 2pm and, though modern performances are longer, generally lasted two to three
hours. “We assume that the playing time was shorter not only because there were no
intermissions but also because the performers spoke more quickly; and this...may be
evidence against a realistic acting style.**”

Shakespeare’s tragedy was widely influential. Because of the frequency of
location changes in The Tragedy of Hamlet, Prince of Denmark, it became the first play
by William Shakespeare to be presented with movable flats. Having been recently
introduced by Giovanni Battista Aleotti in 1606, flats were a fresh new Theatre invention.
They were painted with generic scenery and positioned behind a proscenium arch. This
new stage convention serviced the need to frequently change scenes and locations in
Hamlet and would influence many plays to come, helping to make the use of flats a
standard in set design.

Sources contend the original role of Hamlet was created for one of the actors in
Shakespeare’s acting troupe, the Lord Chamberlain’s Men. Considered the most famous
Elizabethan performer, Richard Burbage was first granted the role of the Prince of
Denmark because of his “capacious memory for lines and a wide emotional range.*® He

had emerged as a candidate after playing the role of Richard Ill. He went on to play leads

in many other plays written by the prolific playwright, William Shakespeare, including

11 Mabillard, Amanda. Shakespeare's Audience: The Groundlings. Shakespeare Online. 20 Aug. 2000.
Web. 25 May. 2015 < http://www.shakespeare-online.com/essays/shakespeareaudience.html" >.
12 Wilson, Edwin, and Alvin Goldfarb. "Shakespeare's Skill and Diversity." Living

Theatre: History of the Theatre. 5th ed. Boston, MA: McGraw-Hill, 2008. 184. Print. Page 204.

13 Wikipedia contributors. "Hamlet." Wikipedia, The Free Encyclopedia. Wikipedia, The Free
Encyclopedia, 15 May. 2015. Web. 16 May. 2015.
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King Lear, and Othello.

Records containing information about other early performances of Hamlet are
scarce, but there are at least three performances documented with certainty. Besides the
original production, the oldest record is from 1607. According to Shakespearean scholars,
the performers were crew members of a ship called Red Dragon and the performance
took place off the coast of Sierra Leone. Further evidence of early performances of
Hamlet informs us the play travelled through Germany shortly after Shakespeare’s death.
Lastly, records indicate there was a performance for King James I, which occurred in
1619 and a later performance for King Charles | in 1637. Though very few records
survive that provide information about early performances, given the multitude of
references playwrights have made to Hamlet during its time, it is highly likely there are a
vast number of unrecorded performances. There are comments dating back to the 17"
Century to evidence this:

Jeremy Collier 1698 — an English bishop who refused to take the oaths of allegiance to
William 111 and Mary Il wrote:

Had Shakespear secur’d this point for his young Virgin Ophelia, the Play had

been better contriv’d. Since he was resolv’d to drown the Lady like a Kitten, he

should have set her a swimming a little sooner. To keep her alive only to sully her

Reputation, and discover the Rankness of her Breath, was very cruel**.

Along with,

James Drake 1699 — an early writer and pioneer of English comedy who paved the way

for later playwrights who responded to Collier:

14 Bloom, Harold. Bloom's Shakespeare Through the Ages. Ed. Brett Foster. New York: Bloom'S Lit
Crit Infobase, 2008. Print.
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I shall begin with Shakespear, whom notwithstanding the severity of...Mr
Collier, I must still think...[w]hatever defects the Criticks may find in this Fable,
the Moral of it is excellent™.

With the execution of Charles I in England the military came to power and
because the military was essentially Puritan, they were extremely strict in their beliefs.
During what has been identified as the Interregnum, the Theatre was banished, brothels
were closed and gambling was outlawed. Simultaneously, church attendance was
required by law, people were mandated to practice sobriety and forced to live morally
and upright. With the crumble of the republic and the ascension of Charles Il to the
throne of England, theaters reopened their doors and Hamlet was just as popular as
before. It has been evidenced that even during the Interregnum, pieces of the play were
played out illegally in smaller pieces called “drolls.” For example, one of the “drolls” was
entitled Grave-Makers, which was based on Hamlet s first scene of Act 5. During the
1700s, performances of the play began to expand exponentially. “Two developments
conferred remarkable stature upon Shakespeare’s Hamlet in the eighteenth century.
First, a continuing line of strong performers fortified the play’s reputation among
theatre audiences...[s]econd, Shakespeare’s work as a whole benefited from its
publication by a nearly century-long succession of accomplished, serious editors1¢”.

With its strengthened reputation, critics began to analyze Hamlet. One of
Shakespeare’s most devoted critics was the Frenchman, Voltaire whose “Letters
Concerning the English Nation (1734) referred to the plays as “brilliant

monstrosities...and dismissed Hamlet as a “gross and barbarous piece,” which the

15 Bloom, Harold. Bloom's Shakespeare Through the Ages. Ed. Brett Foster. New York: Bloom'S Lit
Crit Infobase, 2008. Print.
16 Bloom, Harold. Bloom's Shakespeare Through the Ages. Ed. Brett Foster. New York: Bloom'S Lit
Crit Infobase, 2008. Print.
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“lowest of the rabble in France or Italy” would not toleratel?”. This harsh
commentary was met with defense from other European scholars such as the
German critic G. E. Lessing who “felt Voltaire had misread Aristotle and therefore
overlooked Shakespeare’s classical connections. Ancient or modern, tragedy must
move its audience, Lessing argued, and so he advocated plays that combined
judgment with imagination8”.

Scholars have found the play to have been performed by Thomas Betterton, of Sir
William Davenant’s Duke’s Company, who played Hamlet until he was 74 years old. The
first actress to play the Dane was Sarah Siddons. In 1759, North America saw its first
production of Hamlet in Philadelphia, PA with Lewis Hallam Jr. as the prince of
Denmark. It was clear by the end of the 18" century that Hamlet was quite impactful and
held universal appeal.

The play’s popularity continued into the 1800’s with performances in the United
States, as well as: Germany, the United Kingdom, India, and France. Actors from London
presented some of the most notable performances of Hamlet and considerably the most
famous of those actors was Junius Brutus Booth. While many of his colleagues returned
to London concluding their performance run, Junius remained in the United States to
carve out a career. Although one of his sons, John Wilkes Booth, became infamous for
his assassination of President Abraham Lincoln, Junius’ other son, Edwin Booth, became
famous for his portrayal of Hamlet. His name will always be linked with Hamlet due to

“...his acting...[which was] was remarkable for its depth of character, grace, and

17 Bloom, Harold. Bloom's Shakespeare Through the Ages. Ed. Brett Foster. New York: Bloom'S Lit
Crit Infobase, 2008. Print.
18 Bloom, Harold. Bloom's Shakespeare Through the Ages. Ed. Brett Foster. New York: Bloom'S Lit
Crit Infobase, 2008. Print.
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freedom from mannerisms.'®” In 1864, the play ran for 100 consecutive performances in
New York and solidified Booth’s reputation as America’s finest actor for years to come.
Pouring into Japan in the early 20" Century, Hamlet’s fame continued to spread
throughout the world. By 1911, the Japanese performances were a mix of “Shingeki,” or
“new drama,” and Kabuki. Constantin Stanislavski, armed with his system of acting
motivated by psychological progression, collaborated with Edward Gordon Craig to
mount a production with the Moscow Art Theatre. During this time, given its political
themes, Hamlet also became a weapon against regimes in many places including China,
the Czech Republic, and Germany. “In Poland, the number of productions of Hamlet
...tended to increase at times of political unrest, since its political themes (suspected
crimes, coups, surveillance) [could] be used to comment on a contemporary situation®®”.
Also during the 20™ century Laurence Olivier, who many consider to be the greatest
English-speaking actor of modern times, emerged with his uncut version of Hamlet to
receptive audiences. His talent allowed him to be equally successful in Shakespearean
and modern roles because of his “tremendous range as an actor, from deep passion to

comedy®”.

John Gielgud performed Hamlet in New York in 1936 and ran for 132
performances, which set a new record. Meanwhile English actor, Maurice Evans, ran an
uncut version of the play in the late 1930s, with a run time of over four hours. Other
notable performers of the Prince of Denmark during the 20™ century come from a list of

the world’s most talented actors, including Peter O’Toole, Richard Burton, Ralph

19 Wilson, Edwin, and Alvin Goldfarb. "Shakespeare's Skill and Diversity." Living Theatre: History of
the Theatre. 5th ed. Boston, MA: McGraw-Hill, 2008. 359. Print.

20 Wikipedia contributors. "Hamlet." Wikipedia, The Free Encyclopedia. Wikipedia, The Free
Encyclopedia, 15 May. 2015. Web. 16 May. 2015.

21 Wilson, Edwin, and Alvin Goldfarb. "Shakespeare's Skill and Diversity." Living Theatre: History of
the Theatre. 5th ed. Boston, MA: McGraw-Hill, 2008. 184. Print. Page 432.
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Fiennes, Stacy Keach, and lan Charleson. Having had at least sixty-four Broadway
performances, in addition to the great number of off-Broadway performances, Hamlet is
the most frequently produced play in New York theatre history.

Well into the 21% century, Hamlet remains a popular play viewed all around the
world. The role of the Prince of Denmark continues to be portrayed in film and on stage
by some of the greatest actors of our time, including Ethan Hawke, Kenneth Branough,
Jude Law, David Tennant, Richard Burton, and Mel Gibson. The magnitude of this
play’s effects on the entire world throughout the centuries makes Hamlet one of the most
influential pieces of dramatic literature of all time, and to play the princely part is truly an

esteemed legacy with which to be connected.
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Chapter 3: Hamlet the Dane: What'’s a King Without
a Crown?

“...What would he do Had he the motive

and <the cue> for passion [t]hat | have?...”

-Hamlet

Chapter 3: Hamlet the Dane: What’s a King Without a Crown?



Character Analysis

To begin my journey of building the character of Hamlet | searched for clues
throughout the script such as information gathered from his interactions with other
characters, along with what other characters said about Hamlet in his absence. “Actors
are undercover agents. You must constantly...see which are related to the
character’s profession or appropriate to his study...”22 Using this information along
with what Hamlet said and did, | was able to assemble an array of characteristics my
character possessed. But what is character? The dictionary defines it as, “[t]he mental and
moral qualities distinctive to an individual” (“character” def. n). If this is true, then when
circumstances cause us to act against our nature, do we become someone else? If not,
then there must be nothing “out of character” for anyone. Given a specific set of
circumstances, everyone is susceptible to doing things they wouldn’t normally do. We
see this in Hamlet where the Prince of Denmark is constantly being accused of not being
himself. We gather this from Act Lii during the King’s first speech when Claudius says,
“[h]ow is it that the clouds still hang on you”(69). This implies Hamlet’s appearance is
altered and he is not who he is normally perceived to be. Claudius goes on to assign
identities to Hamlet, labeling him as the “chiefest courtier, cousin, and our son”(121). He
goes on to make one more reference to identity when he tells Gertrude to “be as ourself in
Denmark.”(126). Apparently, one of their character traits is to take part in a great deal of
partying and drinking. Gertrude also subtly makes a request for Hamlet’s character when

she tells him to “cast thy nighted color off” and to “let [his] eye look like a friend on

22 Adler, Stella. The Art of Acting. Comp. Howard Kissel. Ed. Howard Kissel. New York: Applause,
2000. Print
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Denmark”(I.ii. 70-71). So, who is Hamlet? In his opening scene, he has been identified as
a son, a cousin, a courtier, and a friend. It is clear that whoever this young man is, he
becomes someone different later in the play. So who does he become? Who is anybody
but a summation of their circumstances?

When we first see the Prince of Denmark, Hamlet is dealing with the death of his
father and betrayal by his mother, Queen Gertrude. She has already married his uncle and
made him king before Hamlet returns to Denmark, then proceeds to choose Claudius over
Hamlet in his opening scene by supporting his decision to deny Hamlet’s request to
return to Wittenberg. She tells him, “[1]et not thy mother lose her prayers Hamlet. I pray
thee, stay with us. Go not to Wittenberg”(1.ii. 122-3). This leaves Hamlet with no family
in the castle to turn to for comfort. He shares his pain and grief in his first soliloquy until
his good friend Horatio arrives. For the first time we become aware of Hamlet’s inability
to share his emotions freely because of his status. He is a prisoner of his own position in
society. Because he is part of the royal court he must present himself as if nothing is
askew, out of concern for national security. Countries are consistently being invaded and
any indication of instability in leadership can be an invitation for war.

Once Hamlet hears his father’s ghost was spotted as a scholar he is initially
skeptical, but considering the source is his best friend Horatio, Hamlet concedes to seek-
out the spirit. Though he trusts his best friend, Hamlet’s interrogation of Horatio is
another indication of his character. The Dane becomes a detective, asking his friend
detailed questions about the incident such as the location of the occurrence, whether they
communicated with the ghost, what the ghost’s face looked like, even as detailed as

whether the ghost was “pale or red”(1.i1 247). The Prince of Denmark is also courageous,
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as is evident in his decision to face the spirit that has descended upon the group during
the dead of night. Although it was relatively common during those times for people to
report seeing ghosts, Hamlet takes a great risk by following his father’s spirit. Horatio
lays out his risks in a speech when he pleads:

What if it tempt you toward the flood, my lord?

Or to the dreadful summit of the cliff

That beetles o’er his base into the sea,

And there assume some other horrible form

Which might deprive your sovereignty of reason

And draw you into madness? Think of it.
(Liv.72-6)

Hamlet bravely resists his friends’ requests to refrain. Once Hamlet receives the
news of the circumstances surrounding his father’s death, he swiftly devices a clever
plan, exposing his ingenuity and ability to quickly develop a defense. Before sharing his
plot though, he questions the loyalty of his friends. He says, “[a]nd now, good friends, /
As you are friends, scholars, and soldiers, / Give me one poor request /...never make
known what you have seen tonight /...swear’t” (I.v. 156-58, 160, 162). This raises a
question of identification. Though Horatio and Marcellus are friends they are also
soldiers, Hamlet needs to know their friendship will override their duty to the Crown and
his friends will not share his secret plan to pretend to be mad.

Polonius attempts to pry into Hamlet’s reason for acting strangely but the Prince
does not give any indication of letting up in his next scene. Hamlet knows Polonius is
loyal to Claudius and Gertrude and will certainly report back to them Hamlet’s condition,
which will only help to add validity to his cause. Once Rosencrantz and Guildenstern
arrive we see a more friendly and vulnerable Hamlet, as they bounce intellectual ideas off

each other. Once the Prince becomes suspicious of his friends he begins to investigate
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only to discover he was right in thinking they were sent by the King and Queen to gather
information about his mental and emotional state. Although he continues to be cordial,
Hamlet clearly has set limitations on his trust and even jokingly implies the players are
more valued guests. When talking to Rosencrantz and Guildenstern he tells them his
“extent to the players, which, [he] tell[s] [them], must show fairly outwards, should more
appear like entertainment than [theirs]...(ILii. 396-98). He then goes on to throw down a
smoke bomb of bewildering information right before the players enter, saying he is “but
mad north-north-west. When the wind is southerly, [he] know][s] a hawk from a handsaw
(11.ii. 402-03). Rosencrantz and Guildenstern are left more confused than ever regarding
what Hamlet may be thinking.

As the players arrive we see Hamlet’s immense love for the power of theatre and
performance. He sees the players as an opportunity to expose the King. He says, “[t]he
play’s the thing / Wherein [he’ll] catch the conscience of the King”(IL.ii. 633-34). During
Shakespeare’s time there were actually cases in which guilty people were driven to
confession by theatrical performance. By the end of the second act Hamlet has a clear
plan to avenge his father’s death by exposing and killing the Claudius. However, he
knows the plan will result in certain death for him. Although the play may give Hamlet
the information he needs to take action, once he does, no one will know why he
committed the murder. Hamlet would be considered an assassin and a traitor and would
subsequently be killed. Avenging his father, as he has vowed to do, will be a suicide
mission for the Prince. As he contemplates suicide, Ophelia arrives and briefly provides a

glimmer of hope. However, when he realizes she intends to break up with him, Hamlet is
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extremely hurt and suspects, correctly, that she is not “herself” and someone has coerced
her into carrying out their mission.

By this point in the play, Hamlet is finding it difficult to trust anyone at all and is
becoming more and more paranoid. As the people arrive at the play within a play, we see
Hamlet’s interaction with each one of the characters that have previously betrayed his
trust. The only person the Prince can depend on remains Horatio, to whom he shares his
true intentions of exposing the King’s guilt. During his conversation with his dear friend
we acquire information concerning Hamlet’s idea of good character traits. He explains
what he admires about Horatio’s character, saying:

Since my dear soul was mistress of her choice

And could of men distinguish, her election

Hath sealed thee for herself. For thou hast been

As one in suffering all that suffers nothing,

A man that Fortune’s buffets and rewards

Hast ta’en with equal thanks; and blest are those

Whose blood and judgment are so well
commeddled

That they are not a pipe for Fortune’s finger

To sound what stop she please. Give me that man

That is not passion’s slave, and I will wear him

In my heart’s core, ay, in my heart of heart,

As Ido thee...
(11111 67-79)

As tensions run high during the play within a play, Hamlet finally gets the
confirmation he is looking for when Claudius runs out of the theatre. After conferring
with Horatio, Hamlet then begins to consider his next plan of action. His first order of
business is to expose Rosencrantz and Guildenstern for the spies they have been. As
Hamlet’s true emotions begin to surface, he is summoned by his mother, and has to call

upon a higher power to remain calm and not harm her as requested by his father’s ghost.
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After Hamlet prays for strength in the coming confrontation with the Queen, he
encounters Claudius in a vulnerable position, seemingly praying. At this moment, Hamlet
considers killing the King, but is deterred by the thought of the possibility Claudius could
go to heaven because he was murdered while praying. Hamlet discusses his inner struggle
to reach a conclusion about killing Claudius during his perceived prayer, saying:

He took my father grossly, full of bread,

With all his crimes broad blown, as flush as May;
And how his audit stands who knows save heaven.
But in our circumstance and course of thought
‘Tis heavy with him. And am I then revenged

To take him in the purging of his soul,

When he is fit and seasoned for his passage?

No...
(11111, 85-92)

In this moment, Hamlet is a man of faith whose beliefs overpower his desire to avenge
his father’s death, which is another indication of his character.

As he approaches the Queens chambers, she quickly confronts him about his
recent indulgence in defiance and disobedience. No sooner than his fagade is thrown off
and the two are able to finally confront each other about the events surrounding them,
Polonius is mistaken for Claudius and slaughtered in an instant. This act is the first time
in the play where the Prince of Denmark acts on impulse and the result is a mistaken
murder. He begins to feel like he has lost control over what happens and begins to adopt a
faith in a higher power controlling his destiny. He says of the murder, “I do repent; but
heaven hath pleased it so / To punish me with this and this with me, / That | must be their
scourge and minister...(IIL.iv. 194-96). The text seems to indicate Hamlet is starting to

feel out of character, or out of control of his own actions.
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The bedchamber scene is Hamlet’s first opportunity to share, with his mother, his
feelings about her actions regarding his father’s death. He is very clear and descriptive in
his comparison of Claudius to the likes of his father. According to Hamlet, Claudius
doesn’t even compare to King Hamlet who gave “...the world assurance of a man”(IILiv.
72). To have chosen Claudius as a husband, Hamlet thinks his mother must not have been
herself. He wonders what has gotten into her to change her character asking, “...[w]hat
devil was’t / that thus hath cozened you at hoodman-blind?” (IIL.iv. 86-7). A visit from
the ghost of King Hamlet keeps his son from harming the Queen and urges him to use a
different tactic to convince Gertrude of the error of her ways. By the time he leaves,
Hamlet has re-established a bond between he and his mother, though he is now more
pressed for time than ever, to deliver his promise to his father’s ghost.

After he is captured and taken to Claudius, Hamlet shows his strong disgust for
his majesty and is then sent to England. Upon boarding the ship the Prince sees a great
army and inquires about them. When he realizes the soldiers are risking death over a plot
of profitless land, Hamlet’s fury grows and he can no longer let the fear of death prevent
him from killing the King. While at sea, Hamlet’s investigative skills reveal a plot to
have him killed and he brilliantly substitutes his old friends as victims in the King’s plan
to murder him. During their time at sea, the Prince’s courage is further revealed during
their encounter with some pirates. In his letter to Horatio Hamlet’s fearlessness is evident
as he explains, “[e]re we were two days old at sea, a pirate of very warlike appointment
gave us chase. Finding ourselves too slow of sail, we put on a compelled valor, and in the

grapple I boarded them”(IV xi. 15-18).
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After sending the letter with information regarding his return to Denmark, Hamlet
meets up with Horatio and the two encounter a grave maker on the way back to the castle.
Because the grave maker doesn’t recognize Hamlet as the prince, he reveals the people’s
perception of Hamlet which makes the prince realize he doesn’t want to leave behind a
dishonorable legacy. The Dane also discovers Yorick’s skull during this scene and his
reminiscing makes him realize that we don’t have a great deal of time on earth and we all
end up the same way, regardless of how we lived our lives, so there is no reason to fear
death. Hamlet tells Horatio:

... There is <a>
special providence in the fall of a sparrow. If it be
<now,> ‘tis not to come; if it be not to come it will be
now; if it be not now, yet it <will> come. The
readiness is all. Since no man of aught he leaves

knows, what is’t to leave betimes? Let be.
(V.ii. 233-38)

With this proclamation to Horatio we get our answer to the question “to be or not to be,”
and we observe a prince who is finally ready to be King.

Because King Hamlet’s death can be considered a point of attack in this play, the
crux of this play rests on Hamlet’s relationship with his father. King Hamlet was
certainly his son’s hero. I imagined Prince Hamlet accompanied his father on his visits to
neighboring courts and they spent as much time together as possible. His father was wise
and gave great advice. Hamlet talks about how great a man his father was in his first
soliloquy, describing him as “so excellent a king, that was to [Claudius] / Hyperion to a
satyr...(I.ii. 43-44). Hamlet is a son who misses his father.

| believe my performances were fuller in places where | was able to tie into a

strong objective. “The objective is the whetter of creativeness, its motive force. The
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2 In terms of overall objectives, Hamlet’s first is

objective is the lure for our emotions.
to find normality in his world since the death of his father; he wants to go back to
Wittenberg. After the ghost visits him, his objective becomes to tactfully seek vengeance
by exposing a hidden truth. Hamlet’s love for his father is evident when he makes a
declaration to the ghost saying:
...Remember thee?

Yea, from the table of my memory

I’ll wipe away all trivial, fond records,

All saws of books, all forms, all pressures past,

That youth and observation copied there,

And thy commandment all alone shall live

Within the book and volume and my brain,

Unmixed with baser matter. Yes, by heaven!
(1.v. 102-11)

Hamlet is a prince being groomed for the throne; he is loved by the constituency
and attends Wittenberg in Germany. At this time, Wittenberg was the leading educational
institution, reserved for future leaders of the new world. During a time when being absent
from church could result in death, it was also where Martin Luther posted his
famous/infamous 95 Theses, which challenged the Catholic Church. By going here,
Hamlet sets himself apart from everyone back home in Denmark, not only intellectually,
but possibly religiously as well. He has a new set of friends, he talks about philosophical
and intellectual ideas and is anchored in scientific thought. In his conversation with
Rosencrantz and Guildenstern we get a sense of the person he was at Wittenberg, but it
appears he is not quite “himself.” He says, “...[t]hen are our beggars bodies, and our

monarchs and outstretched heroes the beggars’ shadows. Shall we to th’court? For, by my

23 Stanislavsky, Konstantin. Creating a Role. Ed. Hermine I. Popper. Trans. Elizabeth Reynolds
Hapgood. New York: Theatre Arts, 1961. Print
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fay, | cannot reason.” (I1.ii. 282-85). Not being able to maintain an intellectual banter
with old friends, it is obvious Hamlet is “out of character.”

Being a scholar, I think Hamlet’s overall objective is always to uncover the truth.
In most of his scenes, he is investigating something or trying to search for a hidden truth.
We see this clearly after his first soliloquy, when Horatio tries to tell Hamlet a lie
concerning the circumstances regarding his current visit from Wittenberg, calling the
nature of his presence a “truant disposition.” (Lii. 176). Hamlet is straightforward and
concrete and recognizing Horatio’s untruthfulness, he responds, “...I know you are no
truant. / But what is your affair in Elsinore” (Lii. 180-81). It is clear that Hamlet is
extremely sharp, very intelligent and insurmountably clever.

Because of the dangers of sharing too much information, secrecy was an
important factor during the time of the play. Hamlet is certainly aware of his need to keep
quiet, with his request made to his friends to keep the night’s happenings close to heart.
He asks them several times to “consent to swear”(L.v. 172). In fact, he appeals to them as

99 ¢¢

friends, recognizing they are at least three different characters: “friends,” “scholars,” and
“soldiers” (156-57).

Though scholars debate whether it was controlled or not, the madness Hamlet
feigns is a way to gain access throughout the castle. Hamlet knows that if he is perceived
to have gone mad, he will have an excuse to act peculiar and get closer to achieving his
objectives. He also doesn’t want Claudius to ever suspect he’s a threat. This is also true in
the source text, where we find the “Hamlet character” spending his days sharpening

wooden sticks. To the other characters he seems harmless until he sets the castle on fire

and prevents anyone from escaping because he has set up spikes all around the castle.
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While there are some scholars who would argue that Hamlet has gone completely mad,
there is also evidence during the soliloquies that he is totally sane and rationally trying to
figure his way through the tragic circumstances of the play. He says:
...I’ll have these players

Play something like the murder of my father

Before mine uncle. I’'ll observe his looks;

I’1l tent him to the quick. If he do blench,

| know my course. The spirit that | have seen

May be a <devil,> and the <devil> hath power

T’assume a pleasing shape; yea, and perhaps,

Out of my weakness and my melancholy,

As he is very potent with such spirits,

Abuses me to damn me. I’ll have grounds

More relative than this. The play’s the thing

Wherein I’ll catch the conscience of the King.
(111, 623-34)

I looked to Hamlet’s soliloquies for a great deal of information about his
character, tracking his emotional and intellectual journey through them chronologically.
Stringing his soliloquies together provided a great deal of detail about how the character
thought and felt in an intimate and honest way. Because time will not allow for me to
include a detailed assessment of each soliloquy, | have chosen to look at one speech in
particular. At the heart of Shakespeare’s tragedy, Hamlet’s biggest decision comes in the
form of his “to be or not to be” soliloquy. Hamlet is given the task to avenge his father,
but the person he would have to kill is the current king of Denmark and is guarded by the
Swiss army, who are currently responsible for guarding the Pope. If anyone were to harm
the king it would be a suicide mission and Hamlet knows this. He has to devise a way to
kill the king, but his biggest obstacle is that no one will know why he did it. As Claudius
assumed the throne when Hamlet was next in line, this would imply the reason for the

murder was political gain. Although he has spoken of suicide in his first soliloquy, this
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scene finds him actually considering the act a viable option. This is certainly out of
character for the Prince of Denmark, yet he shares with us what he has been driven to due
to his circumstances. The speech is broken up into three parts: the opening statement, the
debate over whether or not suicide is a logical decision and Hamlet’s call to action.

The speech starts out with one of the most famous lines in English literature, “to
be or not to be”(I1L.i. 56). This line sets the tone for the speech as a whole by presenting
the basic human concern of the validity and worth of life. At this point in the play,
Hamlet has suffered a great deal of adversity in trying to avenge his father’s death and he
wonders if the only way to win the game of life would be to cease being a part of it.
Hamlet starts the soliloquy by questioning whether we should exist or not. As the speech
progresses, Hamlet presents reasons why suicide would be the right thing to do, yet he
also contemplates reasons why suicide might not achieve desired results. Throughout the
soliloquy, Hamlet probes the human consciousness and talks about our most basic
element — existence.

After Hamlet has made his declaration of ideals he goes on to talk about the
reasons suicide might be considered. He starts his defense using war imagery, referring
to the troubles of life as “slings and arrows of outrageous fortune”(I1Li. 58). According
to the Oxford English Dictionary, a “sling” is “an implement or weapon for hurling
stones or similar missiles by hand with great force or to a distance, consisting of a strap
attached to two cords or strings, or to a stick or staff” (“sling” def. n). Hamlet
contemplates whether one should “suffer”(IIL.i. 57) through life’s troubles, or “take
arms”(IIL.i. 59) against them by committing suicide. He then goes on to compare death to

the innocence of sleep, saying they are one in the same. Hamlet discusses all the
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advantages of sleep, implying that when one sleeps they leave behind all the trouble of
the world, and perhaps may even dream.

This speech reaches the first dramatic complication when Hamlet says of dreams,
“ay, there’s the rub” (I1L.i. 65). Hamlet then begins to present reasons why suicide is not
a logical decision. According to the Oxford English Dictionary, one definition of “rub” is
“any physical obstacle or impediment to movement” (“rub” def. n). With the fear of an
unknown dream world as Hamlet’s obstacle, the speech takes a turn and he begins to
discuss reasons to live. Our fears of the unknown, Hamlet says, “give us pause”(IIl.i. 68)
and cause us not to take our own lives. Because we do not know what dreams await us
once we have left this life behind, we continue to hold on to what we know. Hamlet is
now convincing himself that suicide may not be the best option, for he does not know
what will happen once he is dead. He says worriedly, “[f]or in that sleep of death what
dreams may come” (IIL.i. 66).

Next Hamlet goes on to describe life and its horrific nature. Hamlet seems to
believe life is the equivalent of suffering. He goes into great detail about all the sufferings
he can think of in life, “the whips and scorns of time, / Th' oppressor’s wrong, the proud
man’s contumely, / The pangs of despised love, the law’s delay...”(IIL.i. 70-74). One of
the meanings of “pangful” according to the OED is “suffering pain or anguish;
sorrowful” (“pangful” def. adj). These are all the tortures and distresses of mankind and
everyone can relate to having suffered at least one of those situations, urging us to the
support the act of suicide once more as an escape. He proceeds to describe how he could
easily avoid all of life’s burdens by simply cutting himself with a short dagger.

Shakespeare uses such soft and light language as “might his quitus make”(IILi. 75) and

33



“bare bodkin”(ll1.i. 76) to describe the process of death by suicide, making it appear once
again, to be a desirable action.

“But that the dread of something after death” (I1L.i. 78) brings to our
consciousness once more, the ills that may lie in the afterlife. He describes it as a country
that has never been discovered and the fact that people go there and never come back
frightens us. Because no one ever escapes the afterlife we are left questioning what it
entails and prefer to endure the suffering we are familiar with, rather than discover a
suffering we know nothing about.

Shakespeare presents an either/or situation to his audience. Would it be smarter to
live and suffer, or die and end all suffering? In the beginning of the speech Hamlet builds
on the thought that suicide would be, “a consummation, / Devoutly to be wished,”(I1Li.
63-64) an achievement to look forward to. However, Hamlet stresses our fears of the
unknown are what “makes us rather bear those ills we have / than fly to others that we
know not of’(IIL.i. 81-82). Thus, after much heated debate, with himself, Hamlet has not
made a decision about whether or not he will commit the act. This discovery leads to
Hamlet’s call to action. He says, “conscience does make cowards of us all”(IILi. 83),
implying a need for change. “Conscience was thought to be God’s gift to help humanity
understand right and wrong. Therefore Hamlet may be acknowledging two things near
the end of this speech: First, he has been charged with the significant task of killing the
king. Second, he fears that taking Claudius’s life may nevertheless bring upon his eternal

9924

judgment. And so he does nothing.””" According to the OED, a “coward” is “one who

displays ignoble fear or want of courage in the face of danger, pain, or difficulty”

24 Bloom, Harold. Bloom's Shakespeare Through the Ages. Ed. Brett Foster. New York: Bloom's Lit
Crit Infobase, 2008. Print.
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(“coward” def. n). Given Hamlet’s noble position as prince, he would have to carryout
the noblest act and if inaction, due to the distraction of thought, were considered
cowardly, he would have to do the noblest thing, which is to carry out the act of suicide.
Thus the essence of his soliloguy is that it is cowardly to live cautiously and risk nothing,
but brave to take action and court death.

Hamlet’s position is one in which there are no good options. His circumstances
are dire, and no matter what decision he chooses to pursue, each option ends in his own
demise. Given those options, | would argue the events that affected Hamlet would have
an impact on anyone’s character, driving them to question who they are, implying the
idea of “character,” in terms of a person’s unique set of traits and characteristics, is

indeed circumstantial.
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Chapter 4: Production Manuscripts

“This above all: to thine own self be true,
And it must follow, as the night the day,
Thous canst not then be false to any man.”

-Polonius



Rehearsal & Performance

Journals

Note: The following section was taken from recordings | documented following rehearsals and performances and
contains my honest, untailored responses to my experiences. Given that | intended to be as honest as possible, some
of my responses may have been offensive or upsetting. My aim was certainly not to offend anyone, but only to give

an honest response to the work in the moment.
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Tuesday September 16, 2014

This being my first journal, I profess | began writing after a number of events had
occurred. To accurately document my experiences, I decided to use a voice recorder after
rehearsals. In the recording I talked about auditions and callbacks for Hamlet. Though I
wasn’t able to audition, during callbacks I was given the opportunity to perform with
everyone auditioning for roles or characters that had scenes with Hamlet. | remember
feeling like I had failed some people during these performances, since I tried to use this
time to also experiment with different tactics. Basically, I felt like it was unfair to the people
who went first because I hadn’t warmed up yet necessarily. I felt more connected,
generally, during later performances of the same scenes. We also had a table read that
lasted over the course of two days, which gave me concerns about the length of this play.

Before today, the director and I met in the Lab Theatre and went over “to be or not
to be.” We talked about Hamlet's home and what it may have been like growing up in the
castle. We also discussed Hamlet’s thinking process and how he may have worked things
out through his soliloquies. We concluded that Hamlet must have had a secret place,
somewhere in the castle where he goes to be alone with his thoughts; to be himself. It made
me think about a particular time in my life when I had some big decisions to make and I
was trying to find my way through a metaphorical storm. During this time, I would go down
to the bluff in Natchez, Mississippi, take a seat on the root of a tree, and think about what
my next move would be. I discussed how I felt Hamlet would have strongly expressed
himself through writing, and that he may have been writing the additional lines to the

speech he later gives to the Players when he goes into his most famous soliloquy.
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The “to be or not to be” soliloquy was the heart of the play because it was Hamlet’s
defining moment. I think it's the moment, during his writing of the additional lines for the
play within a play, where he realizes the confirmation he is looking for will lead him to
certain death. However, Hamlet’s pain is two-fold (or more) because even if he chooses not
to honor his father’s wish - which is uncharacteristic - the life he has left, to him, is not
much to live for. The “to be or not to be” soliloquy is a cry for help, which is born out of
Hamlet’s need to make a literal life or death decision.

During our table read, we discussed any cuts we had while we read through the
script. The table read occurred during Bengal Tiger rehearsals so we were missing a cast
member for one of those days, I think. Bengal Tiger, though I'm very grateful to be a part of
this production, is the reason I'm starting my journal so late. I continue to motivate myself
by holding onto the idea that every rehearsal, every reading, all of my work of this play is
an investment.

When we met today, | was prepared to perform the “to be or not to be” and the “too,
too sullied flesh” soliloquies. In this rehearsal, I focused on freestyle. I tried to just let the
words take me on the emotional journey. My main objective for now is to continue to learn
the text without making any concrete choices, particularly with the soliloquies. The
director and I broke down the “to be or not to be” soliloquy beat by beat. Later that day, we
met with the ensemble to work through Act I. During rehearsal, our dramaturg, assistant
director and head director started running “stations,” where we would rotate to work on
different things during the same time. I thought this approach to the rehearsal process was
very effective because we didn’t have much time and this was a massive show. Our

dramaturg and I ran lines for Act 1 sc. ii until I was called to the Lab to work the ghost
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scene with Pete, an undergraduate acting student. I was very impressed with his work on
the character, which put me more at ease about not having John to play the role. John and I
entered the MFA program in 2012 and have worked in almost every show together. The
assistant director’s work with the Players, which looked very good, was also integrated into
the Lab space.

I'm very excited about this process moving forward. I think we have a solid
ensemble and everyone is passionate about this production and fully committed to telling
the story of Hamlet. I'm also excited about our entire production team. We have a very
experienced stage manager, which gives me confidence the production will run smoothly. I
have had the pleasure of working with our stage manager in several different capacities
and she has established a reputation of excellence and achievement. [ am also thankful to
have a very talented and succinct assistant director. With a show of this size, and given the
restraints of time, it is comforting to know there are several sets of eyes on rehearsals,
dedicated to giving constructive feedback. I've also discovered he is responsible for all of
the fight choreography throughout the play, so I'm excited to see what he develops. Our
dramaturg has been a tremendous resource for questions about the text and for his help in
getting me off book. Everybody is contributing to this production in so many different ways
and, with this kind of commitment, I'm gaining in confidence the show has a chance at a

successful run.
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Wednesday September 17,2014

Last night, I did some research on world princes and watched some videos online,
paying close attention to their physicality and stature. Today I arrived early to rehearsal
and a great number of cast mates were already there, warming up with their scripts. Seeing
everyone’s commitment makes me very thankful to have the opportunity to perform with
them and work with this company as a whole. For a company this size, this type of
dedication is something I've never experienced or witnessed before. We did a quick warm
up and went to our “stations.” I worked with the director from 7-8p on Act I sc. ii where
Horatio comes in with Bernardo and Marcellus to tell Hamlet about having seen his father’s
ghost. I played with different tactics and came to the conclusion Hamlet “investigates” quite
a bit in this scene. He is a scholar and therefore must have proof the unbelievable news
they are reporting is true. After working this sequence, at 8p Evey - who played Horatio -
and I ran lines and talked about our characters and their history together. We talked about
how long they had known each other, the circumstances surrounding how they met and
their time at school together. We decided they had met when they were younger and when
Horatio’s dad, whom we imagined was a Duke, visited Hamlet’s father at the Royal Court.
We also agreed Hamlet would have been at Wittenberg for a short amount of time before
Horatio arrived.

This process of building our relationship is difficult for several reasons. The idea of
being a Prince in 16t century Denmark is quite a stretch for my imagination, so I'll have to
rely heavily on relationships. However, I'm concerned with Horatio’s gender. Back in the

beginning of the audition process, the director asked me how I would feel if Horatio was a
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female and I told him I thought it would change the dynamic of their relationship. I don’t
think men and women can be best friends without any romantic implications. For example,
my wife and | were best friends for a while. I'm not saying it can’t be done, I'm saying I've
never experienced it so it would be difficult for me to find truth in it. With all of that said, I
do think Evey will do a fabulous job with the role. I think she has a good command of the
language, which was evident during the table reads and the auditions. After running lines
for Act I sc. ii, Evan - who played Laertes - switched out with Evey and he and I ran lines
for Act V sc. ii. Running the lines with actors playing their characters was tremendously
helpful.

Right now I'm concerned about learning the lines so that’s my main focus. I feel like
the actions will come with my familiarity with and understanding of the text. However,

since [ have Bengal Tiger rehearsal tomorrow, I will not be able to do text work tonight.
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Saturday September 20, 2014

We rehearsed today from 11a.m. until after 7p.m. and we worked Act II sc. ii, when
Polonius tries to figure out why Hamlet has been acting strangely. During this rehearsal, I
discovered one of the many reasons why so many actors want to play Hamlet, which is
because when he is feigning madness the choices for actions are almost unlimited as an
actor. I get to play with almost any actions [ want in scenes where Hamlet is acting crazy.
It's an actor’s playground! We also worked the moments with Rosencrantz and
Guildenstern. When we got into the speech about “beggars bodies” I got a little lost. This is
a section I need to focus more on during my studying.

We also worked the scenes with the Players and talked about the “rugged Pyrrhus”
speech and how it was a tale of revenge. Hamlet wants his mother to have wept for his
father the way Hecuba wept for her husband Priam. I really enjoy when the Players arrive
because they come in with such great energy. This reflects Hamlet’s attitude toward the
Players in the play, so it’s easy to connect emotionally to Hamlet’s excitement about them. I
also enjoy when my character gets to perform a bit of the speech for the Players. Hamlet
really wants to impress them and show them he is well versed. It's almost as if Hamlet is
auditioning for a role in the Players troupe.

After the Players exit | performed the “o what a rogue” soliloquy at the end of Act II
sc. ii.  was not off book yet, so I did not get much mileage out of the performance. I made
some choices and discoveries, but I do not feel like this piece is performance ready. This is
something I plan to look at in more detail in the future. I do think Hamlet starts out excited

in this soliloquy at the thought that his plan is coming together so well. Then as he begins to
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talk about how ridiculous it is for the Player to be so moved by a historic character, Hamlet
begins to compare the Players actions to what he would do if he were in that situation.
Given the circumstances surrounding his life, this discovery leads Hamlet to realize the
urgency of honoring his father’s wishes and avenging his father’s death. The “o what a
rogue” soliloquy drives Hamlet to take action and follow through with his plan to expose
and kill Claudius.

We worked scenes from Act III sc. iv, where Hamlet and Gertrude are in her
chambers and they are in a whirlwind of passion. This scene is very difficult because it
requires a great deal of emotional investment. Like many other scenes in the play, this
scene is the only opportunity to see the two characters together, but it's under extreme
circumstances. So as actors we have to find ways to communicate what our relationship
was so that people will understand our relationship now. Although [ am not very familiar
with the text at this point I do think Hamlet wants to reconcile with his mother. He wants
her to understand how much he loves her and wants her back in his life. He feels like she
underestimates his capabilities as a man and that she disregarded him when she married
his uncle. Hamlet also wants her to understand how disrespectful that may have been to his
father. This scene is very intense and the tension between the two characters is thick. I feel
like Hamlet is finally able to get some very troubling issues off his chest, which should bring
the two characters closer by the end of the scene.

Bengal Tiger is opening very soon and we have rehearsal tomorrow at 2pm and
Hamlet rehearsal at 7pm - 10pm. [ think this will be the last rehearsal for a while, besides

my Tuesday meetings with the director and the dramaturg. At this point, we’ve covered
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quite a bit of text. My next focus will be text work on the soliloquies and the Gertrude

scenes.
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Sunday September 21, 2014

Things are beginning to take a toll on me. We had Bengal Tiger rehearsal today at
2pm before our Hamlet rehearsal this evening. [ do not like having to go from one character
to another because I don’t think I'm able to fully dedicate myself to either. Nevertheless, I
was so tired when [ got home, I sent Alex - stage manager for Bengal Tiger - my bio, and in
the message I told her my headshot would be in a different file. She had never asked for
headshots, nor has anyone ever asked for headshots at UNO. This error implies my body
and mind are tired and I've decided to dedicate this night to getting rest. Also, tomorrow
there is an opportunity to do a table read for a film, thanks to a faculty member’s
suggestion of me to the director. The highlight of the opportunity is the chance to read with
an award winning, well-known and well-loved actress. So, I'm definitely looking forward to
that opportunity and therefore, [ reiterate the importance of getting an adequate amount of
rest tonight in order to be prepared for tomorrow.

In terms of what we did tonight, Meg (Gertrude) and I met before rehearsal to
discuss our characters’ relationships. We ran lines for Act IlI sc. iv and I realize this is a
scene I need to pay closer attention to. Working the scene with the actor playing Gertrude
made me think about the journey of our scene before and after the ghost appears. I need to
think about Hamlet’s relationship with his dad as opposed to his relationship with his
mother, since Hamlet changes so drastically after his father’s ghost visits him. Before the
ghost appears, Hamlet is violent and dangerous. He tries to rattle and attack his mother
until the ghost appears, then his approaches are more soothing, not necessarily settling, but

less forceful and frantic. I'm confused about the part in this scene when Hamlet says, “and
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when you are desirous to be blest, I'll blessing beg of you.” I think [ understand what the
text is saying on the surface, but I'm not sure what Hamlet is trying to say underneath the
text. I will continue to study this section and seek a deeper understanding of the text and
Hamlet’s motivating factors at this point.

During rehearsal we ran Act IV scenes i, ii, and iii, which were all a blast. In scene ii,
the director’s idea was to stage a chase scene where Rosencrantz/Guildenstern send
guards to chase Hamlet and take him to Claudius. We used the entire Lab space, running
across the stage, up the steps into the audience, across the seats, all the way to the other
side of the theatre, before Hamlet gets caught and escorted downstairs. A challenge for this
scene will be breath support. Since [ will be running, ducking, and dodging in the Nims
while speaking difficult text, it will be imperative that I make sure everything I say is fully
supported with breath and that I follow through the ends of my words. I have been, and
will continue to rehearse with retainers so I will have to over articulate my words, in hopes
that it will be easier to annunciate once I remove them.

[ played with the choice of making the guards actually bring me to the King, as
Hamlet’s last act of defiance. However, I'm not convinced it will work. When we visited the
following scene, which was sc. iii of Act IV, [ was able to abuse Claudius with an array of
actions and tactics. I used actions like, “to offend”, “to ignore”, “to humiliate”, plus many
more, to find what was appropriate for the scene. I must say the actor playing Claudius did
an excellent job and was a great sport in this scene. He made me feel comfortable enough to
play and try new things on him without making me feel like I was crossing any lines. I'm
excited to revisit this scene, but for now, the focus is Bengal Tiger, so | need to go study that

script.
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Before I go though, I want to take a moment to talk about how I'm feeling at the
present moment. [ seem to be coming down with a bit of a cold, so there is a physical drain.
However, overall I'm excited about the production. I've never taken on such a big role, nor
have I ever had so much stage time, so I'm hoping I'll be able to find actions that motivate
my character and engage the audience for an extended amount of time. I will have to be
diligent about how I distribute my energy so I'm able to make it through the entire run of
the show. I feel more fluid now and more comfortable in the space. I'm excited about our
production team and [ know the production will be in good hands. Initially, [ was worried,
as anyone would be if assigned this role, and thought this thesis was surely doomed. |
thought it would be impossible to stage Hamlet with such a small rehearsal window. [ was
convinced my thesis was meant to be a lesson for me on how to deal with failure. But
knowing the passionate group we have working on this script, I can definitely see some
bright glimmers of hope and possibility.

Tuesday, I have a meeting with the director to cover some soliloquies and I'm a bit
nervous about the meeting because I don’t feel prepared. Between now and then, I have to
prepare for a scene for acting class with the actor playing Fortinbras so we will need

Tuesday to rehearse. I'll do the best I can.
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Tuesday September 30, 2014

Today we worked Hamlet’s scene with Ophelia in Act III sc. I. We discussed our
relationship with each other, that we grew up in the castle together and were each other’s
first love. We concluded they would have broken each other’s virginity too, which Hamlet
alludes to during this scene when he says, “for virtue cannot so inoculate our old stock, but
we shall relish it.” I think he is trying to cut her with those words, and the way he could
hurt her most is if they were each other’s first and only love. I think in the moment, Hamlet
wants Ophelia to think he has had other women, but I don’t think he has. I think Hamlet’s
words hurt him just as much, if not more, than they do Ophelia because he loves her so
much. Ophelia was someone he could trust, which was hard to find for someone of such
status as the Prince of Denmark, and I think trust is very important to him. Hamlet later
talks to Horatio about how hard it is to find people who are true and honest in their
support and love for him. When rehearsing this scene, I found more truth in Hamlet’s
struggle against himself to peel away from her, than having Hamlet willfully abuse and
misuse her throughout the scene. Hamlet’s cruelty doesn’t come from a place of hate, it
comes from a place of tremendous love. Ophelia, his one and only true love, has abandoned
him and at the absolute worst time.

Hamlet has just finished his “to be or not to be” speech where he talks about his
struggles with suicide, and when Ophelia appears she briefly and unknowingly becomes his
lifeline. She is one of the only reasons Hamlet decides to keep living and ironically she is
there to test him by breaking up with him. We tried a number of different ways to play this

scene. | even tried making her feel sorry for me during some of the text, which was a choice
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[ was experimenting with that I thought would be extremely wrong, but it turned out to be
a viable option.

[ think the actor playing Ophelia is very truthful in the scene. While she may not
make flashy choices as an actor, she does follow her instincts and lives truthfully moment-
to-moment in the scene. Again, there is the tremendous task of communicating what our
relationship was in the past, in order to understand what our relationship has become. We
also should focus on what the items were that Ophelia gave back to Hamlet. What were the
situations surrounding how they were created and given to her? These are some of the
things [ intend to journal and brainstorm about in order to inform me about their

relationship.
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Monday October 6, 2014

In rehearsal today, we worked Act IV sc. iv and Act V sc. ii. In Act V sc. ii, Hamlet has
just arrived back in Denmark and, after having seen Ophelia’s burial, he tells Horatio the
story of how he climbed aboard the pirate ship and got stranded. This section of the play is
very dense in terms of text. My character has a lot to say and I'm definitely not off book yet.
Having to read from the script is limiting me in so many ways from being able to freely
make choices. I feel like a rehearsal with my script has almost no value, so [ really need to
focus on getting off book as soon as possible. This is a problem area for me, so I need to
dedicate some special time and attention to the story Hamlet is telling here.

Another thing to think about with Act V sc. ii is Hamlet's new mentality. After having
escaped death only to be put back on his path to vengeance, Hamlet now feels more than
ever he is destined to do the deadly deed. | think Hamlet begins to accept his fate - that he
will die, which shows a great deal of growth and maturity on his part. I think at this point in
the play, he is becoming more of the king he was groomed to be. Hamlet is definitely a
different person when he comes back from sea, so [ will focus on finding moments that
communicate or indicate that in the text.

We also visited Act IV sc. iv when Hamlet witnesses Fortinbras’ army and talks to
one of his guards about the nature of their visit. The actor playing the guard was well
prepared for this scene. She was mostly, if not completely, off book. This allowed me to play
off her actions, since [ was in a situation where I had no control because I didn’t yet know
my text. [ used this as an opportunity to simply be present in the moment and react,

without having any actions planned out. I think the actor playing this role is doing a
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phenomenal job already. She is off to a blazing start, she knows her material and she comes
in with different choices each time, which makes each performance fresh and alive. I enjoy
sharing the stage with her because I'm confident she will keep me on my toes with
unpredictability, yet will give me the security that she knows the scene.

Today is also my nieces’ birthday. They are in Natchez, they’re triplets - Faith, Hope,
and Joy - and they asked if we were coming to see them for their birthday. I had to tell
them I couldn’t make the trip because I'd be in rehearsals through October, which is
something that often happens in my line of work. The conversation had me thinking,
though, about time and how there’s never enough of it and how we spend it is so important.
With a child of my own on the way, I feel like it’'s more important than ever to make sure to
spend all the time I can with him. Just as Hamlet holds Yorick’s skull in the play and just as
Claudius talks about the passing of fathers, so too will my father one day pass, and so will [

one day pass. Time is all we have.
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Tuesday October 7, 2014

Today’s my mother’s birthday, so if you ever read this Mom, I love you and happy
birthday. I'm sorry I won’t have a chance to visit you this year, but it’s almost over. My
scene partner and [ worked the Hamlet and Ophelia scene for acting class today so I kind of
started rehearsal even earlier. When the director and company arrived at 3:30pm, we
worked Act III sc. ii - when the players arrive. Then we worked the “speak the speech”
speech up through our intermission, which occurs when Claudius gets up and leaves the
play within the play. We were running lines for this section and I found it very difficult to
retain them when I got on my feet, which was very discouraging.

Along with my failings with memorization, I'm also lost in terms of character
journey. I'm wondering where Hamlet is mentally during the play within the play. Is he still
putting on the antic disposition? What is the nature of Hamlet's relationship with Ophelia
during this time? The last time we saw Hamlet and Ophelia together was after he scolded
her and stormed out, he came back to apologize only to discover his intuitions were true
and that she was deceiving him the whole time. Has he cast her out of his circle of trust, or
does he forgive her and only blame her father? These are some of the thoughts and
questions I need to further explore.

We are into the run for Bengal Tiger, so my focus is a bit diluted. Tonight, [ will look
at Shakespeare’s Advice to the Players, a book I borrowed from the actor playing
Rosencrantz/Guildenstern, and [ will try to see what advice I may be able to apply to my

performance.
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I'd like to take a moment though, to talk about the actor previously mentioned
because she has added so much value to this production. Before each rehearsal, we warm
up, and on the days she’s here, she leads the vocal warm-ups. She has a lot of great
exercises we could use for this production and things we can certainly benefit from using in
the future. I also think she’s a strong actor given the gigantic task of playing both
Rosencrantz and Guildenstern, in addition to playing the Gravedigger. For Shakespeare,
one character is usually difficult enough.

[ won’t be able to rehearse the rest of this week because I will be performing in
Bengal Tiger. After strike on Sunday, October 12, we will be able to rehearse in the Nims
space. I look forward to the opportunity to realize our vision for this show in the official

performance space.
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Monday October 13, 2014

Today was our first rehearsal in the Nims space, and it felt good to be able to stretch
a bit and try different things. We worked Act Il sc. ii from Claudius’ exit during the play
within a play, through the “tis now the witching time” soliloquy at the end of Act III sc. ii.
felt fairly comfortable with the dialogue between Hamlet and Rosencrantz and
Guildenstern, and I was glad to get a chance to play with some different actions. For
example, because we are in a bigger space [ can draw more space between us, which
represents my estranged relationship with Rosencrantz/Guildenstern, and I can coax
her/them to chase me in order to expose their true intents and uncover their allegiance to
Claudius. This is the scene where Hamlet finally proves his hypothesis that Rosencrantz
and Guildenstern are here for the King’s best interests, and not at all as friends.

[ also ran the “tis now the very witching time of night” soliloquy, which made me
feel very uncomfortable. [ was not prepared to do this monologue, but this process is
teaching me to be more courageous in my work and not to worry so much about failure.
Nevertheless, I couldn’t connect to this text and it made the performance very painful. The
actor playing Gertrude and I ran lines for the bedroom scene as well up until the ghost
enters. One of my concerns with this scene is vocal preservation. This scene requires a
great deal of vocal energy, so [ will have to pace myself throughout the dialogue. I know this
scene is written in iambic pentameter, so I found a moment to really use it when Hamlet
says, “not this by no means that [ bid you do.” Otherwise, | used it in the scene during
certain moments, but did not allow the pentameter to prevent any emotional exploration. |

need to reach out to two of my mentors and friends, who have offered their assistance with
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building and playing this character, to ask them if they have any advice on voice
preservation and working in iambic pentameter.

Another concern I have is the characters of Rosencrantz and Guildenstern being
played by one person. While I think the actor can handle the role(s), 'm concerned that the
idea of her playing two characters who were supposed to be my old childhood friends, and
who were initially intended to be guys, would not translate to truth for me. Because
Hamlet’s world is so far from the world in which I currently reside, I need to rely heavily on
his relationships with other characters, and so far I'm finding difficulty in realizing truth in
some of them. For me, I had friends who were females, but for the most part, most of my
closest friends were guys, with whom I would often talk about women. [ think the same
would be true with Hamlet; he would have talked to his best friends about Ophelia.
However, if his best friends were women, I'm not sure if he would have felt comfortable
doing so. Nevertheless, [ suppose I'll have to use this opportunity as an exercise in
imagination.

Now is the time when [ will find some music to tie into my character. I have dubbed
this transition as my “decent into the darkness.” Usually in my character construction
process, | find music [ think supports my character’s emotional state. For Hamlet, since he
is troubled by extreme misfortune, I have decided to listen to blues, emo, and other
selections from certain artists such as Sam Cooke, Bobby Blue Bland, and Kid Cudi.
Particularly, I find a connection with Kid Cudi because, like Hamlet, he lost his father and
his music is an expression from someone with that perspective.

Another thing [ would like to accomplish is to write a daily letter to my father, to

whom I will dedicate this show. My father is a fan of Shakespeare and he has always been
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encouraging of my decision to become an actor. I can relate to Hamlet’s relationship with
his father in terms of his father being such a great, and well-known man. Back home, I
remember going places with my father, and it seemed like everywhere we went, people
knew my dad and wanted to stop and chat with him. You would have thought he was the
town mayor! While [ thought [ would inherit my father’s persona during my younger years,
I've grown to discover this notion to be untrue. I'm a different person than my father is, and
['ve often wondered and had doubts about being able to one day fill his shoes. I think
Hamlet deals with these same concerns and personal struggles. [ want to tie in to those
emotions in performance so the character becomes real for a modern audience, and
relatable. Hopefully those same things that speak to me and ring true in my own life, will
translate to a modern audience and I hope they can be affected.

We also did a couple of exercises today where we walked around the space as our
homeless characters. To me, the whole homeless character concept, while it is a creative
and intelligent way to modernize the script, is difficult for me to wrap my head around. I
find it difficult enough to try to figure out who Hamlet is, where he came from, and what
motivates him moment to moment. To add another character to the mix is asking a lot.
However, I do think conceptually, it is a brilliant idea and perfect for our production given
our limits in resources. For the homeless person exercise, we walked around the space
however we thought our homeless characters would walk. We found ways to motivate
foreshadowing relationships with other homeless characters that would then parallel
certain relationships in the play. For example, Peter’s homeless character was a homeless

veteran who looked out for me and whom I looked out for as well. Jared’s homeless
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character was a big time drug dealer who had gotten over on me in the past, which made us
irreconcilable enemies.

My plan for tonight is to read and do some text work, specifically the part of the play
that occurs after our intermission. I need to focus on learning the script, then I can really fly
and make discoveries. Tonight, I felt good about the bedroom scene, but I still see a lot of
potential for growth. I think learning the text will help the scene ascend to higher levels

emotionally.
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Tuesday October 14, 2014

Today at 2:30pm, my acting partner from class and I ran the Hamlet and Ophelia
scene, Act Il sc. i, for acting class then at about 3:30pm members of production arrived to
help me work lines. We covered Act Il sc. i from after intermission, up to the end of Act III.
We ran lines from Act IV sc. iii and sc. iv. We did not cover the soliloquies but we did cover
the scene about Hamlet’s escape from the pirates, and the Osric and Lord scenes in Act V.
However, when [ went to perform these scenes in rehearsal, it felt as though I had wasted
everyone’s time because I couldn’t remember my lines. This left me feeling both guilty and
embarrassed, and even more committed to getting off book. It is a challenge for me to
perform Shakespeare without knowing my lines, so that is my most immediate goal.

Today, I had to sacrifice an audition opportunity for this show, which was a difficult
concept to digest. It upset me that I wouldn’t get a chance to do any professional work
during this semester because I had to perform in two shows for the University of New
Orleans. Moments like what happened today make me feel very underappreciated because
[ have bills to pay, and though I'm thankful for my assistantship, it’s not enough. I'm
realizing how much those jobs | booked during previous semesters really made a
difference. A big enticement for me while considering UNO was the opportunity to continue
doing professional work. I was very upset when I had to turn down a potential opportunity
to put food on the table, so I could perform for UNO'’s ticket sales, while still not receiving
enough money to cover gas and meals for a month. I understand the concept of being
committed to a show, but because such a huge undertaking was stuffed into a small

window, there is almost no room left for anything else in my life. I'm exhausted; having
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two shows and no break in between; it’s extremely difficult. Despite the odds, I will
continue to perceive this experience as an opportunity for growth and as an investment; in
myself and my future that will hopefully help me to provide for my family someday.

Today, I thought the actor playing Ophelia’s performance really started to take off.
She was very fluid during her scenes and she seemed very comfortable with the text. Her
performance in her “crazy” scene where she gives away the metaphorical flowers
energized the whole company; [ think she had some breakthroughs tonight. Another
notable performance was by the director. He scolded the dramaturge for interrupting him
or talking at the same time, the exact offense [ don’t remember. However [ do remember
the director’s reaction and I didn’t think highly of it, though I understood it. This process

brings out the best and worst in us; we’re only human.
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Wednesday October 15, 2014

Today the actor playing Horatio and I ran lines for the scene in Act V when we'’re
approaching the gravedigger. When we performed the scene later, I still had trouble with
lines. My goal for today was to be off book, but I've failed in meeting that goal. It is very
frustrating to be so far into rehearsals and still not be off book. We don’t have a lot of time
to rehearse all the scenes; we may get one or two more shots to work them. Choices must
be made before tech weekend, which is the weekend before the opening night. I feel like I'm
doing all I can, giving all I've got and it’s still not enough to reach my goals.

Working the gravedigger scene had me thinking about Hamlet’s relationship with
Yorick. How close were they? I think about someone in my life who was like an uncle/older
brother figure and it helps me to see a face on the skull. The concern with this is the
character’s arc. I think at that time, Hamlet is in a position where he wouldn’t necessarily
mourn over Yorick’s absence - he’s been gone for years. Contrarily, I think it's an important
lesson for Hamlet, which is received at an opportune time when he can learn from it. In the
past, [ don’t think Hamlet would have been caught dead talking to a grave digger, but his
experience with the pirates gave him a new perspective and opened the gates to his getting
to spend a few last moments with Yorick, his old friend.

The actor playing Ophelia and I talked about the scene before and during the play
within a play. Again, what is the nature of Hamlet and Ophelia’s relationship during this
time? It’s so confusing. He engages with her and has chosen to be by her, yet he insults her
with back-handed comments. I made the choice that Hamlet is putting on his antic

disposition and he can’t communicate what’s going on with Ophelia, although he really
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wants to. Although he is hurt that she betrayed him, I think he still wants to be with her. He
can’t trust her, but he loves her.

My scene partner asked me what I thought about her character, Ophelia, and I
compared what [ thought she may have been going through to domestic violence cases.
Specifically, this scene made me think about What’s Love Got To Do With It, the Tina Turner
story. Tina suffers abuse at the hands of her husband because she holds on to who he used
to be. Just as Tina Turner was immobilized by the idea of her (now abusive) husband one
day reassuming his old personality, so is Ophelia whom professes her love for the man
Hamlet once was.

My main objective right now is to try to get off book as soon as possible. I feel like
I'm catching a cold, so I've starting taking preventative measures. I can’t afford to get sick,

but it’s almost unavoidable because I can’t get rest.
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Thursday October 16, 2014

Today we ran the graveyard scene when Hamlet has a scuffle with Laertes, and we
covered Hamlet’s talk with Horatio when he tells him how he ended up back in Denmark.
We discussed what Hamlet’s mentality may have been when he got back to Denmark. He
has one thing on his mind and he seems to have accepted whatever fate may bring him. We
worked Act V sc. ii when Hamlet tells Horatio a story about how God brought him back to
Denmark. He insists he was ordained by heaven to return to Denmark and avenge his
father’s death. [ think this is peculiar and speaks to Hamlet’s character arc. In the beginning
of the play, Hamlet is a scholar who needs proof, and by this point in the play, he becomes a
man of faith. We worked basically all of Act V. My goal going into this rehearsal was to be
off book, but I failed to reach that goal. My biggest problem area is the conversation with
Horatio in Act V scii. I wasn’t off book at all for the last moments of the play. Again, having
to call for line or read from the script at this point in the process is quite a hindrance, but it
is a part of this process. Getting off book and learning my lines, continues to be my biggest
challenge. I think there are still some gaps in my character’s arc, especially toward the end,
but I feel like once I get a command of the language, my focus will be sharper and the
emotional responses will have a more honest flow.

I talked to the director after rehearsal about some of the concerns we, the actor
playing Ophelia and I, had about the play within a play scene. We talked about how difficult
this play is since the point of attack happens so early before the play began when Hamlet’s
father dies. Then there’s another point of attack when the ghost appears. That means we

have to figure out what Denmark was like, who these characters were before King Hamlet
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died and imagine who they were after his death as well, all before the play begins. There’s
not much information in the play about the nature of many of these characters’
relationships with each other, so we have to build their lives from scratch, using a great
deal of imagination exercises.

[ got an email from Dr. Loomis today. She is a very sweet and considerate lady and I
am so grateful to have met her and talked to her about this project. She was so supportive
and excited for me, and excited to share tons of information with me about Shakespeare
and the play. Having met with her before this process gave me confidence in my choices in
rehearsal. What more can you ask for as an actor? Anyway, she emailed me, and I'll email
her back tonight or tomorrow. [ would like to ask her what she thinks about the
relationship between Hamlet and Ophelia in Act III sc. ii during the play within the play,
and also pick her brain about who Hamlet is when he returns to Denmark in Act V. For now,
I need to focus on text work and getting off book.

Another one of my challenges that the director and I talked about was my need for
constant action. There are some opportunities in the play when my character may exhibit
stillness. This has always been a challenge for me because, as an actor, I've always tried to
justify my character always having a physical activity that ties them to the scene. Whether
it’s tying a shoe or playing with a handkerchief, I always try to find something for my
character to physically do. Stillness onstage makes me uncomfortable and self-conscious.
One of the things I'd like to experiment with in this process is playing with the concept of
stillness. Particularly, I think there may be an opportunity in Act V sc. ii when Hamlet is
telling Horatio about the pirates. The director and I talked about me stepping back, being

an anchor while Horatio maintains and exudes a higher kinetic energy.
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Friday October 17, 2014

One of my goals for today was to be off book so I worked through last night up until
about 7am. Then I took a nap until about 2pm, ran errands and arrived at rehearsal at
about 5:45pm. Last night | went through the entire text, whispering my lines (I know that’s
bad for my throat, but I also have to consider other people’s sleep). Then [ began text work
at Act I and worked up through half of Act III stopping at our intermission. Today in
rehearsal, we worked the chase scene from Act IV sc. ii, which was a lot of fun. I really like
how that scene is taking shape. We also worked the Gertrude scene in Act III sc. iv with the
ghost and with both actors playing Polonius. I'm feeling more comfortable with the text, so
I'm glad to be at a point where I can now start to really invest in the emotional demands of
the scene. I have to pay close attention to my use of vocal levels in this scene. Vocal
preservation is key, and breath support is vital. | need to make sure I'm not holding tension
in my body, especially in my neck and shoulders. Getting a good warm up in before
rehearsal will be essential to my survival with this character throughout the run of the
show.

Michael Santos came to rehearsal today to work with some people who had voice concerns,
especially those playing multiple characters. Unfortunately, I did not get the chance to work with
him but I am very glad he is sharing his time with us. He is certainly adding value to this
production and I'm thankful for his input and contribution. My focus for now continues to be
getting off book, particularly by next week. Tonight [ was able to work a little more without my
book in hand, but in the Gertrude chamber scene, I had to call line repeatedly, which caused the

scene to lose a lot of steam. That scene has to move like a locomotive, and if [ continue to get
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tripped up over the words, 'm afraid we won’t have the level of comfort necessary as actors, to
take it to the emotional level of discomfort for which the scene calls. So it is imperative that I get

off book as soon as possible.
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Saturday October 18, 2014

Last night my goal was to finish out the play with text work, which [ was able to
accomplish. Rehearsal today went from 11am to 7pm. I arrived before 11am, but I was late
for the 15 minute warm up before rehearsal. We were missing a few people so we didn’t
have Claudius, Gertrude, or Ophelia. The actor playing Claudius is actually out of town and
won’t be at rehearsals for several days. I'm concerned about this, not because I think he
wouldn’t be able to still do a good job, I'm just worried he won’t have the time to make
discoveries like his cast mates have been doing throughout the rehearsal process. I think he
is capable, but being out of town, he will be missing opportunities to make those
discoveries that build his character.

Regardless, today we worked with what we had in terms of actors. We did the
prologue and then we started from the beginning of the play chronologically. We blocked
most of the scenes from Act I leading up to the players’ arrival in Act I, working around the
absent actors. We also looked at the fight at the end of the play between Hamlet and
Laertes, for which the assistant director designed the choreography. The actor portraying
Laertes and [ walked through the fight’s floor patterns up and down the risers. Of course
I'm concerned with falling while backing up on the risers, but I will try to put this sequence
into muscle memory so my body knows where I am at all times. I will have to really
familiarize myself with this stage for safety’s sake.

We also worked the Polonius and Rosencrantz/Guildenstern scenes in Act Il scenes i
and ii. It was a challenge carrying those scenes out of the lab and translating them to this

space. I will say though, the director is very open to ideas to make these scenes work. [ was
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concerned the Rosencrantz/Guildenstern scene in Act Il about the “beggars bodies” would
have to be recreated in the Nims space because we used chairs that just happened to be in
the Lab, for the scene. Instead of having to recreate the scene, the dramaturg preserved
what we had developed in the Lab and simply brought the chairs into the Nims space.
Works for me.

[ struggled through the “o what a rogue and peasant slave” soliloquy today. I feel it’s
important to have the soliloquies learned first because they can inform me of Hamlet's
journey throughout the play. [ know it’s important to learn this text, but I'm exhausted. So
for now, I will focus on getting some rest and taking care of my health. During this time, I
will most likely pick up the script to study, but I need to make a deal with myself not to do
any text work.

One of my major concerns at this point is I'm finding myself putting on a false
character during rehearsals. My motivations and objectives feel foggy and vague at times,
which is causing me to assume a false voice. I think I can rectify this problem by making
sure [ have a clear intention for each moment. I need to know what I want at each given
moment and what the dire consequences are if I don’t attain it. Some scenes in the play are
clearer than others in terms of what Hamlet is trying to get or trying to do to other
characters, but some moments are very ambiguous. Again, [ think learning the text will help

add clarity to my character’s motivations and objectives.
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Monday October 20, 2014

We actually had a day off yesterday, an opportunity I tried to take advantage of by
resting. However, I couldn’t help but work, so I started running lines with my wife during
commercial breaks until [ finally gave in and began studying the script. I looked at the
entire first Act, reading the text out loud in order to put it into muscle memory. My hope is
this exercise helps with diction and annunciation.

In acting class we watched a Shakespeare video in which two actors compared their
versions of Shylock from Merchant of Venice. Although there were differences in the actors
and their performances, both versions of the character were valid and their choices were
justified. Having watched that video encourages me to feel free to make Hamlet my own
and to trust my choices. One of the challenges with Hamlet is that the play is so widely
known and has been done by some of the best actors of all time. The pressure to emulate
those artists who made such huge impacts in the theatre by their portrayals of this
character can be overwhelming. Watching the videos today served as an inspiration to
encourage originality and truth in my portrayal of the Prince of Denmark.

Tonight during rehearsal, the actor playing the ghost and [ worked our scene from
Act I with the dramaturg. This scene is truly a listening exercise for me. In order for me to
know my cues and for the character to respond emotionally, [ will have to listen very
closely, all while navigating the space safely. I think Peter, a talented 4t year
undergraduate actor, is doing a good job with his character. I imagine he’s my dad in a
different body. I do believe we are spirits, which are eternal, and we happen to inhabit our

bodies for a time.
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Gertrude and my character were scheduled to work the bedchamber scene from Act
[II and we decided to have a character conversation exercise. I found it difficult to make
clear to her why Hamlet is acting the way he has been acting in the play. I tried to explain to
her that Hamlet has lost everything he loved: his father, his education, his lover and now
his mother. Her argument was she had to make the decisions she made in order to secure
the state of Denmark and prevent invasion. I continued to stress the fact she did not include
me in the decision making process, which made me feel left out of the equation. I think the
character conversations are effective and though they usually don’t involve peace-making,
they help to highlight character motives and objectives.

Also, there was a phone interview today with a reporter from the Driftwood, the
campus newspaper. I was at work in the shop when she called and she asked me a few
questions about the play and the process. One of her questions was about what my biggest
challenge was right now. I told her my main objective right now is getting off book. I talked
about how excited I was to have such a tremendously talented team involved with the
project and so I was dedicated to making sure I didn’t drag the show down and have
everybody’s work go in vain. [ was a bit nervous about the interview at first because it was
my first interview, but the reporter was very kind and comforting.

At the end of rehearsal, we ran the end of Act Il sc. i, working “to be or not to be” up
through the Ophelia scene. I felt so excited to finally perform this soliloquy in the Nims
space I burst from backstage in a fury, declaring a defense for Hamlet’s decision to not have
made a decision. The moments felt so liberating, I felt like I could fly in this monologue. I
felt like time and space all lined up together and everything outside of me stood still. I felt

like I was the only person moving through space while doing that soliloquy tonight. I don’t
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think I had ever had that feeling to that extent before. The second time I did it, I tried a
different action and I felt like I pulled back a bit, maybe to reserve whatever [ had
previously found. Regardless, the feeling I felt tonight during that soliloquy, “to be or not to

be”, is the reason I do theatre.
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Tuesday October 21, 2014

Today was our day to run lines so the dramaturg and | worked from 3:30pm until about
6pm. During rehearsal we ran all the transitions for the first three Acts, in preparation for a full
stumble through tomorrow of our first Act before intermission. I’'m dealing with a great deal of
exhaustion, I haven’t been given a break for what feels like months and I feel like this process is
starting to get to me. We had an incident today that really pushed the limits of my patience. In
celebration of our cast mate’s birthday, we decided to buy her a cake. I was tasked with secretly
placing the cake and supplies in the concession stands, so I had to borrow the stage manager’s
keys. Because I wasn’t confident | would be able to place the items in concessions without
suspicion, | passed the task on to our dramaturg who completed it and placed the keys back on
my bag. | gave the stage manager the keys back and by the end of the night they had gone
missing. We searched high and low for them until, ultimately, everyone was asked to empty our
pockets. As | felt the need to prove my innocence, | began the humiliating process of emptying
my pockets when suddenly our sound/music designer confessed to having had the keys the whole
time. What had started out as a very stressful situation for me was now disregarded as a simple
misunderstanding. Because our stage manager had been so vocal about not remembering
receiving the keys from me, | felt like | was to blame for their mysterious disappearance.
However when it came to light that our musician had them, it all became a big joke. I'm upset
because as a minority here at UNO, particularly as a black male, when things go missing I tend
to get the impression that people suspect | may have been involved. This situation at rehearsal
was not the first time this has happened during my time at UNO, which is why [ am so upset. I'm

tired of feeling judged based on the color of my skin. Tonight was a setback for me. | feel like, as
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artists, we should be the people who are able to transcend the small mindedness of prejudice and
connect to universal human values. Humanity needs us to be agents of change and growth,

tolerance and acceptance. If we can’t do this as artists, there is little hope for humanity.
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Wednesday October 22, 2014

We did a run through of our first half of the show leading up to intermission. I’'m getting
closer to being off book so | feel pretty good about that. Now that we are starting to link these
scenes together, questions are beginning to generate about certain moments in the play. For
example, with Ophelia, I’'m wondering if Hamlet is putting on his antic disposition when he
visits her chambers. Does he ever let her in on what’s going on? If he does tell her by the time
they get to the play within the play that would make their dialogue in that scene quite different.
Overall, I feel like this play is really starting to take shape, and I’m excited to have gotten
through the entire first half. For me this is a true victory because | get to take a bit of a break in
our second half during Act 1V, so if we can get through shaping up the first half, the finish line
will be all the more closer.

I’'m finding more frustration outside of rehearsal, which may attribute to my own lack of
assertiveness. When | requested a certain day for our photo opportunity for the press release
there was push back from one of the participants because it was inconvenient for her. However,
the day that was better for her was inconvenient for me. When it came down to a decision being
made, she won the battle. I didn’t think this was fair, since this is my thesis and | believe I should
be given the authority to make those decisions about my process. She will one day have her own
thesis and can make whatever decisions she wants to make. |1 also had some issues with my
costume. I didn’t like the idea of having an inexpensive-looking brown suit. | had talked to the
costume designer about having a suit that would imply my character was once wealthy. My suit
makes me feel more like a salesman than an heir. Nevertheless, I trust our costume designer’s

judgment and won’t argue with his artistic choices since he has a better idea of the whole picture
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he’s painting. He has a reputation for doing good work, so I trust his decisions, but the brown
suit is honestly not what | was expecting.

| requested some Toms shoes because | feel like Hamlet would be light on his feet and
would probable put more weight on the balls of his feet. While some characters are more
grounded and sink into the heels of their feet, | feel like Hamlet has more of a curious stature. He
continually seeks information and consistently investigates, which are forward moving motions.
I think this type of personality would cause a person to have a constant forward momentum and
gait. Considering those ideas about his character, I decided to go with the Toms. However, I'm
concerned about the lack of grip on the bottoms of these shoes. Knowing the extent of the
physical agility this show will demand, and the dangers that lurk throughout the space, | need to

definitely address this issue.
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Thursday October 23, 2014

Because | arrived earlier than called, | was able to run lines before rehearsal. | was also
able to warm up with the group and then the actor playing Laertes and | worked with the
assistant director on the fight choreography for a while. We met in the dance studio, he gave us a
pair of sticks and we started the fight sequence one hit at a time. He basically showed us a series
of moves and we would practice it until we were at a level he felt like we were comfortable with,
then he would show us the next steps. I'm excited to have Erick as the choreographer for our
fight sequences, I’'m just concerned that the idea of having an elaborate fight scene for the end of
the play may be a bit ambitious. We don’t have a lot of time left before tech and the fight scene
has to run smoothly and be repeatable.

We ran the Hamlet and Ophelia scene from Act 111 sc. i during the latter part of rehearsal.
| have to say, | feel more and more confident about this scene because it is really growing. |
think the actor playing Ophelia is very present in this scene and she is so honest and fluid. The
amazing thing about her is that she is a young actor handling a huge, very difficult role very well.
I remind her that she’s working on Hamlet as a freshman or sophomore, whereas I’'m working on
Hamlet as a last year graduate student. When we are in the scene together, there are moments
when | can feel her inner conflict. | think that’s a testament to her talent as an actor.

In addition to performing the scene, my scene partner and I talked about our characters’
relationship. We decided she was not pregnant during this play, which had been considered
earlier in our process. We’re finding difficulty in understanding what their relationship was
throughout the years because they only have a few lines with each other in Act 111 sc. i before

things turn sour and they have an altercation. We did agree that their relationship was sexual,
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perhaps very sexual. They are young lovers who have known each other a long time and who
have a great deal of access to each other, in a place where they could have easily found privacy
in some of the secret places in the castle. We discussed what they may have talked about:
philosophy, love, and marriage. | do think Hamlet was planning on marrying Ophelia. Given his
status as Prince, Ophelia was the only woman he could probably trust (romantically) to love him
for who he was and not for what he could offer. So I think when he sees her after “to be or not to
be”, he is in great need of her embrace.

We got notes from last night so | will try to address those tonight. I need to focus on Act
V, particularly Hamlet’s conversation with Horatio about the pirates and how he escaped to
come back to Denmark. I’'m still concerned with energy and voice preservation throughout the
entire length of the play. | need to start to shift focus to the second half of the play after our
intermission. There is still a great bit of work to be done, but I do feel like we are closer to
mounting this show. In the meantime, I need to make sure I’'m well rested and healthy enough to

persevere.

Friday October 24, 2014
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Today’s goal for rehearsal was to integrate sound for the ghost’s scenes. I’'m glad to have
our sound designer, Asher Griffith, for this production. I think he has some great ideas about
how to underscore these scenes while helping to create different moods, and he has managed to
get the whole cast involved. | did not reach my goals last night for text work because | went to
sleep. This is very frustrating because at this point in the process I’'m still calling for line, but I
feel I’'m doing all I can to get off book. This is becoming a huge concern for me. | think a
possible solution would be to work my scenes earlier so that | can use the later time to run lines.
Otherwise, I’'m hesitant about committing to running lines with someone if I don’t know what
time they will want to work my scenes. Usually, when we run lines, we have to leave the theatre
so we won’t disturb the actors who are working. However, leaving the space will slow down
rehearsal if I am not available when I’m called.

My goal for tonight with text work is to finish out the rest of the play, but my schedule is
becoming ridiculously demanding. After work, class, teaching and rehearsal, | have no time, or
more importantly any energy, to study my script. This is the part of the process when | need to be
studying the most, since now is the time to make and solidify choices. With two weeks left in the
process before tech weekend, I’m frustrated with the fact I don’t have the freedom to invest more
time into my thesis project. I’ve been looking forward to this process my entire graduate career

and it means a lot to me. However, I’'m afraid I will look back and it will all have been a blur.

Saturday October 25, 2014

We started the day at about 10:45am and worked until about 6:30pm. We began with a

warm up this morning, which was led by the actor playing Rosencrantz and Guildenstern. She
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has some really good stuff for warming up the voice and body. We do resonance exercises,
stretches of the neck and thighs, diction and annunciation exercises, and we work on vowel and
consonant sounds. I’d like to get an outline from her of our warm up process at some point for
my personal records. I’'m glad she’s here to stress the importance of warming up before we
tackle such a physically and vocally demanding script because if it was left up to me, though 1
understand the importance of warming up, | often lack the fundamental discipline to do it.

In terms of performance, we worked Hamlet’s scenes with Ophelia,
Rosencrantz/Guildenstern, and Polonius. | was glad to have the chance to look at these scenes
more closely because they reflect three different Hamlets; with Ophelia he’s terribly vulnerable,
with Rosencrantz/Guildenstern he’s a friendly detective and with Polonius he’s a tumultuous
clown. During the Rosencrantz/Guildenstern scene after he finds out they are working for
Claudius, I'm wondering if that’s the moment Hamlet decides he cannot trust them. If so, why
does he go on discussing things with them and most importantly, why did he tell them he’s only
acting crazy to trick his mother and Claudius?

The rest of the company arrived shortly after we worked these scenes and we ran our first
half of the show before intermission, skipping the scenes we had worked earlier to save time. I'm
closer to my goal of being off book, but I missed my goal last night of doing text work because |
fell asleep. I have some line notes from today’s rehearsal that were provided by our assistant
stage manager. Tonight, my aim is to finish text work for our second half of the play. We are
getting out an hour early so I can focus on learning lines and hopefully rest. | talked to the
director and he was concerned about my health and wellbeing and offered an option for a day
off, possibly on Monday. At this point, ’'m torn because I am exhausted, but [ don’t want to have

any regrets about time I could have used to make the show better once we’re in performance. I’d
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rather give it all I’ve got now, so I won’t have any doubts that I did my best. The satisfaction of
having given something your best efforts is a victory no matter the actual outcome.

We plugged in David Brown for Polonius tonight, and David is the king of improvisation.
In terms of blocking with this actor, it’s like trying to nail jello to a tree. We kept running the
scene to solidify some choices, but nothing ever solidified. We have an overall idea of where the
scene goes, but I don’t know what will happen between the beginning and the end of it. This is
both terrifying and exciting because on one hand, the play could come to a screeching halt if we
mess this up, but conversely, his improvisational approach keeps the scene fresh and alive. This
is almost guaranteed to be a practice in moment-to-moment work.

Before I left, the director and I talked about the “to be or not to be” soliloquy. We had a
discussion about the motivation behind his need to share his thoughts, which are very personal. |
feel like he’s on an emotional edge and the soliloquy is his conversation with his own conscious
about what would be the best thing for him to do. He had been considering suicide since the
beginning of the play, before he was tasked with the mission to kill Claudius, an act that will also
lead Hamlet to his grave. So he has to really figure out what the best option would be and in the

process of trying to find a reason to live, Ophelia arrives.
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Monday October 27, 2014

Today was a rough day. We ran our second half of the show and even though |
accomplished my goal of finishing text work for the second half of the show, by the time we got
to rehearsal, | was sloppy with my lines. We had our photo opportunity for the press release
today as well. I’'m not happy about not having been given the opportunity to get a haircut before
these pictures. Of course | would have liked to have looked my best for my thesis pictures, but
I’1l deal with it, and they will serve as a constant reminder of other people’s selfishness.
Anyhow, so we took pictures and stumbled through rehearsal, then the director pulled me aside
and cut me from rehearsal for today. | know he probably made the decision more out of concern
than disappointment, but I can’t help feeling like I failed today. Especially since the rest of the
cast is doing such good work, I really feel like I’'m letting the company down.

To culminate this agonizing day, | got back to my vehicle and noticed a ticket on my
windshield. I think the best thing for me to do at this point is work for a short period of time and
make sure to get rest. I’'m already coming down with some sort of health issue due to a lack of
sleep and an abundance of responsibilities. Jim has told me that he would talk to my employers
and the program chair about giving me some time out of the shop to dedicate to the show. At this

point something has got to give otherwise | may not be able to finish this process.
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Tuesday October 28, 2014

I’m excited to say that I met my goal last night of finishing the entire second half (after
intermission) of our script. The dramaturg and | worked lines, we started at about 3:30pm up
until about 6pm. I’'m feeling much better and much more confident in my performance in terms
of committing my lines to memory. Also, the actor playing Claudius came back and we plugged
him back into the play. Now that he has arrived, the play is becoming more complete. I think he
did a good job catching up, although I pity his position. I’'m feeling better about the play as a
whole and can see its potential more clearly.

Tomorrow we are planning to work the last scene of the play and then we will go back
and start a full run from the beginning of the play. The director has pointed out that the cues for
the last scene have to be picked up very quickly to reflect the emotional tension and build-up
during those last moments. In order to execute that successfully, I will need to study Act V in
great detail. There is great physical demand during the fight scene, so familiarization with the
text is vastly imperative.

I’'m feeling good about the play overall, but I’'m not as confident about Act V. The
gravedigger scene seems stagnant to me. | need to think about what’s being said in that scene.
I’'m wondering what Hamlet’s relationship with Yorick would have been like. I think, if Yorick
was a prankster, maybe he and Hamlet had a one-ups-man relationship where they’d go back and
forth playing jokes on each other. Another thing to think about in the scene is Hamlet’s
relationship with the gravedigger. These are scenes | want to explore further. In terms of actions,
I think they come from the relationship. If I can establish what my character’s relationship is

with other characters, it makes it easier to determine the appropriate action.
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I did feel better about the monologue before Hamlet goes to his mother’s bedchamber.
I’'m trying to use the situation leading up to this monologue, where Hamlet exposes
Rosencrantz/Guildenstern for her/their disloyalty, as fuel for Hamlet’s rage. I think this
monologue is Hamlet’s attempt to keep calm and keep from blowing his cover with his mother. I
think he battles with the idea of hurting his mother, which drives him to pray for strength to keep
him from harming her. I also think it would be a nice picture to have Hamlet in prayer while
Claudius also prays. It speaks to the idea that we all pray to the same God and reinforces the idea
that Hamlet cannot kill Claudius because of his faith.

My goal for tonight is to do text work for the end of Act V from Hamlet’s apology to
Laertes until the end of the play. I need to talk to the director about our discussion pertaining to
dedicating some shop time to work on this play. It won’t solve all my problems, but it would be a

tremendous help.

Wednesday October 29, 2014
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The first thing we ran in today’s rehearsal was the duel scene at the end of Act V. We
walked through it to get a sense of the scene and the blocking for the fight sequence, | must
admit I’'m not 100% confident that there won’t be any mishaps. Having to navigate the space
safely while speaking lines and doing choreography will be very challenging, especially due to
the exhaustion that will set in after having done the whole show leading up to the battle. It is
extremely important in that last scene to have total focus and full awareness in order to ensure
our safety. Another concern is voice preservation throughout the show. | have never had a line
load as heavy as Hamlet’s, so I will have to really make sure I warm up and use my breath to
support the words. It will help with diction as well, which has long been a challenge for me. I'm
still struggling in places with text, but I think I’m close. I may even be able to reach my goal of
being totally off book by Monday, the first week of November.

Overall, I am so excited at this point about this show going up. We have been working
diligently to do our absolute best and to have a great show, and I think we are on the brink. Now
that everything is starting to come together, I’m gaining more confidence in my own
performance. I’'m beginning to finally carve out a character arc for Hamlet. We go into tech next
week and I’m both nervous and excited, but I’'m very thankful for this opportunity.

The Gertrude’s bedchamber scene is still not feeling like it’s reaching its full potential.
There are places in the scene where things are not adding up for me. I’'m wondering about the
killing of Polonius; is Hamlet really regretful? Does he care? | imagine Polonius is a figure
Hamlet would have had some kind of relationship with, since Hamlet has been dating his
daughter. Also, I find the text very difficult to physically speak at points during this scene. These
moments are complicated because there is such a lack of information about Hamlet and his

mother’s relationship. Why doesn’t she see the ghost? Everybody else does.
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It will also be physically difficult to crawl through the tunnels after Polonius dies. 'm
concerned about beating up my knees and actually fitting through the openings without making
too much noise while Gertrude and Claudius continue the scene. I really like the idea
conceptually, but I’'m worried about the danger I will be putting myself in. I’'m wondering if |
might need some type of eye, head, and knee protection. It’s also dark under the stage and |
wonder if | will need a light to see my way through the tunnel. These are some of my concerns
right now, but the thing I’'m focused on most importantly is text work. I’'m very close to
completely learning my lines, so tonight my plan will be to do text work on the play in

preparation for a full run tomorrow.
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Thursday October 30, 2014

Last night, I did text work on Act V, but I didn’t feel very confident in knowing the lines.
| worked on it in preparation for a full run today, but we didn’t get through the act. As we begin
to run the whole show, concerns are beginning to surface about the length of this play. We’ve
already made a long list of cuts in the text, yet our running time is still too long. We haven’t been
able to get through the whole play yet and that’s disheartening. I don’t want to cut anything else,
but I also don’t want people to have to sit through a four-hour play. Over the course of the next
few days, | need to dedicate some time to finding other opportunities for cuts in the script.

Since we have the next few days off from rehearsal, | need to focus on my health. One of
my issues right now is that ’'m having some voice problems, so I need to make sure I'm
prepared for next week since we will be doing runs daily. | tried some new actions today during
the gravedigger scene; such as to “chastise,” to “avoid,” and to “dodge.” Some of these choices
made the scene feel better, but some didn’t work as well so I’ll think about this scene before we
revisit it. Hamlet’s last soliloquy in Act IV about having bloody thought is difficult for me right
now. I’m not sure if it’s a lack of familiarity with the text, or confusion about Hamlet’s
emotional state at this point in the play, but something is not adding up right for me during this
scene. Hamlet sees Fortinbras and his army about to go to war for nothing and it reaffirms his
call to vengeance for his father. At this point, | think Hamlet has reached his breaking point and
will not allow anything to stop him from honoring his father’s wishes.

| really like how the director has decided to stage the moment between Hamlet and
Fortinbras at the top of Act IV sc. iv. The relationships between the princes in this play are

important. Hamlet may even have a desire to be more like Fortinbras, in terms of his ability to
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take charge and command such a powerful army, and the moment when they lock eyes as
Fortinbras leaves really speaks to that idea.
Tech rehearsal is next weekend, so | will continue to work the text. | need to focus on the

end of Act IV up through the end of the play.
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Saturday November 1, 2014

The actor playing Laertes and | worked with the assistant director yesterday on some
fight choreography and it is very complicated. Being this close to opening, | am nervous about
getting it to a place where we will be comfortable in performance and can recreate the fight
safely throughout the whole run of the show. Actually, I’'m worried about the entire fifth act
since we haven’t really had a chance to work a lot of those moments. However, the director has
assured me we will have time to address any weak moments in those scenes and throughout the
play. He has been very helpful to me in terms of keeping me confident that we will have a good
show and that we are doing good work. He encourages me to trust my choices, which encourages
me to try new choices.

In rehearsal today we ran the Gertrude bedchamber scene, we worked the Ophelia scene
and finally we did the fight scene at the end. We were not very productive performing the last
scene with text because we did not know the lines well enough, so we blocked it without the
words. For the fight scene, today we experimented with the actual weapons we will use. Until
today we have been working with wooden sticks, but today we were given the steel rods to see
what they would feel like in performance. Frankly, I thought they looked great, but I did not feel
safe fighting with them. Therefore, it is crucial we run this fight scene many, many times so that
we know the choreography well enough to perform it safely each night, while maintaining a
sense of danger and unpredictability.

I’ve been doing text work on the play from Hamlet’s last soliloquy in Act IV up through
the end of the play. I did not quite finish the play last night, so my goal for tonight is to work

through the end of the play from Hamlet’s speech with Horatio in Act V through the end. I'm
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finding the conversation with Horatio difficult to handle. I need to think about Hamlet’s
motivation for sharing this information with Horatio at this time because right now it is not very
clear. Working without a clear motivation, I think, is the reason I’'m having issues remembering
my lines in this scene.

My immediate goal is still getting off book and learning my lines completely. I think I’'m
very close to meeting this goal, but there are a few rough spots that need work. Overall, | feel
good about the show and though I think we may not ever be 100% ready, we will at least have a
show to put up, even if it won’t be the best show ever. Hopefully, people will understand the
difficulty of mounting a show like this before they pass judgment on the quality of our

performances. | doubt it.
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Tuesday November 4, 2014

We have 9 days until show time and I’'m still having issues with the text! Particularly,
I’m having trouble with Act V so I’'m very concerned because this is the culmination of
everything leading up to this scene. This act has to be strong, or else all the hard work we’ve put
in throughout the play will not translate. Everything leads up to the action at the end of the play,
with all of the physical and emotional demands during those scenes | have to be absolutely sure |
know those lines. Wednesday we will start running the entire play, | want to be ready so I can get
the most out of the rehearsal opportunities.

We worked the scene with Hamlet and Horatio in Act V where Hamlet talks about his
experience at sea. [ don’t think I’ve had a clean run of that scene yet, so I’'m really getting
frustrated with it. I think Hamlet is telling Horatio that, essentially, he has gone through a life
changing experience during his time with the pirates. | think Hamlet knows the end is near for
him, so he needs to tell Horatio what happened so his story can live on after his death.

The actor playing Laertes and | walked through the fight scene. | expressed my concern
about working with the daggers as opposed to the wooden sticks. | suggested we wear some type
of protective gloves, but we could not think of a way to integrate the gloves into the scene
without taking away from the story. Since we couldn’t find a way to justify wearing, finding, or
removing the gloves, we decided not to use any. As a result, our familiarity with the fight
sequence will be even more vital to secure our safety.

The director and I also talked about the scene in Gertrude’s bedchamber. I can’t
understand why she doesn’t see the ghost. I don’t think it will affect my performance necessarily,

but I really want to know why. The actor playing Gertrude and I also discussed what was in the
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letter Hamlet sent back to Denmark when he was at sea. | think he told her everything in that
letter, including his plans to kill Claudius upon his return. I think this scenario falls in line with
what she had been playing, since | think Hamlet and Gertrude’s relationship is much better by
the end of the play. I think he gets his mom back by the end of Act V, before they perish.

I’ve decided to dedicate this show to my own father. Hamlet’s relationship with his father
IS what really propels this whole play. If Hamlet didn’t love his father deeply, he wouldn’t be
motivated to kill Claudius and there wouldn’t be much of a story. My father also likes
Shakespeare and particularly the story of Hamlet so I think it will mean a lot to him to have this
show dedicated to him. Because of this process I haven’t been able to talk to him much lately, so
I want him to know how much I love him and why I’ve been so busy. This play is taking quite a

toll on my time and my relationships, but I’m so excited that we are so close to opening night.
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Wednesday November 5, 2014

For today’s rehearsal, the dramaturg and I ran lines starting at about 3:40pm and we went
through the whole second half of our show through the end of the play. I generally got through
the whole run without any problems, except for a few textual hiccups. I feel more confident in
knowing my lines and I’m excited now to try some new things before tech.

In terms of rehearsal, we worked Act V sc. ii and I’m still trying to figure some
things out. In Gertrude’s bedchamber scene Hamlet talks about Rosencrantz/Guildenstern having
a plan to “marshal him to knavery.” I was wondering if, while on his way to England, Hamlet
knew what was in the letter before he looked. Also, I’'m having trouble figuring out Hamlet’s
reason for telling Horatio the story about his time at sea because the text seems to imply that
Hamlet is excited about telling this story. I’ve been playing with the idea Hamlet loves to share
his brilliance and he is very proud of his ability to have outsmarted Rosencrantz/Guildenstern
and Claudius. However, when he starts to talk about his intention to kill Claudius, there seems to
be a huge emotional turn around. Right now, I’'m wondering how he gets from one emotional
state to the other.

The actor playing Laertes and I ran the fight scene at the end of the play repeatedly
tonight and will continue to work it tomorrow. I think this sequence will work out well, but I’'m
still a bit concerned about when we transition into higher, performance energy. As of now, we
are still missing the mark at times and hitting each other’s hands, since the daggers are made of
metal, those hits hurt. I think it will come together though with more runs and more practice.
Evan and I have to make sure we are communicating with each other at all times during this fight

sequence. | think that’s the key.

92



We recently received our wardrobes and I’ve had a bit of an issue with my pants.
Because the physical demand is so high for this show, | tend to work up quite a sweat during the
run. As a result, my pants have developed a stench and need to be washed regularly.
Unfortunately, the costume designer has informed me that since they are suit pants, he will not
be able to put them in the washing machine. This is causing me unnecessary stress and adds to
my overall frustration with UNO’s lack of resources. As the actor tasked with the responsibility
of playing the title role, I would hope that at least I can have clean clothes to wear, however I've
been forced to use my own pants for this production. Meanwhile, this department has
metaphorically rolled out the red carpet for potential dean candidates who are visiting. This
makes me feel even more used and abused because it is clear the department is less concerned
with my well-being as a human being and more concerned with impressing potential university
employees. I can barely get a day off from the shop, I can’t get my pants washed, I’ve requested
kneepads to no avail, and there aren’t even any band-aids in the first aid kits. This experience has
really made me think about my decision to pursue a master’s degree at this institution. I’ve given
up so much and have gotten very little in return. I’'m thankful for my assistantship, but it is not
even enough to cover rent. With UNO’s reputation steadily on the decline and faced with the
constant threat of budget cuts, I’'m hoping this institution will continue to sustain and my time

here will not be in vain.

Thursday November 6, 2014
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We ran the whole play today and I’m exhausted. I really connected today to the idea of
Hamlet having lost his father, during the opening scene. I think about Hamlet’s relationship with
his dad compared to the other characters’, Fortinbras, Pyrrhus and Laertes, relationship with their
fathers. They all act swiftly and assertively in response to defending their fathers’ honor. That
makes me feel like that’s essentially what this play is about, honor. It seems to be the motivating
force for Hamlet and the other sons in the play. I also think about my father and the thought of
losing him, which I understand is inevitable, would be devastatingly painful, especially
considering the way Hamlet lost his dad.

| almost fell into one of the traps in the platform, which is very dangerous. During
performance, | will have to pay very close attention to where | am on stage at all times,
otherwise, | could find myself catching a ride to the emergency room. Again, | feel like
consideration for performers’ well-being has been disregarded for the sake of UNO’s reputation.
Aesthetically | think the traps add value, but they also add great risk, and | wonder if performing
students could sue the department when they got hurt, if the traps would still have been
considered and utilized. I’m starting to deal with some knee pain after having hit my knee on the
middle platform during the ghost scene, an issue that could have been prevented if | had gotten
the kneepads | previously requested.

My voice held up throughout the run tonight, which is encouraging. | was able to try
some new actions in the Gertrude bedchamber scene. When | came into the scene, | discovered
that Hamlet s still attempting to put on his antic disposition. It isn’t until Gertrude tries to leave
that Hamlet loses his ability to hide his true feelings. I like the new choice and I think it adds
clarity to the scene and to their relationship. The fight scene felt slow tonight, though the

feedback from cast mates was that the fight looked good. | would like to get together with the
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actor playing Laertes to continue rehearsing the fight scene. I don’t want to have invested so
much time and energy into this show, only to mess things up in the fight scene. | want it to be
safe, but I also don’t want it to look rehearsed. I think this will come with our familiarity and
confidence.

During the run, I felt good about my command of the language and about being off book,
although I had to call for line several times. I’m not as concerned about that now because I think
with more runs things will start to come together more smoothly. Contrarily, one thing I am
worried about right now is Hamlet’s monologue before he leaves in Act IV. I have had trouble
with that text since we began this process and it continues to give me problems. At this point, |
don’t think the motivation is the issue, I think I need to do some image work on it in order to
bring those pictures to life Shakespeare is describing. This can be a very powerful soliloquy if

used correctly and it must have a passionate lead up to Hamlet’s ultimate pledge.
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Friday November 7, 2014

After the run today, the length of the play is a primary concern. We started rehearsal
before 7:30pm and ran until around 11pm, which is too much time to ask of people, especially
modern audiences, to sit in a theatre. We need to find places to squeeze the air out of the play,
yet the director has encouraged me to take my moments. Although I sincerely appreciate his
encouragement and am thankful for the opportunity to play freely, I’m not sure the show can
afford to add any more time than it already requires.

Unfortunately, | had a bit of an issue with one of my cast mates today, the actor playing
Gertrude, about something that happened yesterday during the pre-show. | will concede that the
pre-show is very confusing. We don’t know if we are actually characters with potential names, or
if we are essentially ourselves under new circumstances. Anyhow, during pre-show, while I lay
on Horatio’s legs in position for the start of the play I heard the actor playing Gertrude call out,
“boy.” I do not like being called “boy” since I’'m legally an adult and, given the historical use of
the word to address adult males of African decent in a derogatory fashion, | would have thought
the average person would understand that. So when | did not respond, the actor playing Gertrude
then called out, “blackie.” The actor playing Horatio responded and said, “his name’s not
‘blackie,’” to which the actor playing Gertrude’s rebuttal was that she was actually talking to the
actor playing Horatio. So today, in hopes of finding some type of mutual understanding, |
approached the actor playing Gertrude about the situation and to my bewilderment she proceeded
to burst into tears and dashed into the women’s dressing room. This frustrated me a great deal, so
we talked about it at a later time. Her argument was that she would never do what I thought she

intended to do and that “boy” was used because of her pre-show back-story, which I was not
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privy to. My argument was although she may not have had malicious intentions, what she said
made me feel uncomfortable and | needed to let her know so we can have a productive future. If
I had ever done or said something that made her feel uncomfortable, I’d want to know. I believe
we are all different people with different perspectives and the only way to build a constructive
community and reach a common understanding is through communication. She continued to
defend her actions and the conversation failed to achieve any measurable progress. A simple way
to avoid all of the confusion would have been to simply call me by my name.

Tonight I tried a few new things in terms of actions. For Polonius, instead of chasing him
out of the room, | chose to tease him from a distance. | liked the choice but I’'m not sure if I’ll
keep it. Another thing I tried differently tonight was putting Rosencrantz/Guildenstern to work in
our scene before the players arrive in Act II sc. ii. I got the idea when I discovered Hamlet’s line,
“your hands come then” and I thought it would be a great opportunity to establish our
relationship and logistically to get dressed more easily. I’'m also feeling better about my
performance of the monologue in Act IV sc. iv before Hamlet goes to England. I think my work
on this text is starting to show and the performance is beginning to really flow.

I asked the director about any problem areas he’s seen in the play during my
performance. He directed me to essentially look at the end of Act IV and the entire Act V, which
IS no surprise since these have been challenges for me since the beginning of this process.
Hamlet has experienced so much growth throughout the course of this play and it is difficult to
determine what man he is after having killed Polonius. I think maybe even Hamlet doesn’t know
who he is at that point because he was never really cut out for killing. He was only following his

father’s command to kill Claudius, whom he thought was the intruder. He never meant to slay
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Polonius and once the deed is done, | think Hamlet himself needs to re-evaluate who he is and
the man he wants to become.

| experienced an exciting phenomenon today at rehearsal as well. For the first time during
the “to be or not to be” speech, I felt like I had an audience. There is something about that
monologue that is exceptionally relatable and needs to be shared with an audience; I think that’s
a key to it. Those thoughts and feelings are so universal that everyone can relate to and hopefully
empathize with what Hamlet is going through. This experience gives me more confidence in
knowing I can find someone in every audience to take the journey with me, which will make this

soliloquy as new and as fresh as each new audience.
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Saturday/Sunday November 8&9, 2014

This entry is for tech weekend, Saturday Novemeber 8" and 9. We started with a cue-to-
cue on Saturday at 10am and after we finished we took a break to eat, then we returned to begin
a run of the whole show. By 10pm Saturday, we had not finished the show, so we picked back up
on Sunday morning. Once we completed the run from the previous night, we took a break to eat
and returned to re-run the entire show with David as Polonius. Needless to say, | am exhausted.
Have | ever said that before? Thankfully, the actor playing Marcellus brought some chocolate
goodies for everybody to snack on throughout the day. The fact that she provided snacks speaks
to her value as an ensemble leader, and again, UNQO’s lack of concern for its student performers.
Food should be provided for every tech and strike in my opinion. The few dollars it would take
to feed people, who are investing a great deal of their time and energy to make these UNO shows
the best they can be, would be well used and greatly appreciated.

I’m having some recurring issues with Hamlet’s soliloquy in Act II sc. ii when he talks
about “what a rogue and peasant slave am I” and his soliloquy in Act IV sc. iv when he
concludes that all occasions “spur [his] dull revenge”. For the life of me, I cannot commit these
lines to memory. | think these are two of his most powerful moments and I can’t get past the
lines. This is so frustrating! | need to do more imagination and text work on these two pieces, as
well as the entire Act V. | think our lack of time dedicated to working this part of the play is
evident. Things tend to fall apart toward the end of Act IV and I don’t want that to happen in
performance. | will commit to studying those problem areas in great detail in the coming days.

On the bright side, I got a chance to work with the actor playing Fortinbras as Polonius

today. Though I think our original actor playing Polonius does an excellent job with the
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character, I also enjoy working with our alternate in this scene and we don’t get many chances to
rehearse it. [ think it’s very interesting to witness their different approaches to the character of
Polonius. While Trey’s comedic style is more animated and physical, David’s style is more
subtle and cerebral. I’'m thankful for the opportunity to work with both of these gentlemen in the
same show.

There continue to be issues with wardrobe. We did not see the costume designer during
tech, although there were rumors he had come and left early. 1 would have liked to talk with him
about some options for getting fresh pants, a different solution for adding grip to my shoes (for
safety) and to remind him I still don’t have a cross for the swearing scene at the end of Act I. The
costume designer and | talked early in the rehearsal process about my character analysis and |
shared with him my belief that Hamlet was a very religious person. | thought having a cross
would have been essential to my process of building this character. During the whole rehearsal
process so far, I haven’t received a cross. I don’t mean to throw all of the blame on the costume
designer. Hamlet is a big show with a large cast number to manage. However, despite these odds
it is my understanding these are issues that are delegated to the wardrobe department and I’'m
frustrated that I was not able to address these issues because of his absence. I understand if he’s
under a lot of pressure, we all are, as this show is taking up a great deal of our time. However,
we have to make sacrifices and we have to be able to communicate constructively. That’s what
working together is all about and that’s what theatre is all about, it’s a collaborative art, we win
together and we lose together. | admire the costume designer a great deal and revere his work; |
just wish he was more accessible and involved in my thesis project process.

I need to work the text for the end of Act IV through the end of the show. The

gravedigger scene felt better in terms of line memorization and varying my actions during

100



rehearsals over tech weekend, now this scene is starting to develop a rhythm. 1 still need to look
at the text in this scene though because I’m continuing to miss cues, which slows the scene
down.

I feel like I’'m beginning to dive deeper into Hamlet’s emotional state regarding his
father’s death. The thought of having lost a father at the hands of an uncle is almost unbearable.
People generally don’t discuss Hamlet’s relationship with his father, but I think Hamlet really
admired and wanted to emulate his dad. Their relationship is the crux of the play and I find the
more | invest in their relationship, the more grounded and motivated | am throughout the rest of

the play.
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Monday November 10, 2014

Today, | was blessed with the opportunity to meet with Dr. Loomis once more before
opening night. She is immensely knowledgeable and | am forever grateful she has taken the time
out to talk with me about Hamlet. | went to her office, which was decorated with scholarly
novels and journals. | could feel the wealth of knowledge in the air. At this point in my process |
had a few specific questions in mind and we talked about those specific concerns as well as
information regarding other moments in the play.

I was thrilled to finally ask Dr. Loomis about Hamlet’s state of mind after his return to
Denmark in Act V. She reminded me of the religious influences on this play. She held that
Hamlet had experienced something spiritual while at sea with the pirates; that his return was a
confirmation from God. After having dealt with pirates, the Hamlet in Act V is a different man.
He is able to understand things better and he’s able to share a different perspective. He is now
able to better communicate with the people of Denmark and he is shaping up to potentially be a
legendary king. He learns that being a leader is not about being able to control things, but more
about being able to control yourself when things get out of control. He’s at a place in his life
when he is ready for anything. He has found the answer to the question of “to be or not to be,”
which is to simply let be.

I wondered about Hamlet’s state of mind after killing Polonius in the Gertrude
bedchamber scene in Act 11 sc. iv. Dr. Loomis pointed out that Hamlet may blame himself for
the murder of Polonius a great deal, which was contrary to the way I’d been playing it. In my
interpretation of the text, Hamlet had little remorse for his actions because he felt like he had

been ordained to kill Polonius. However, after thinking more about what the Shakespearian
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expert suggested, I think I will have to experiment with some different actions in that scene. That
may be just the information | needed to make some new discoveries and really add some
dimension to this scene.

She shared some information regarding Ophelia’s funeral scene and the altercation that
ensues between Hamlet and Laertes. | wondered if the act of Laertes physically jumping into the
grave was what fueled Hamlet’s explosive entrance. She confirmed a lot of my speculations in
this scene and reaffirmed my suspicions that Hamlet loved Ophelia very deeply. Although some
scholars believe Hamlet’s last lines to Laertes are his way of trying to put on an “antic
disposition,” Dr. Loomis informed me this was not his intent according to her research. I think
this whole scuffle between Hamlet and Laertes was Hamlet’s last wake-up call that he, as
intelligent and rational as he may be, is susceptible to making rash and destructive decisions,
another instance of Hamlet’s acceptance, self-recognition, and growth.

At the end of the meeting | was still unclear about Gertrude’s relationship with the ghost.
| pointed out that everyone else saw and recognized the ghost, yet Gertrude cannot see it. | think
my frustration with finding a clear answer to this will aid me in the bedchamber scene when
Hamlet is dumbfounded with her inability to clearly see the spirit. We also talked about Hamlet’s
relationship with Gertrude by the end of the play. My intuition was that they had a better
understanding of each other by Act VV where Hamlet finally had gotten his mother back. They
were closer by the end of the play, which informed me about the content of the letter Hamlet sent
to her and Claudius. | will have to talk with the actor playing Gertrude about what I think Hamlet
may have written to her character. In observation of her artistic choices pertaining to her

character thus far, 1 think she will share a similar perspective.
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This meeting with Dr. Loomis was very informative and interesting, as expected. I'm
looking forward to her pre-show discussion during the run of the show. Even if I’m not able to
physically make it to the event, | think the people who do attend are really receiving a great
value for their time. | am so thankful to Dr. Loomis for her help throughout this process. This

show could not have been what it is without her. I can’t say enough about her excellence and

esteem.
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Tuesday November 11, 2014

We were able to run the show today after a day off on Monday. During the time off | was
able to do text work on the entire show and by Tuesday, was able to get through the entire show
running lines with the dramaturg. By 6pm Tuesday, | had gotten to the end of the play and was
ready for rehearsal. | was excited and confident that | was ready for opening night. Of course |
wasn’t expecting it to run without any mishaps, but I was confident | knew the lines well enough
to keep the show moving. This was a victory.

| also had a quick conversation with the costume designer in the costume shop and I think
it was very constructive. We talked about what | needed in terms of having handkerchiefs, fresh
socks and clothes, patching up my pants and he gave me the perfect cross for Hamlet’s character.
| was glad to finally get a chance to talk with him face-to-face because | had been feeling like he
didn’t want to be a part of this production and, since he was heavily involved in Bengal Tiger, I
had begun to take it personally. Now, I think we have a better understanding of each other and
we can work cohesively and constructively through the rest of the run. This was another victory.

Being so close to opening night, ’'m beginning to really feel the butterflies. There’s so
much anticipation about the show and such high expectations for a successful run. The pressure
of having to do a good job with this show is intimidating to me, but the very process Hamlet goes
through during the play is similar. Just as he discovers in the play, I’ve adopted the philosophy
that fate is inevitable. Opening night will come and people will fill the seats, there is nothing |
can do to change it. Therefore, my task is not to worry about the outcome and try to control how
audiences will perceive the play; instead my goal is to face those fears, to have faith and to “let

be”. Besides, at this point, we need an audience. We’ve worked so many hours for so long, we
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have to share this with people. This has been an amazing journey, but its greatest reward is the
moment we get to share it with an audience. I'm looking forward to having some guests.

| do have a few lingering concerns about the upcoming performances. Although I’ve tried
different techniques for diction and annunciation, there are still certain lines and moments in the
play when | can hear myself losing focus in terms of vocal clarity. Also in relation to these
obstacles, breath support is continuing to be an issue for me. I think I’ve gotten better with these
things over the course of this process, but as soon as | address one area, something goes wrong in
another. | think continuing to work and run these scenes will help with these issues.

There were some new and exciting moments that occurred during rehearsal today.
Particularly tonight during the players’ scene when the actor portraying the Player King recited
the monologue about Pyrrhus, all of a sudden his character had an Irish accent. | thought that
choice was absolutely brilliant and was well executed. I was floored in amazement at the actor’s
ability to make such a bold new choice so confidently and so close to opening night. It made me,
and | suspect many of our colleagues, feel like we still had time to try new things and keep the
show alive and fresh. Pete has really been an asset to this company and I’m thankful for the
opportunity to work with him on my thesis project.

Given this encouragement from Pete and considering my recent conversation with Dr.,
Loomis, I think I’d like to try some new things in the bedchamber scene with Gertrude. With
regards to the killing of Polonius, I’d like to see what it would feel like to add more investment
to Hamlet’s relationship with Polonius. | think having more sympathy or consideration for
having killed him would add more dimension to my character. It would make a lot of sense.
Hamlet has known Polonius probably most of his life and he ends up murdering him by mistake.

This has got to take an emotional toll on Hamlet in this scene. With these thoughts in mind, |
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would like to experiment with a few different choices regarding these moments. Hopefully it’s
not too late.
In the meantime, | need to get to sleep so that I’'m well rested for the upcoming Hamlet

marathon.
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Wednesday November 12, 2014

Preview Performance

Today was our unofficial preview night. We were encouraged to invite one or two guests
to see the show and | extended an invitation to Dr. Loomis. Not only did she come, she also gave
us gifts. I was so delighted to have her come see the show before opening night and when |
talked to her after rehearsal | was so honored to receive her blessing. She expressed how much
she had enjoyed the show, which makes me feel invincible. If Dr. Loomis approves, no one can
stop us. One thing that can stop us though, is exhaustion. I don’t think I’ve ever felt this drained
during a play rehearsal and performance process. This show has required me to give all I’'ve got
each night. While it is very painful, the growth associated with this process will be well worth
the effort.

| profess, having worked the Ophelia scene in acting class today, | felt warmed up going
into the performance tonight. My annunciation and diction were better and | felt connected
throughout the performance. There is still a need to continue to focus on those things though,
because lazy diction can easily creep back into the performance. Also, I need to keep track of
my vocal quality. Tonight I lost my voice by the time we got to the soliloquy in Act IV sc. iv. |
think this is a direct result of breathing improperly, due to being caught up in the excitement of
the moment. This cannot persist. | also had a few issues with lines during the last scene in Act V.
| need to revisit those final moments and study them.

Generally speaking, I think we had a pretty good run tonight. | forgot my kneepads, so |
will have to remember to make those a part of my daily dress routine. | think the audience was

very engaged and | really appreciated that. One of the things | discovered tonight was that not
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everyone is comfortable with the direct interaction during the soliloquies. Some people may want
to just observe and not get involved. However, it is my job to make us face these ugly realities
that Hamlet talks about. As long as we are here together, as long as we are breathing at the same
time, we are experiencing some of the same worries, fears, and anxieties. Everybody is
connected and everybody has to be involved. Now when we have bigger houses, | will have
more options of people to talk to if I’'m making someone uncomfortable, but | will not sway
because someone gets self-conscious.

The light designer has really made this show shine. Seeing the lighting arrangements has
been very rewarding. Many nights in rehearsal I’ve watched our Lighting Designer intensely
watching the show from the top of house left. She’d sit there, sometimes with our Scenic
Designer, sometimes alone, quietly making notes in her notepad long after I thought she had
already done a good job. Seeing her work inspires me and is an example of what a true artist
does. She continued to work and improve upon her work until she had a light plot that literally
and figuratively lit up this play and added so much value to the production. I’'m glad she and our
Scenic Designer are working on this show, I think they are a very talented team and they
complement each other in their work and designs. If I ever opened up a theatre company, I’d
definitely want them on staff. UNO is certainly better for having these two individuals.

Well, to sleep perchance to dream, so I am going to bed. It’s important to make sure I get
rest during this process to prevent any illness. Now is the time for me to trust myself, trust my
choices and trust the work. We worked very hard on this show and I think that will be evident.

I’'m very proud of the show we’ve mounted as a group, and I’m excited to share our work.
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Thursday November 13, 2014

Opening Night

I’m so thankful for my cast mates! As we circled up before the show, the director talked
to everyone about how proud he was of our work and how excited he was to share it with an
audience, finally. I looked around the circle, which was fairly large and there was such a sense of
family and support, love and encouragement. | am so extremely grateful that everyone has given
so much to make this show a success. | know | naively assume that their efforts are on my behalf
because it’s my thesis, but really what we all share is a tremendous love for the work. That
feeling of being surrounded by artists, who are fully invested in the work; is infinitely inspiring.

Tonight was so emotionally full. We’ve been working so hard for so long and tonight we
finally got a chance to share our work. After fight call, warm-up, and circle-up, | went to work
on some sense memory exercises and journaling before the show. | continued to do a quick vocal
warm-up in the shop before going to places backstage. While behind the curtain, | prayed and
then met up with the actor playing Horatio to walk out onto the stage for preshow. As I looked at
her, I thought about how quickly we had gotten to this point and how fast this run was going to
go by.

| took a deep breath and entered the stage. It was like going through a portal. | could hear
and feel so much stuff going on around me. Because my pre-show character was high off
heroine, my eyes were closed for most of pre-show. Therefore, I couldn’t see what my cast mates
were doing, nor did I have a sense of the size of the audience. It wasn’t until the play began and
we took our Act I places that I took a glimpse around the room and saw that the theatre was

almost at capacity. A range of emotions immediately came over me when | saw them, excitement
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and fear being the most prominent. Seeing my cast mates bravely perform before me gave me
comfort and confidence in knowing there was nothing to worry about. | knew the people who
came to see the show were essentially our guests. They wanted to be there and they were just as
excited about seeing Hamlet as we were about performing it.

Before I knew it, the show was underway and it was my turn to speak. The first lines had
always been rough for me because the character sits for so long, and then he speaks from a
seated position. | have to pay close attention to posture and breath support. I also felt a bit
intimidated by the proximity of the audience, but it was also comforting because they acted as
blinders and forced me to focus. As a result, | think my first scene went fairly well. The audience
was giving great energy and | felt like we were all present and listening and off to a great start.

The play within the play scene in Act Il was a big hit. People were laughing and seemed
to be really enjoying the play. The applause at intermission served as confirmation that we were
being received well and our work was appreciated. I also felt really good about the “to be or not
to be” soliloquy. I felt like people were really there for me during my character’s mental and
emotional debate. I didn’t feel like anyone was uncomfortable when I spoke to different
individuals. | felt like almost everyone felt something during that monologue and that feeling of
having reached somebody is what motivates me as an artist.

The rest of the play went well, but | did have some hiccups in some places. I tripped
going up the stairs in Act | and hurt my finger, but it didn’t bother me much once the play got
underway. During the Rosencrantz/Guildenstern scene in Act 11 sc ii, | had line issues,
particularly when Hamlet is getting information about why they’ve come to visit him. This has
been a trouble scene for me, so | will definitely address it. Another scene | had an issue with was

in Act VV when Hamlet is telling Horatio about how he got back to Denmark from his trip to
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England. Again, this has been a problem scene for me, so | will definitely address it. Finally, in
the last scene of the play, when Hamlet dies, I think [ may have made a few line mistakes. I don’t
think any of these small issues negate the overall good of the show, but it’s important to me to do
the best | can. So | want to point these things out, not out of self-loathing, but so I can change
them and hopefully add value to the show.

As the end of the play arrived, | closed my eyes and felt the room go cold, and then there
was an eruption of applause as we found our positions for curtain call in the blackout. As the
lights came up, people continued to clap and started to stand to their feet. Although I’ve fought
against the idea in rehearsals, the company strongly encouraged me to take an individual bow for
curtain call. When | did finally bow, it was out of sincere gratitude for the audience’s
encouragement and support. | was thankful that they had given us so much great energy and
made the commitment to watch a full three and a half hour show. | was very grateful.

Well, we are underway. As | stated earlier, | have a strong feeling that this process will
really fly by, so I have to make sure to enjoy it, and so far I’'m having no issues there. I’ll
continue to look at those problem areas I tend to have trouble with, but I won’t worry about them
too much. I think it’s more important to get some rest and look at them tomorrow. I’'m very
excited about the run of the show. I cannot believe we are actually doing Hamlet and I’'m

Hamlet, and it’s a good show!! I never would have thought. I thank God.
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Friday November 14, 2014

Performance #2

Overall, I think tonight went pretty well. | sustained a pretty bad injury with Laertes
during the fight scene at the end of the play. The rhythm was off and we were not in-tune during
the duel. Because we got off track, we weren’t communicating well and the skin on my left index
finger knuckle was knocked off and remained connected by only a small piece of skin. To nurse
it, I had to clean it up in the dressing room and place the skin back over the knuckle. I went to
find a band-aid, and after searching two first-aid Kits, | was unable to locate one. So I had to
wrap my finger, which was in great pain by this point, with tissue and tape. | was discouraged,
but 1 continued to go out and talk to guests after the show to thank them for coming.

Again, tonight’s crowd filled the theatre. I think there were even more people here
tonight than were yesterday. I knew this play was famous, but I didn’t know if modern audiences
were interested. Seeing these crowds changes my perception to an extent of what modern
audiences want to see. Although, most may be students and are required to see the show, we are
really blessed with some really good audience members. | could hear people talking during
intermission and they seemed to be having a good time, which was very encouraging.

I think my overriding feeling is that I'm exhausted. We’ve been going so long and the
thought of being so close to a break is helping me to push through. My main goal for now is to
get some rest. The actor playing Laertes and I will address the fight tomorrow. I need to sleep
and give my body a chance to heal physically, emotionally, and mentally.

Saturday November 15, 2014

Performance #3
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In terms of the performance, | felt less invested emotionally and the overall energy was
lower, particularly during the opening segments of the show. Even before pre-show, during
warm-ups, everyone seemed lethargic. | think exhaustion and diminishing health are a factor not
only for me, but also for the entire cast at this point. This show is so physically demanding we
need a reasonable amount of rest in order to sustain the energy necessary to maintain physicality
and fully support the text through breath support. I’'m discovering that breathing is truly the key
to unlocking this text. This is especially true for our production, which spans the entire theatre
space.

Tonight, I had the additional obstacle of fighting a cold. I wasn’t able to annunciate and it
was especially difficult to find the proper air support. Having the sniffles through a performance
in a Shakespeare play can definitely impact your performance. So aesthetic choices | made in the
Polonius scene were not my best. After that scene, | left the stage feeling like I had just “gone
through the motions,” and hadn’t fully invested in the scene moment to moment. I felt like I had
cheated the audience and myself, but the experience helped me to recommit to making each
performance and each scene fresh each night.

In conjunction with practicing proper breath support, I’ve been applying other acting
methods in an effort to reach Hamlet’s emotional state. To do this, I’'ve mainly focused on the
relationship between Hamlet’s father and himself and mirrored that with my own relationship
with my father. To help channel Hamlet’s mental state, I’ve listened to a lot of Kid Cudi, an
artist who has dealt with the loss of his father through his music. I think that relationship is the
key to unlocking Hamlet’s emotional journey throughout the play, with breath support being the

foundation.
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To consummate what | felt was a lackluster performance on my part, the fight scene was
an absolute disaster. The first round started out in sync, but by the second round, we began to
pick up speed and lose control. By the third round, we were completely out of harmony before |
ascended the platform. However, having no alternatives, we pushed through the rest of the fight
and embarrassingly bowed at curtain call. That being said, one of the things I’'m definitely
gaining from this run is courage and perseverance. There are a multitude of things that can go
wrong each night and they usually do. Being forced to fight through these event-filled
performances will hopefully make me a fearless actor.

My goals for next week are to get rest, review and fine tune trouble areas which are
mainly Acts 4 and 5 in the text, work the final fight sequence with Laertes and journal about
Hamlet’s relationship with his father. My family is coming next week, so I’m interested to see
what kind of effect my dad’s presence will have on the performance. As for now, I am so very

excited and thankful to have a few days to rest and recover.

Thursday November 20, 2014

Performance #4
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The break was needed. I felt so much better going into the performance tonight. After
making it through the first weekend, I think we’re starting to hit a stride, which makes me more
confident and able to allow myself to fully experience the emotional journey.

| spoke with my father today for his 68™ birthday. Concurrently, my wife is five months
pregnant with our first child. This play has really forced me to look at life differently and ponder
what it is all about. I think about the cycle of life and how we’re born to live for a short time and
then pass on. When I’'m on stage, holding Yorick’s skull, I think about the idea that the skull is
roughly the weight of a newborn and that my son will proverbially hold my skull one day, just as
| will one day have to hold my father’s. There is such an appreciation of life I have, as the actor,
after doing that scene. This play is about the value of time.

With this sudden awareness and surfacing sensitivity, and after reading a letter from my
father before the show, | felt full of emotion during the opening sequences. That investment,
focusing on Hamlet’s relationship with his father, carried on throughout the play and helped to
strengthen my actions throughout the show. | felt like | was fighting for more and with more
passion. | would say tonight was a success in terms of character development and investment.

In terms of the technical side of the performance, I certainly missed the mark in some
areas in terms of text. Annunciation was an issue for me tonight and I’m not certain if it’s a result
of the newfound emotional investment, or if | should focus more on diction during warm-ups.
Currently before shows, | attend the group warm-up, led by the actor portraying
Rosencratz/Guildenstern and then | practice text while biting down on a wooden pencil. 1 will
continue to incorporate these warm-up methods and perhaps try to find some time to use
additional vocal warm-up techniques. However, after checking props and wardrobe, and because

I’'m scheduled for several fight calls and | choose to attend the company warm up, there is very
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little time left to try additional vocal warm up exercises. Nevertheless, | will focus on that
tomorrow and I’ll start by getting some rest now. We have a long weekend ahead. I’ll miss this

show.

Friday November 21, 2014

Performance #5

My main goal for tonight was to pay closer attention to having proper diction and

annunciation and 1 felt like I met that goal. One scene | was particularly concerned about was the

Gertrude scene that takes place in her bedchambers. This scene is so emotionally intense and
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physically engaging that it requires absolute focus in performance. In addition to the scene’s
emotional and physical difficulty is the fact that it’s written entirely in verse. With speeches
written in verse, there is a certain rhythm we have to adhere to in order to give clarity and
encourage understanding. However, that rhythm is hard to achieve during so much physical
activity. Having proper breath support is key.

| think starting the warm-up earlier with my pencil in mouth helped to give me the ability
to form Shakespeare’s words better. I was also vigilant about staying hydrated throughout the
day, which helped with my overall health. Allergies, sinuses, and mucus continue to be an issue
for me going into our second week, though. I’'m dealing with the remnants of a cold, so getting
rest will be vital. Going into our show’s last night, however, I’m not sure I’1l allow myself the
luxury of sleep for too long.

Something happened tonight that really bothered me; a few people actually left during the
show, while a few others chose not to come back after intermission. Of course | assumed the
worst and took responsibility for their leaving. | talked to my cast mates about the guilt I felt for
not being able to retain our guests, but they assured me it wasn’t my fault. They went on to share
with me their joy for just being able to do this play. What they said helped me to refocus for the
second half of the show and go out with more confidence and an unbreakable spirit. This process
is making me a braver, stronger actor.

My family is coming tomorrow and I’m nervous about how their presence will affect the
performance. | will be very excited to see them and glad my parents will get the chance to see me
do Hamlet. I’'m very proud of the show we have created together and am eager to share our work

and corroborate why I haven’t been in touch for months.
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As far as the show goes, I'm still having some issues finding my way after Hamlet
escapes his trip to England and returns to Denmark. I’m starting to connect the dots more, but
there are still a couple of spots where I’'m still unclear about what my character must be thinking
and feeling. Particularly, Hamlet’s decision to fight Laertes is questionable to me. After getting
divine confirmation that he should kill Claudius, why does Hamlet accept this duel? For now, |
think he trusts fate more now and understands he has no control over his destiny. He believes he
is destined to kill the king and it will happen. I will continue to investigate those scenes to see if
there is anything deeper there. For now, I’ll get some rest and get ready for our final evening

performance.

Saturday November 22, 2014

Performance #6

I looked for my dad before the show and I couldn’t find him, but I knew during the

performance he was there. There was a particular energy in the room I can’t articulate, but it was
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very inviting. | felt like we were working well on all cylinders and the energy between
performers and the audience was equal. I’'m sure the presence of my family was a factor. The
tragedy Hamlet suffers throughout the show is so universal; it’s about life and death. It has
encouraged me to cherish life and my loved ones who live. Responsibilities have taken me away
from them for so long and so much time has passed. Being made more aware of the possibility of
imminent death makes me appreciate life more and wish to spend more time with those | love
and cherish. I think this feeling of gratitude propelled my performance tonight.

During the soliloquies, | was able to connect to the audience and I felt like they really
took the journey with my character. Having an encouraging audience makes such a huge
difference in the performance. Tonight, | was able to surrender to the emotional journey of my
character while maintaining the structure of the text. This has always been my ultimate goal, so
in those terms | would consider this performance a success.

I’m nervous about tomorrow’s last show. So much has gone into this show and I'm
wondering what kind of emotional environment the last show will bring. As for tonight, I think
I’1l stay loose and see what happens tomorrow. I’d like to practice being in the moment more,
without concern about misspoken text. Now that we are more comfortable with our lines, I think
we are at a great place to try new things and rediscover the play. Of course tomorrow is our last

show. Such is the nature of theatre.
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Sunday November 23, 2014

Performance # 7

Today we had to strike Hamlet. | knew the time would fly, but I still was not
prepared. The show was a matinee, which are always weird to me, but we had a good show. | felt
connected to the circumstances of the play and committed to my actions throughout, while
allowing myself to live in each moment. If we had another week with this play, I’d focus more
on letting him be in the moment more. Hopefully, I’ll have another chance to play the Prince of
Denmark one day.

I’m thankful for this opportunity, although I felt like it was an unreasonable and unethical
workload. | feel like the process has given me the ultimate validation that | can make it as an
actor. Or at least | can have some confidence in my abilities as an actor, given the vast
complexity and difficulty in playing Hamlet. Things continue to become clearer to me in this
script. I think I have a better idea of what Hamlet is going through toward the end of the show.
By the time he talks about there being “providence in a sparrow’s fall,” | think Hamlet has
finally transcended into the man he was destined to be. At that moment, Hamlet is finally ready
to ascend the throne.

After the show, a few of the cast members went to a local bar to culminate

the experience. This was a journey I will never forget.

121



Chapter 5: Artist Evaluation

“..To be honest, as this world goes, is to be one man

picked out of ten thousand.

-Hamlet



Chapter 5: Artist Evaluation

Looking retrospectively at the whole process of building the character of
Hamlet and performing with my cast mates for the run of the show, [ am filled with
many different emotions and thoughts. Of course with any performance, there are
things I generally look back on, thinking I should or could have done things
differently. My experience with Hamlet is no exception. It was very intimidating to
take on the role and though I was excited upon hearing the news I would have to
perform Hamlet as my thesis, | was equally terrified at the possibility of failure. I
quickly decided I would give my all and there would be no such thing as failure. |
soon began seeing the process as an opportunity for growth, which helped me to
remain positive during some of the more difficult parts of the process.

The character of Hamlet is very complex, but before I could even get into the
character, I had to learn his lines. The process of getting off-book was brutal.
Because I had such a small window of time, having been simultaneously cast in
Bengal Tiger, 1 spent countless nights up studying my lines until sunrise. I ran lines
as often as possible with cast and crew, and [ am thankful they made themselves
available to me. Particularly, [ had the hardest time memorizing Hamlet’s
conversation with Horatio in Act V scene ii. Because the show was so physical and
unpredictable, [ knew I had to have my lines memorized as well as my ABC’s. This
was my most important goal because generally a great deal of my understanding of
a character comes by way of what they say and do. [ think this was a goal that was

met and well orchestrated.
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Physicality was a huge part of this rehearsal process and performance.
Initially, sustainability was a major concern. Even if [ had succeeded in building the
character of Hamlet, there was no way [ would be able to repeat it without
eventually facing exhaustion. Even though I stayed well hydrated, there were
moments during the rehearsal process when [ was unable to physically move. I often
fell asleep while writing in my journal or during class. Particularly I was concerned
about my safety during the fight sequences in Gertrude’s chamber, at Ophelia’s
grave, and throughout the final duel with Laertes. I was also worried [ would get
hurt crawling through the tunnels by any protruding screws and about the
possibility of getting sawdust in my eyes. Despite a few minor scrapes and scratches,
thankfully we all completed the run with no major injuries, and my goal of
sustainment was accomplished.

Hamlet was undoubtedly my biggest challenge as an actor. There were some
moments, very slight instances, when I had to think about whether I should even be
an actor. However, the lure of playing such a powerful role always refocused my
energy and made me excited about the process. The cast and crew of this production
had such a supportive spirit, and [ always felt like everyone was fully committed to
make the show a success. Having completed the process of building the character of

Hamlet, I feel empowered.
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Appendix I: Scored Script
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A

Entor Fortinbras
FORTINBRAS
Where is this sight?

HORATIO
What is it you would see?
If anght of woe or wondar, cease your search,
’ FORTINERAS
This quarry cries on havoe, O proud Death,
‘What feast is toward in thine ctermal cell
That thow 50 many grinces at a shot
So bioodily hast struck?
AMBASSADOR
‘The eight is dismai,
And our affsirs from England come 100 late.
The cars are senscless that should give us hearng

And, in this upshot, parposcs mistook
Fall'n on th' inventoss' heads. All this can 1
Truly deliver.
FORTINBRAS
Let us hasts to hear it
And call the noblest to the audisnce,
For me, with sorrow I embmce my fortane,
I have some rights of memory in this kingdom,
Which now to claim my vantage doth invite me.,
HORATIO
Of that I shall have 2lso cause to speak,
Andﬁ'omhismumhwlwievoioa;rﬂldmww
more,
But let this same be presently performed
Even while men’s minds arv wild, lest more

mischance
On plots and ervors happen,
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To tell him his commandmant ju fulfilled,
‘That Rosencrantz and Guildenstern are dead.
Where should we have our thanks?
HORATIO

Not from kis
mouth,
Had it th" ability of life to thank you.
He never gave commandment for their death.
But since, 0 jump upon this bloody question,
You from the Polack wars, and you from England,
Are here arrived, give order that these badies
High on a stage be placed to the view,
And let me speak to <th’™> yel unknowing world
How these things came aboud. So shall you hear
Of camnal, bloody, and wnatural acts,
OF accidontal judgments, casual slanghters,
Of deaths put on by cunning and <forced> case,

FORTINERAS
Let four caplains
Bear Hamlot like a soldier to the stags,
For he was likely, had he been put on,
To have proved most royal.

HORATIO
Friends to this ground.
MARCELLUS
And licgemen to the Dane.
BARNARDO

S L PN VR P S



Say, what, is Horatio there?
HORATIO
A piece of him.
BARNARDO
Welcome, Horatio—Welcome, good Marcellus.

HORATIO
What, has this thing appeared apain tonight?
BARNARDC
1 have seen nothing.
MARCELLUS

Horatio says ‘de but our fantasy

And will not Izt belief take hold of him
Touching thiz dreaded sight twice scen of us.
Therefore I have entreated him along

With us to watch the minutes of this might,
That, if again this apparition come,

He may approve our eyes and speak to it

MARCELLUS
Poace, break thee off! Look where it comes again,
BARNARDO
In the same Ggure like the King that's dead.
MARCELLUS fto Horatio]
Thou art a scholar. Speak to it, Horatio,
BARNARDO
' Looks he not fike the King? Mark it, Horatio,
HORATIO
Most like. It <hmrows™ me with fear and wonder,
BARNARDO
It would be spoke to.
MARCELLUS
Speak 1o it, Horatio.
HORATIO
What art thou that usurp’st this time of mght,
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HORATIO
Tush, tush, ‘twill not appear.
BARNARDO
Sit down awhile,
And let vs once again assail your cars,
That are so fostified againat our stary,
What we have two nights scen.
HORATIO
Well, sit we down,
And let us hear Bamardo spenk of this,
BARNARDO
Last night of'all,
When yond same star that’s westward from the pole
Had made his course * illume that part of heaven
Where now it bams, Marcelfus and myself,
The bell then beating ape-
Enter Ghast.

Together with that fair and wardiks form
In which tho majesty of buried Denruark
Did somwolimmes march? By heaven, I charge theo,

speak.
MARCEILUS
1t is offended.
BARNARDO
See, it stalks away.
HORATIO

Stay! speak! speak! I charge thee, speak!

Ghast exite

MARCELLUS
‘Tis gone and will not answer,

BARNARDO
How now, Horalio, you treruble and look pale.
Is not this something more thun fantasy?
‘What think you on *t?



HORATIO
Befors my God, I might not this belicve
Without the sensitle and truo avonch

Of mino own eyes.
MARCELLUS
Is itnot like the King?
HORATIO
As thou art to thyself.
MARCELLUS

Thus twice before, and Jjump at this dead hour,
With martial stalk hath he gone by our watch,
HORATIO
Inwhnpaniwlzﬂnughﬂowuklhmml,
But i the gross and scope of mine opinion
This bodes same strange eruption to car state,
MARCELLUS

Goodmw,:itdmn,mdlellmc.h!hthww:.

Which he stood seized of; to the congueror,
Againat the which a maiety competent

Was gaged by our king, which had <totumed>
To the inheritance of Fortinbros
lbdhbmvmqﬂubu:,u,byunnmmm
And carriage of the article [designed)
ﬁlﬁﬂb!hmm,d:;mmhm
Of unimprovéd mettle hot and fall,

Hath in the skirts of Narway hers and there
Medw-ﬁnqr;zwlmmm

For food and diet to some eaterprise

That hath a stomach in *t; which is no other
But to recover of vs, by strang hand

And terms compulsatory, those foresaid Lands
50 by his father lost. And this, 1 take it,

I5 the main motive of our prepamtions,

The seurce of this our watch, and the chiel head

Why this same strict and most observant watch
So nightly tails ths subject of the Land,
And <Why=> such daily <Cast> of brazen canncn
And forcign mart for implements of war,
Why such impress of shipwrights, whose sore task
Docs not divids the Sunday from the week.
Mnois'uh:tunln!m.m

HORATIO

Thatcan],

Mleaumowﬂnpuspulo:aurlwtdm.
Whase image even but now appsared to us,
Wisa, s you know, by Fartinbras of Narway,
Thercto pricked on by a most emulate pride,
Dared 1o the combat; in which our valiant Hambet
Dbdnlayﬁ\isl’mdnbru,mbylsededm
Well ratificd by lasww and heraldry,
Did forfeit, with his life, all <thase™ his lands

Of this posthasie and remmage in the Jand.
BARNARDO

Well may it sort that this partentous figure

Comas arméd tiroagh our watch 50 like the king

That was and is the quastion of these wars.
HORATIO

Aml;hi:wmunuuind'uyc.

In the most high and palmy state of Rome,

A little cre the mighticst Julius fell,

The graves stood tenanticss, and the sheeted dead

Did squeak and gibber in the Roman strects;

As stars with trans of fire and dews of blood,

Disasters in the sun; and the moist star,

Upan whose influenco Neptune's empire stands,

Was sick almost to doomsday with eclipse.

And cven the like precusse of [feared] cvents,

As harbingers preceding still the fates
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And prologue to the omen coming on,
Huve heaven and Earth together demonstrated
L‘nloowcﬂmmmdmuymm

Enter Ghast,

But soft, behold! Lo, where it comes apain?

Il cross it though it blast me.—Stay, illusion!
Jt spreadss his arms.

Ifthou hast any sound or use of voice,

Speuak o me.

If there be any good thing to be done

That may fo thes do case and grace to me,

Speak to me.

1f thou art privy to thy country’s fate,

Which happily foreknowing may avoid,

G, speak!

"Tis gone.

We do it wrong, belng so majestical,

To offer it the show o.l‘viohncc,

For itis as the air, invelnerable,

And our vain blows malicious moekery.
BARNARDO

Tt was about to speak when the cock crew.

TORATIO

And then it started liko a guilty thing

Upen a fearfisl summons. § have heard

The cock, that is the trumgpet to the mor,

Doth with his lofty and sheifl-sounding throat

Awalool’wsodo(‘day.lnduhism

Whether in sea or fire, in earth or air,

Ih' extravagant and emring spirit hics

To his confing, and of the truth herein

Or if thou hast uphoasded i thy life
Extorted treasure in the womb of carth,
For which, they aay, <you™ spirits ofl walk in death,
Speak of it The cock
crows
Stay and speak!—Stap it, Marcellus.
MARCELLUS

Shall § strike it with my partisan?

HORATIO
Do, ifit will not stand,

"Tis here.
HORATIO
"Tis here.

<Ghost Exits>
MARCELLUS

MARCELLUS
Tt faded on the crowing of the cock.
Some say that cver ‘gainst that scason comes
Wherein gur Savios™s birth is celebrated,
Tlﬁsbi:ﬂofdawﬁmsﬁuﬁhlﬂﬁghlm
And then, they say, no spirit dase stir abroad,
Tha nights are wholesome; then no planets striks,
No fitiry takes, nor witch hath power to charrm,
So halloved and 50 gracions is that time.

HORATIO

S0 have I heard and do in part bedieve it.
But look, the mom in russet mantle clad
Walks o'er the dew of yon high eastward hill.
Break we oar watch up, and by my advice
Let us fsapart what we have seen tonight
Unto young Hamlet; for, upon my life,



Thhq:iviuhnbtongwilspeahoﬂm.
Do you consent we shall scquint him with it
Mnaedﬁhourlovm,ﬁlﬂn;owdm
MARCELLUS
I.u‘adu'l.lmy,mdulismkmw
Where wo shall find him most convenient,
They exit.

ACTLSC T
Fiourish. Enter Claudtus, King of Denmarks, Gertrude the
Quren, the Connctl, as Polontus, and his son Lacrtes,
Tiamiet, with others, Among theor Voltemeand and
Cornelius,

KING
Though yet of Hamlct our dear brother's death

Cnﬂwﬁdvﬁﬂ-ﬂﬁs&mnfﬁsw
He hath not failed to pester us with message
Importing the surrender of those Jsnds

Last by his father, with all bonds of Law,

To our most valiant brother—go much for him,
Nowfwmuﬂfmdfotnﬁﬁnuofmcﬂn&
Thus much ths business is: we have here writ
ToNorway, uncle of young Fortinbms,

Whe, impotent and bedrid, scarcely hears
Otﬁ:mmphw‘spumbwpms

Hhs farther gait hargin, in that the lovies,

The lists, and full proportions are alt mads
Out of his subject; and we here dispatch

You, good Comelits, and you, Voltemand,
}'mbemotﬂﬁmwddNomw,
Giving to you no further personal power
Tobmmmﬂnﬁemmmmem

The memory be green, and tiat it us befitted
Tohuowl\namingdcf.mourwbolcl&udcm
Toboammdhmhwofwoe.

Together with remembrance of purselves,
memmmmmm
T imperial jointress to this warlike stato,
Tave we (a5 ‘twere with a defeated joy,
With an ausgicious and a dropping ey,
Wilhn‘lm!nﬁmu:l-ndm‘m&phmnﬁm
In cqual scale weighing deligit and dolc)
Taken to wife. Nor have we herein barred

Your better wisdoms, wwhich have freely gome
With this affair along. For all, otr thanks,

Now follotys that vou know. Young Fortinbras,
Holding a weak supposal of our worth

Or thinking by our late dear brother’s death
Our state o be disjoint and out of frame,

Of these dilated articles allow,
[Gitving tliem a paper]
Fmﬂl,ndldymhﬁomdyowuy.
CORNELIUS/VOLTEMAND
In that and all things will we show aur daty,
KING
We doubt it nothing. Heartily Farewell,
<Voltemand and Cornelises
exif>
And now, Lacrtes, what's the nows with you?
You told us of some suit, What is "t, Tacrtes?
What wouldst thou have, Lacries?
LAERTES
My dread lord,
Your leave and favor to retum to France,
From whence though willingly ¥ came to Denmrsark
To show my doty in your caronation,




Yet now { must confess, that duty done, How is it that the clowds sl hang on you?
. My thoughts and wishes bead again towand France HAMLET \(ﬂv"a?
And bow them 10 your gracioas leave and pardon. Not 50, my bord; 1 am to0 much in the san. )(QW
KING QUEEN
Have you your father's leave? What says Polanius? Good Hamlet, cast thy niphted color off,
POLONIUS And lct thine eye Jook like a friend on Denmask.
Hath, my lord, [wrung from me my slow leave Do not forever with thy vaildd lids
By laborsome petition, and at last Seek for thy noble father in the dust,
Upon his will 1 scaled my hard consent] Thou know'st "tis commos; all that lives must dic,
1 do besoech you give him Jcave to go. Passing through nature @ cternity. ‘
KING HAMLET {f\‘y\
Take thy fiir hoaw; Lacrtas, Tiano be thing, T S MR Yo R
And thy best graces spend it at thy will,— . QUEEN
Bug now, my cousin Hamiet and my son— Ifit be,
HAMLET faside] Why scems it so farticular with thee?
WA&aanmﬁnm&mﬁ . HAMLET
\° KING “Scons,™ madam? Nay, it . 1 know 00t “senens.”

*Tis ot slane my inky loak, <good> mother, To do obsequions sorow. But to persever
Nor customary suits of solemn bisck, Tn obstinate condolement s a course
Wor windy auspiration of forced bresth, Of impions stubbomncss. *Tis unmanty gricf.
No, Bor the frutfl Fiver in the oy, It shows a will most incatrect to heaven,
Nor the dejocted Favior of the vissge, A bt unfortified, <x> mind impaticat,
Together with all forms, moods, [shapes] of gef, An understanding simple and naschooled.
'&uc';\ﬁm-o'lomt;ﬂy.'lb;chfnd's;c-m‘ For what we know must be and is as common
Fm&ymam&n;muﬂwﬁ;y; As any the mest vulgar thing to seree,
But T have that within which passes show, ; Why shoald we in our peevish opposition
These but the trappings and the suts of woe. Take it to heart? Fic, *6a u fiudt 1o heaven,
KING A fault against the dead, a fuult to nature,
"Tis sweet and cemmendable in vour sanse, To reason most absurd, whose common theme
Hamlet, Is death of fathess, and who still hath cried,
To give these mowming daies to your father, From the first corse il he that died today,
' But you must know your father lost a father, “This must be $0." We pray you, throw to carth
Thst father loat, lost his, and the surviver bound This unprevailing woe and think of us
. In fitial obligation for some form As of a father; for let the world take note,
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You are the most immediato 1o our throne,

And with 0o less nobility of love

"Than that which dearest father bears his son

Po T impart toward you, For your intent

In going back 1o school in Wittenberg,

Itis most retrograde 1o our desire,

And we bescech you, bend you to remain

Heze in the cheer and comfiet of our cye,

Our chicfest courticr, cousin, and our son.
QUEEN

Lzt not thy mother lose her prayers, Hamlet,

thc,mywilhm.conutowm

HAMLET I

Isiailin all my Best obey you, madam.
KING

Why, 'tis a Joving and a fair reply.

Be as ourszIf in Denmark, —Madam, come.

But w0 menths dead-—niay, not so much, 10t two.
So;cdlauki-;ﬂmv;sloan

Hypesion to a Saiyx; 50 loving o oy mother

That he might S0t betoem the wiads of Beaven
Visit her fice 100 roughly. Heaven and Barth,
Musst T remiiuber? Why, she <would bang an him
As if increase of appetite had grown
Bywhbuilf:dm Andy:.wiﬂi.namo.mh

(Let e not think on *t; frailty, thy name is womant),
A.ll;don;nﬂl.oru—e'ﬂwud;.csmoﬁ

With which she followed sy poor father's body,
Iikc!\‘i:bo,all;m—whyze.;vm;l;»
(O(R.Gnumw;um;ud:m
Would have moumed langer!), razrried with my
ncle,
w&wsh‘uh‘bﬂ:omﬁumgm
Thm'?lol;md;.w};nm;m
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This gentlc 2nd unforced accard of Hamiet

Sits smiling to my heat, in grace whereof

Nojocmdhcdlhlhnl)cnmﬂc&inhto&y

But the great cannon to the clouds shall tell,

Nﬂhﬁ“amﬂnbmmlhﬂlhnﬁxnﬁn,

Respeaking carthly thonder. Come awary.

Flourish. All but Hamlat exit

HAMLET

O, tiat this {00, 100 sullied flesh wordd melt,

Tiiw, and resoive itself into @ dew,

Or tiat tho Everiasting had not fixed

His Sinon "gainst <self-siughter> O God, God, (an v\é‘&
How <weary,> siie, i3, sad unprofitable ¥o 2 "._’A“,(
Seem to me all the wses of this werld! \“aia"b‘{a)}?
Fie ou %, ah fie! *Tis an Ghweeded Farden ’\“’M 0‘{})

That g7divs fo seed. Things rank and goss in Aature 01/«\%

Posiess it merely. That il should come <10 this>

- - - -— —
Ere yet the salt of most unrighiteous tears
- -

in her galléd eycs,
- - — - —
She magried. O, most wicked speed, Lo post

- -
Had lef! the flushing

— - - -
With such dexterity to incestuous shoets!
1t i not, sor it SInnot came to god.

But bcak, my hiart, for T must hold my fongns.
Enter Horatio, Marcellus, and Barnardo

HORATIO
Hail to your Lordship,
HAMLET ¢
Tangadiosmymnit. Y&
Homi - or 4o forget s * e €N
HORATIO
The same, my Tord, and your poor servant over.
HAMLET



=
Sir, My good fifend. I'N chiange that name with you. We'll tedch yoa to drink <deep> ers you depart. »ﬂdé?o

. N Andwiat makeyou from Wittenberg, Horatio?— HORATIO
Marcellus? : My lord, T camo to see your father's funesal,
X0 MARCELLUS HAMLET 3
My good lord. I;idwgd_onuu:ckm.f:nwa;dmt \egqcbc
HAMLET 1 Gk it was to <aee> my mother’s wodding,
o;&iniqgmw;mﬂoaamdajam HORATIO
A e : Indeed, my foed, it followed hard upon.
¥ Pus what, in faith, make you from Wittcaberg? HAMLET
A trust disposition, good my lord. Did coldty farnish forth the marriage fabies. ikl Aer
HAMLET Would T had st my desrest foc in beaven W{f”A
1 woudd not hicar your Znemy say 50, Or aver 1 had eden that day, Hortio!
hi‘\ Nurlh-lnyuud.omy;rnnlv?d;\ee Myf;hu—-mcd-idch:emy.f;lh. O‘l\
A% Tormkeit thister aFyour own repart HORATIO 3’0 wos
o Agsinst yourself. 1 kiow you are o traxnt, Where, my lord?
But what is your atfair in Elsiore? HAMLET
®
3‘0\("\& In sy mind's eye, Horutio. Upan the witness of these gentlemen
HORATIO This marvel to you.
1 saw him once. He was a goodly king. HAMLET \*@(
HAMIET Fcc:d‘slove.gmeh;ﬂ \Um
\\d\t{m&mimeﬁ'mmrih:n, HORATIO
X 1 stiall not [ook upan his ke again. “T'wo nights together had thess genticmen,
HORATIO Marcellas and Barnasdo, o their waich,
My Tord, T think 1 saw kim yestemight In the dead wasto and middle of (e might,
HAMLET Been thus encountered: a figure like your father,
?}y Saw who? Appears before them and with solemn march
\(9"& HORATIO Goes slow and stately by them. Thrice he walked
My lord, the King your father. X By their oppressed and fearsurpriséd cyes
HAMLET Within his tranchoon’s length, whilst they, distilled
M ‘Ibe King my father? Almost fo jelly with the act of fear,
%o b(} HORATIO Stand dumb and spesk not 1o him. This to me
Season your admirstion for a while In dreadful secrecy impart they did,
. With an attent car, tll I may deliver And T with them the third night kept the walch,
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¥

[Where, as] they had delivered, both in time,
quol'!hclhiu(uchwm!uudommdm
The apparition comes. T knew your fither;
These hands are not more like.
HAMLET
Bmw;tcwasu?s?

lord, upon the platform where we watch,
ws\‘” _

IXdyounnupukunﬂ

HORATIO .

My loxd, T did,

But answer made it none. Yet once methonght
Itlifted up its head and &d address
Jtself to motion, ke 25 it would speak: -
Hut even then the moming cock crew loud,
And at the sound it shrunk in haste away

\&r
‘v ‘Mro‘g

HORATIO

Nay, very pale,
HAMLET

(\’.X\Wmadm:mpam
\\) HORATIO

Maost constantly.
HAMLET

T would I hiad been there.
HORATIO
Ttwould have much amazed you

HAMLET
Very like. Stayed it loag?

HORATIO
Whils one with modzrate haste might tell a
handsed.

BARNARDOMARCELLUS

138

And vanished from our sight,

HAM!.BT\Q YM'

HORATIO
As I do live, my hanoted loed, *tis troe,
And we did think it writ down in our duty
To lei you know of it.

"l':s;rysﬁ';gc.

HAMLET
Heldyeu the watch tonight?
ALL
We do, my lard,

What, I5oked be frowningly?
HORATIO
A countermeos more in sarrow than in anger.

HAMLET
Lamger, longer,
HORATIO
Notwhen I saw 't
HAMLET : \u\")’

Twill watch fronight ]
Perchance "twill walk agni‘n. p ‘\) wn&)(
HORATIO
1 warvand it will.
HAMLET
- - - - -
If'it assume my noble father's person, \-o"‘)
Il speak o it, though Bell itscif should gape

)

Andl;‘-dmobﬁdmpe?ce.lp?:ym;l, :
1f you have hitherto conceslod this sight, (é(w”,(
- - - - - \
Letit be tenable In your slence stll;, Y0
And whatsomSver eise shall bap tonight,
Gveiunundkm- andi ;unoum‘
- - - - =
T will requite your loves. So fire you well
Sy
so O



Up:nlbep;tfum 't;!ndmmdm:l.w.

. 1Ml visit you.

Qur duty to your Honor.
o e

,u‘“ Yenrla-;:s, uu;;o tnyt.n.-hxcw:n.

ALL

o )
(AR buat Hemslet] exit.
My father's spisit—in azms{ All is not well.
AV T doubt some foul play. Would the night were came!

o> d Till G, ait s6l, mny soul. <Foud> dads wil 756,
W‘J}P Though all the carth o’erwidim them, 1o men’s
Yo X

o He exits.

ACTL SCUL
Enter Laertes and Ophelia, s sister,

LAERTES
Think it no more.
Perhaps he loves you now,
And now on s0il nor cautel doth besmirch
The virtue of his will; but you st fear,
His greatness weighed, his will is not his own,
<For he himselfis subject to his birth>
e muy not, as unvalued persons do,
Carve for himeelf, for on his choive depends
“Ihe safety and [the] health of this whole state.
And therefore must his choice be circamseribed
Unito the voice and yickding of that body
Whereal he is the head, Then, if he says he loves
You,
Tt fits your wisdom so far to belisve it
As Ite in his particular act and place
‘ May give his saying deed, which is no fisrther

LAERTES
My nocessaries are embarked. Farewell,
And, sister, as the winds give benefit
And convey <is> assistant, do not sleep,
But let me hear from yoi

OPHELIA

Do you doubt that?

LAERTES
For Hamlet, and the trifling of his favor,
Hold it a fshicn and a toy in blood,
Aviclet in the youth of primy nature,
Forward, not penmanent, sweet, not lasting,
The perfiume and suppliance of a minute, )

No more,

No more but 80?

Than the main voico of Denmark goes withal,

Then weigh what loss your honor may sustain

If with 100 credent caryou list his songs

Or lose your hesrt ar your chasts treasure open

To his unmmastered impartunity,

Fear it, Opbelia; fear it, my dear sister,

And keep you in the rear of your affection,

Out of the shot and danger of desire.

Be wary, then; best safety lics in fear.

Youth to itself rebels, though none clse near,
OPHFEIIA

T shail the effect of thiz good lesson keep

As watchman to my heat. But, good my brother,

Do not, as some ungracious pastors do,

Show me the steep and thomy way to heaven,

Whiles, ke 2 puffed and reckless libertine,

Himszlf the primrose path of dalliance treads
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And recks not his own rede.
LAERTES

O, fear me not.

Enter Polonius.

POLONIUS
Yet here, Laertes? Abaard, aboasd, for shame!
‘The wind sits in the shoulder of your sadl,
And you are stayed for, There, my blessing with
thes,
And these few precepts in thy memuory
Look thou charscter, Give thy thoughts no tongue,
Nor any unpropaortianod thought his act.
Be thow familiar, but by no means valgar,
These friends thou hast, and their adoption tied,
Grapple them unto thy soul with hoops of steel,
But do not dull thy palm with entertainment
Of each new-hatches], enfledged courage. Beware

Most humbly do 1 take my leave, my lond.
Farewell, Ophelia, and remeraber well
What I have said to you.

OFHELIA
"Tis in my memary locked,
And you yourseif shall keep the key of it.

LAERTES
Farowell.

POLONIUS
What is ', Ophelia, he hath said to you?

OPHELIA
So please you, somcthing touching the Loed
Hamler,

POLONIUS
Marry, well bethought.
"Tis told me he hath very oft of late

Given private ime 1o you, and you yourself’

Lavrtes exits,

Of entramce (o a quasrel, bud, being in,

Bear 't that th” opposéd muy beware of thee.

Give every man thy ear, but few thy voice.

Take cach man’s censure, but reserve thy judgment.

Costly thy habit as thy purss can buy,

But not expressed in fancy (rch, not gaudy),

Far the apparel oft proclaims the man,

And they in France of the best rank and station

<Are> of 3 most select and generows chiefin that,

Neither a barvower nor a lender <bo,>

Tor <lous™ oft loses both itself and friend,

And borrowing <dulls the> edge of husbandry.

This above all: to thine own seif be trug,

And it must follow, as the sight the day,

Thou canst not then be false to any man.

Farewell. My blessing scason this in thee.
LAERTES

Have of your audicnce been most free and
bounteous.
1 it be so L must tell you
You do not understand yourself so clearly
As it behooves my daaghier and your honor.
What is between you? Give me up the truth.
OPHELIA
He hath, 1y lord, of late made many tenders
Of his affection 1o me.
POLONIUS
Affection, pub! You speak like a green girl
Unsifted in such perilous circumstance,
Do you believe his “tenders,” as you call them?
OPHELIA
1 do not know, my lord, what T should think.
POLONIUS
Marry, I will teach you, Think yousself 2 baby
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“That you have ta'en these tenders for trnse pay,
Which are not sterfing. Tender yourself more dearly,
Or you'll tender mw a foal.
OPHELIA
My lord, he hath importuned me with love
In honorabdle fashion—
POLONIUS
Ay, “fashion” you may call it. Go to, go tol
OFHELIA
And hath given countenance to his spesch, my lord,
With almost all the holy vows of heaven,
FOLONIUS
Ay, <springee™ to catch woodeocks, I do know,
When (he blood bams, how prodigal the sonl
Lends the tongue vows. These blazes, davphter,
Giving more light than heat, extinct in both
Even in their promise as it is s-making,

I shall obey, my loxd.
They exit.

ACTEL SCIV
Enter Hamlet, Horatio, and Marcellus.

HAMLET
The & biles strewdly; 11 is very cold
HORATIO
It is <a> nipping and :m cages air.
HAMLET
What hanr nosv?
HORATIO
1 think it locks of tweive,

MARCELLUS

You must not take for fire, From this time

Be somcthing soanter of your maiden prossnce.

wmwal:mm

Than a command to parle. For Lord Hamlet,

Believe so much in him that he is young,

And with a larger <tether> may he walk

Than may be given you In few, Ophelia,

Do not believe his vows, for they are brokess,

Not of that dye which their investments shosy,

But mere <imploratoes> of unholy suits,

Breathing like sanctificd and pious [bawds)

‘The better 1o <beguile.> This is for all:

I would nat, in plain teoms, from this time forth

Have you so slander any soment lesure

As to give waords or talk with the Lasd Hamies.

Look to 't I chatge you. Come your ways.
OPHELIA

No, itis struck,
HORATIO
Indeood, 1 heard it not. 1t (hen draws near the season
Wherein the spirit held his wont to walk.
A flosrish of trumpets and two pleces goes off.
‘What docs this mean, my lord?
HAMLET

The King doth wake tonsght and tskcs his rouse, \e N\&/\’

Keops wassail, and the swags'ring upspring reels;
And, 2% he drins his draaphts of Rbenish down,
mM-\du—mdﬁsm:ﬂ

The ;unph:fhl ﬁ:hs

HORATIO
Is it o custorn?

HAMLET
Ay, marry, is 't,

&&Emym-id. lhoqh?ann.;ﬂw!;u




That you have ta'en thess tenders for rue pay,
Which are not sterding. Tender yoursclf more dearly,
Or you'll tender ms a fool
OPHELIA
My lord, he hath importancd me with love
In honorable fashion—
POLONIUS
Ay, “fashion” you may call it. Go to, go tol
OPFHELIA
And hath given countenance to his speech, my lord,
With almost all the holy vows of hesven.
FOLONIUS
Ay, <springes™ to catch woodeocks. I do know,
When the blood bums, how peodigal the sonl
Lends the tongue vows. Thess blazes, dsughter,
Giving maro light thon heat, extinct in both
Even in their promise as it is a-making,

I shall obey, my lond.
They exit.

ACTL SCIV
Enter Hamlet, Horatio, and Marcellus.

HAMLET
The Sr bites xh-emly;; i \::y cold.
HORATIO

Itis <a> nipping and an cager air,

HAMLET
What hoar now?
HORATIO
1 think it Jacks of twelve,
MARCELLUS

You must not take for fire. From this ime

Be something scanter of your maiden prossnce,

s«ymm;tumuuliumm

‘Than a comuand to parte. For Lord Hamiet,

Believe so much in him that he is young,

And with a larger <tether> may be walk

Than may be given you In few, Ophelia,

Do not believe Fis vows, for they are brokers,

Not of that dye which their investments show,

But mere <implorators> of unholy suits,

Breathing like sanctified and pious [bawds)

The better to <beguile,> This is for all:

1 would nat, in plain terms, from this time forth

Have you so stander any mosoent leisune

As to give words or talk with the Tard Hamles.

Look to ', I charge you, Come your ways.
OFHELIA

No, itis struck.
HORATIO
Indecd, I heard it not, 1t then draws near the season
Wherein the spirit held his want to walk.
A flowrish of trumpets and two pieces goes off.
What does this mean, my lord?
HAMILET

The King doth wake tonreht and takes his rouse, -
Yo

Ketps wassail, and the swag'ring Spsping fects;
And, = he drains his draughts of Rhenish down,
The Ketitedriarm and trampet thus bray out

Tho tricuaph of his pladgs.
HORATIO
1s it a custom?
HAMLET
Ay, marry, is 't,
o - e




Mahu-mnab:n.iti‘nm

Enter Ghost.

HORATIO
Look, my lond, it comes,
HAMLET
\eQ“ Angels and ministers of grace, defind ws!
y Bon;us;mufh;lﬂ\or;:hlmdn;wi
m. Bring with thee airs fom beaven or blasts from

hell,

Ben.;hn.u:w::kcdwd;n;ﬂn

Thou com'stin such a questionable shape
That 1 will speak to fhee. Tl call thee “Hismlet
“King." “Father,” *Royal Dane." O, mswer me!
Let n;nmb;nﬁ?mu:nw. hn:l!

Wﬂ‘

MARCELLUS
Look with what courtcous action
1t waves you 1o 2 mare removéd ground.
But do not go with it
HORATIO
No, by no means.
\03 - _ H:MLF.T
b@ T will not speak. Then I will follow it
HORATIO
Do nat, my lord.
HAMLEY
(\}/ Why, what shoald be the fear?

\v‘é} ld:nu;mﬁ—fenap-;\'lf;.

@f? And for my soul, what cam it do to that,
Beiny,a thing immoctal 35 itsclf?
hw:\umfu.l.thaa:n.l'ﬂgﬂow;.

‘&g\o\y HORATIO

Yo

S

l\»d'&“'%
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Wiy thy canonized bones, hearséd in death,
Have barst their cerements; why the sepalcher,
Vot
Flath oped his penderousand marblojowss |
“Fo-cast thee up again- What may this mean

Fhat thow; dead corse;again in complete sicel,
Rovisity thas the glimpsees of the'maon,

Making right lidcous; and we fools of sture

So horridly-to shake our disposition=

Witk thoughts beyond the resches afour souls?
Say, why is this? Wherefore? What should we do?

@9
<Gheut>
beckens.

HORATIO
Tt beckons you to go aveay with it
As if'it some impartment did desire
To you alone.

What ifit tempt you toward the flood, my lord?
Or to the dreadful summit of the chift
That beetles o"er his base into the sea,
And there assume some other hordble form
Which might deprive your sovercignty of reason
And draw you info mdness? Thiok of it ’
Itwrlcams?ﬂ.——(ioa.n.l'llf:lowl:o.
MARCELLUS
You shall not go, my lord. [They hold back Hamlet]

&

HAMLET .
— e “‘
Hold off your hands. \Pd
HORATIO
Be mled. You shall not go.
HAMLET
- —
My fite crics ot

m-ﬂ-nm;mrnms?nﬁsb:ay
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‘};'r
- e e O
As hardy as the Nemean lion"s nerve,
Still am 1 called. Unhand me, peaflemen. \a.
By!;avql'llu:hld;nofb;ﬂml:hm!
I say, away!—Go an. 11l fallow thee. \p?}”q‘/
Ghost and Hamlet exit.
HORATIO
Ho waxes desperate with imagination.
MARCELLUS
Let's follow. *Tis not fit thus (o obey him.
HORATIO
Have after. To what issue will this coms?
MARCELLUS
Samething is rotten in the state of Denmark.
HORA‘HO
Heaven will direetit
MARCELLUS
Nay, let's follow him,

Musst render up myseli.
HAMLET qug’l
Alis, poorghost!. {4
GHOST
Fity me pot, but lend thy scrious hearing
To what I shall unfold.
HAMLET
Speak. I nm bound to hear. o
GHOST

ey

So art thou to revenge, when thow shalt hear,
HAMLET

lmﬁufathu"sspiﬁl,

Doomed for a centain term to walk the night
And for the day confined to fast in fires
’Hﬂmnfonlcdmudaninwdlpotmwe

N

Enter Ghost and Hamlet.

HAMLET
Wilhcrw-mmwl;dmc?sl;m:k.m;nn qu
- ; w)@

HAMILET &/
o

GHOST
My hour is almost come
When T to sulfrows and toementing flames

" Are bumt and purged away, But that T am forkid

To teli the sccrets of my prison house,

I could a tale unfold whass lightest word

Would harrow up thy soul, frecze thy young blood,

Make thy two eyes, like stars, start from their

spheres,

Thy knotted and combindd locks to part,

And each particular hair to stand an ¢nd,

Like quills upon the fearful porpentine,

But this cternal blazon must not be

To ears of fiesh and blood. List, list, O Hstt

If thou didst ever thy dear father love—
HAMLET

0 Godt '
GHOST

Revenge his foul and most unnatural murder.
HAMLET
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Murder?
GHOST
Murder most foul, as in the best it iy,
But this most foul, strange, and vanatural.
HAMLET
Histe me fo know " that T, with wings as.swift

Q‘l}‘{! As meditation or the thoughts of fave,

Nay sweep to my revengs.

GHOST

1 find thee apt;
"Tis given out that, sleeping in my orchard,
A serpent stung me. So the whole ear of Denmark
Ix by a forged process of my death
Rankly abused. But know, thou nable youth,
The serpent that did sting thy father’s life

Now wears his crown.

And prey on gartage.

But soft, methinks T scent the moming air.
Bricflet me be. Slecping within my orchard,
My custom always of the afternoan,

Upon my socurs hour thy uncle stale,

With juice of curséd beboan in a vial

And in the porches of my ears &d pour

The leprous distilment, whose effect

Holds such an enmity with hlood of man
That swift as quicksilver it courses throagh
The natural gates and alleys of the body,

And with a sudden vigor it doth <posset>
And curd, like cager droppings into milk,
The thin and wholesome blood., So did it mine,
And a most instant tetter barked about,

Most Jazar-like, with vile and loathsome crust
All myy smooth: body.
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GHOST
Ay, that incestuous, that adulterate beast,
With witchoraft of his wits, with traitorous gifts-—
O wicked wit and gifts, that have the power
So 1o sechecel-—won to his shameful Lust
The will of my mast seeming-virtuous queen.
O Hamlet, what <s> falling off was there!
From me, whose love was of that dipaity
That it went hand in hand cven with the vow
T made to her in masriage, and to decline
Upon a wretch whose natural gifis were poor
To those of mine.
But virtue, as it never will be moved,
Though lewdness court it in a shape of heaven,
So, <Just,> though to a radiant angel Enked,
Will <sate™ itself in a celestial bed

Thus was [, sleeping, by a brother's hand
Oflife, of crowm, of quecn at onco dispatched,
Cut ofl, even in the Blossoms of my sin,
Unhouseled, disappeinted, unancled,

No reck’ning made, but seat to my account
With &1l my imperfections on my head.

O horrible, O homible, most harrible!

Tf thou huast nature in thee, bear it not,

Letnot the royal bed of Denmask be

A couch for luxury and damndd incest.

But, howsomever thou pursues this act,

Taint mot thy mind, nor ket thy soul contrive
Against thy mother angle. Leave her to heaven
And to thosa thoms that in her bosom lodge
To prick and sting het. Fare thee well at once.
The glowworm shows the matin 1o be near
And "gins to pale his unsfectual fire,



Adicu, adicy, sdicy. Remember me <He exits. >
. HAMLET
O 3l you host of heaven! O Earthi What clse?
And shall 1 coaple Bell? O fic! Hold, bold, my hoar,
xﬁ\&*‘rmm.wdnmwmkmow,
Mbexme@mpmkmberdm
Mpoorghmgwwumemybddsamt
this distracsed globe. Remsenber thes?
Ya.ﬁumlhohbleufuym:muy
q\\"d‘!)'f 1'Nl wipe away all trivial, fond rocards,
M:Jmofb?mmfm—m,mp&mnp;z,
\)\’) «J, That youth and obssrvation copicd thare,
And iy commndment ali alone shall Fve
% Within the baok and volume of my brain,
o WP Unmixed with Vaser matter, Yes, by heaven!
u“ﬂt\* O most pemicious woman!

w O villain, villain, smiing, damnd villint

)@ 6 Sobeit

MARCELLUS

How is *t, my noble lerd?

HORATIO
What news, my leed?
‘6 W O, wanderful!
HORATIO
Good my lord, tell it,
: HAMLET
(&}W PTo, yuuv:l.l m:al it

X" HORATIO

Not I, my lord, by bheaven.
MARCELLUS

Nor T, my lovd,
‘ HAMLET

My @ables - meet it is T set it down
Thot ome may smile and smilc and be = villzin.

At1éat 1 am sie it mary be 50 in Denmark.

[He writes.]
;u.mlc.lb;em:v.h‘ow;mw;d. \C \&
R T e AL
?haw swom 't _-‘q\\)) \)N’\ e
™y
Enter Horatio and Marcellus.
HORATIO
My lord, my lord!
MARCELLUS
Lord Hamlet.
HORATIO
Heavens secure lom!
HAMLET
How say you, (320? Would heart of man once think SQQ’X
it? .\Q W
But you'll be soeret?
HORATIOMARCELLUS
Ay, by beaven, <my lord>

W
There's never a villsin dweiling in olf Denmask:
But be's an drvant kaave.

HORATIO
There needs no ghost, my lord, come from the grave
To tell us this.

HAMLET \'

Wy, sight, you are fn the right. %O =

And %5, withatt more circunstance at all, O"X
Thold it Bt that we shake hands and part, X0 &
Y';qaywb:dneuaﬁdm‘;bnp;ﬂyw

(For every man hath business and desire,



Such 28 it ), and forr my own poor pat,
-
’ lwlllgop;y‘
HORATIO

Thess are but wild and whiding words, my lord

HAMILET
N - - - - -
é& 1 sm sarry they offend you, heartily:
Yes, fiith, hearly.
HORATIO
Thers’s no offense, mry lord,

. HAMLET
@y/ﬁ.wmmu?nmiﬁﬁ
\é And much offense, 100, Touching this vision here,
! X Bzuﬁmgh;t—mi;m;nym
@ Fwy?wdd?ehh:wwm;m‘:nng
‘O'crmaster 't a5 you may. And now, good fends,
£ As you are fiiends, schalars, and soldicrs,
Xd Y Cﬁw;;nnnep:oﬂw;t

— - > gy:af‘*'
IndEod, upan my Semiosd
GHOST

&a& ‘S’}&‘)}m under the stage Swear.
*9, HAMLET
..‘, Caau;l.youh-w\&f:nowindn;llu;e.
Conscat to swear,

HORATIO
Proposs the oath, my lord.,
HAMLET
Nover to speak of this that you have S5n,
Swmbymym
GHOST
[bencath] Swear.
HAMLET
Swear by my SREETS
Never to speak of (148 flat you have beard.
. GHOST
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HORATIO
What s *t, my Jord? We will.
HAMLET
Nover make known what you have s2¢a foright.
HORATIOMARCELLUS
My lord, we will not.

HAMLET

[bencath] Swear by his sword.
HAMLET
HORATIO
© day and night, but this is wondrous strange.
HAMLET
Andd;vﬁn:ls;m;whw.;bune.
Therc are more things in heaven and carth, Horatio,
Than arc.dreamt of in your philosophy. But come.
Hte, as befors, never, 5o help you miercy,
!{wwhwoam"'«lb;rm:f
(As T perchinoe heretfter il think meet
To;nan:m'nd;po:ﬁm:o
That you, at sich times socing me, never shall,
With Fms encumbered thus, or this headshake,
b prononETg ol Foime GOl pliasc,.
e Well, well, we know,” or “We couldani€we
cwould," >

r&
fo s—cc:;*r

secrecy
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‘That you know supht of mo—this do swear,

Sop;nendm?ny;yout;mlnwdwpym

GHOST,
[bensath] Swear.

HAMLET
Rest, n;t. pem.:béd q.ilil.—So. .;nlc-;n.

Whhn-nmyl:wl:om:ulmmy;u
Mldw!.nlwp;un;nuﬂ:niu;
Nhy:ol‘ap;ahﬁl;cdtzuﬁm;om
God willing, shall not lack. Let us go in together,
Ndi;llywﬁ.;waymrh-p.lp;y

The Sme is out of joint. O cursd spite
’lhn;wrrmb;nmn;hﬁ;w

As if he had been looséd out of hell
To speak of horrors—he comes before me.
POLONIUS
Mad for thy love?
OPHELIA
My lord, 1 do not know,
But truly 1 do fear it
POLONIUS
What said he?
OPHELIA
He took me by the wrist and held me hard.
Then gocs he to the length of all his anm,
And, with his other hand thus o'er his brow,
He falls to such perusal of my face
As be would draw it Long stayed he so.
At lasy, a little shaking of mine arm,
And thrice his head thus waving up and down,

148

They exir.

ACTIL SC1
Enter Polonnuz and Ophelia

POLONTUS
How now, Ophelia, what's the matter?
OPHELIA
), my lord, my lord, I have been so affrighted!
POLONIUS
With what, i’ th' name of God?
OPHELIA
My lord, as [ was sewing in my closet,
Lord Haendet, with his doublet all mabraced,

No hat upon his bead, his stockings fouled,
Ungartered, and down-gyved to his ankle,
Pale as his shirt, lus knces knocking each other,

And with a look 50 pitcows in purport

He raised a sigh so pitcous and profound

As it did seem to shatier all his bulk

And end his being, That done, e lets me go,

And, with his head over his shoulder turmed,

He seemed to find his way without his eyes,

For ow o' doors he went without their helps

And 10 the last bended their light on me.
POLONIUS

Come, go with me. 1 will go seek the King.

This is the very ecstasy of love,

Whose violent property fordoes itselfl

And leads the will to desperate undertakings

As oft as any passions under heaven

That does afflict our natures, | am sorry,

What, have you given him any hard words of late?

OPHELIA

No, my good lord, but as you did command




1 did repel his letters and denied
His access to me.,
) POLONIUS

That hath made him mad.
Tam sory that with beiter heed and judpment
T had not coted ham. T feased he did but trifle
And meant to wrack thee. But beshrew my jealousy!
By heaven, it is as proper to our age
To cast beyond ourselves in our opinions
As it is common for the younger sort
To lack discretion. Come, 20 we to the King,
This must be known, which, bring kept close, might
move
More grief to hide than hate 1o utter love.
Came.

They exit.

That you vouchsafe your rest hers in our court

Some litlic time, 50 by yoar companies

To draw him on to pleasures, and 1o gather

So much as from occasion you may plean,

That, upened, lics within our remedy.
QUEEN

Good gentlemen, he hath much talked of you,

And sure 1 am two men thers is not living

To whem he more adberes. If it will plexso you

‘To show us 0 much gentry and goodwill

As to expend your timo with us awhile

For the supply and profit of our hope,

Your visitation shall receive such thanks

As fits a king’s remembrance.

ROSENCRANTZ

Both your Majesties

Might, by the sovercign power you have of us,
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ACTIL SC.Y1

Flourish. Enter King and Queen, Rosencrantz and

Guildenstern {and Attendants.]
KING

Wdcome, dear Roseterantz and Guildensiem.
Moreover that we much did long to see you,
The need we have to use you did provoke
Qur hasty senfing. Something have yoo heard
Of Hamlet's transformation, so call it,
Sith nor th' exterior nor the intwvard man
Resombles that it was. What it should be,
More than his father’s death, that thus hath put him
Somuch from th' undenstanding of Mimself
1 cannot dream of. T entreat you both
mmdwmmww@m
And sith so neighbored to his youth and havior,

Put your dread pleasures more into command
Than to entreaty.
GUIL.DENSTERN
But we both abey,
And here give up ounsclves in the full beat
To lay our service frecly at your feet,

To be commanded.
KING
Thanks, Roseacrantz xnd gentle Guildenstem,
QUEEN

Thanks, Guildemstem and gentle Rosencrantz.

And I bescech you irstantly to visit

My too much changéd son.~-Go, some ol you,

And bring these gentlemen where Famlet is.
GUILDENSTERN

Heavens make our presence and our prastices

Plessant and helpfid to him!

' “b.'."



QUEEN

Ay, amen!
Guildenstern exit [with some attendants]
Enter Polonins,

POLONIUS
Th' ambassadors from Norway, my good lord,
Arc joyfully remamed.

KING

Thou still hast been the father of good news.

POLONIUS
Have L, my lard? I assure my good licge
1hald my duty as T hold my soul,
Doth to my God and to my gracious king,
And X do think, or clse this brain of mine

Well, we shall sil) him.

Hnter Ambassadors <Voltemand and Cornelis fwith] Polonius.>
Welcame, my good friends,

Say, Voltemand, what from our brother Norway?
VOLTEMAND

Mast fair return of greetings and desires,

Upon our first, he seat out fo suppress

His ncphew’s levies, which to him appearcd

To be a prepacation "gainst the Polack,

But, better looked into, he troly found

Tt was against your Highness, Whereat, gricved

That so his sickness, age, and impotence

Was falsely bome in hand, sceds ont arrests

On Fortinbess, which he, in brief, obeys,

Reccives rebuke from Norway, and, in fine,

Makez vorw before his uncle never more

To give th' assay of arms apainst your Majesty.

ISR VOU I &
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Hamts not the trail of policy so suro
As {thath vsed to do, that T have found
The very cause of Hamlet's lunacy.
KING
O, speak of that! That do I long to hear.
POLONIUS
Give first admittancs to th' ambassadors.
My newes shall be the Fuit 1o that great feast.
KING
Thyself do grace to them and bring them in.
[Polonis exits.]
He tells me, my dear Gertrude, be hath found
The head and source of all your son’s distemper.
QUEEN
I doubt it is no other but the main—
His father's death and our <o’crhasty> marsiage.
KING

Whereon old Nornway, overcome with joy,
Gives him threc-scare thousand crowne in annual
feo
And his commission to employ those soldicts,
So levied as before, agsinst the Polack,
With an entreaty, herein fusther shown,
[Fie gives a paper.]

That it might please you o give quict pass
Through your dominions for this entexpriss, .
Omn such regards of safety and allowance
As therein are set down.

KING

It likes us well,
And, ot our more considered time, we'll read,
Answer, and think wpan this busincss,
Meantime, we thank yon for your well-took labar,
Go to your rest, At night we'll feast together.

PSS .




! Most welcome home!
\’ [Voltemand and Cornelius] exit.

POLONIUS
This business is well ended.
My liege, and madam, to expastulate
What majesty should be, what duty is,
Why day is day, night night, and time is time
Were nothing but to waste night, day, and time.
Thesefore, <since> brevity is the soul of i,
A!Idmﬁmmulhnb‘mbsadmdﬂomidg,
I'will be brief. Your noble son is mad.
' “Mad™ call Tit, for, to define troe madness,
Whaia‘tbmcobcnomirgdschnnmn
But let that go,
QUEEN
More matter with less art,
POLONIUS

In her excellent white boscm, these, ete—
QUEEN
Came this from Hamiet 1o her?
POLONIUS
Good madam, stay awhile. Twill be faithful.
[He reads the] leser.
Dbt thos the stars are fire,
Doubt that the sun doth move,
Doubt truth to be a liar,
But never doubt I jove.
O dear Ophelia, I am tl] at these monhers. I have not
art to reckon my groans, but that I leve thee best, O
maost best, belivve it. Adiow.
Thine evermore, most dear lady, whilst
this machine is to lim, Hamlot.
— This, in chedience, hath my daughter shown me,
& , And more <above,> hath his solicifings,

Madam, [ swear I use no art at all.

That he's mad, "ths truse; *tis true *tis pity,
And pity *fis "tis true—a foolish figure,
But farewell it, for I will uss noe art,

Mad fet us grant him then, and now remains
Thawa&ndouﬂwcawonfﬂiscﬂed,
Or, rather say, the cause of this defect,

For this effect defoctive comes by cause.
Thas it remains, and the remainder thus,
Perpend.

I'have a daughter (have while she is minc)
Who, in hier duty and cbedience, mark,
Hath given me this. Now gather and surmise.

{He reads.] To the celestial, and my soul's idol, the

most beautified Ophsetio—
That's an ill phrase, avile phrase; “beautified” is a
vile phrase. But you shall hear. Thus: [He reads].

As they fell out by time, by means, and place,
All given 1o mine ear.
KING
But how hath she received his love?
POLONIUS
What do you think of me?
KING
As of a man faitifol and honorable.
POLONIUS
T would fain prove so. But what might yoo think,
When T had seen this hot love on the wing
{(As T perceived it, Trust tell you that,
Before my danghter told me), what might you,
Or my dear Majesty your queen here, think,
I£1 had played the desk of table-book
Or given my heart a <winking, > mutc and dumb,
Or looked upen this Jove with idle sight?




What might you think? No, T weat round 1o work,
And my young mistress thus I did bespeak:
“Lord Hamict is a prince, out of thy star.

This must not be™ And then I prescripts gave her,
That she should lock herself from <his> resort,
Admit no messengers, receive no tokens;

Which donz, she took the fruits of my advice,
And he, repeliod (a short talo to make),

Fell into a sadness, then into 3 fast,

Thence to a watch, thence into a weskness,
Thenes to <a> lightness, and, by this declensian,
Into the madoess wherein now he raves

And all we moun for.
: KING

(10 Queen] Do you think <tis> this?
QUEEN

It may be, very like.
QUEEN

So he does indeed.
POLONIUS

At such a time 'l Tooss my dsughter to him,
[To the King, ] Be you and 1 behind an arcas then,
Mark the encounter. I he love her not,
And be not from his reason fall'n thercon,
Let me be no assistant for a state,
But keep a faom and carters.
KING
We will try it
[Ermter Hamlet] reading on a book
QUEEN
But Jook where sadly the poor wretch comes
reading.

Away, T do bescech you both, away.
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POLONIUS
Hath there boen such a time (I would fain know
that)
That I havo positively said *"Tis 50,”
When it proved otheswise?
' KING
Not that 1 know.
POLONIUS
Take this from thés, if this be otherwise.
If circumstances lead me, Twill find
Where tnuth is hid, though it were hid, indeed,
Within the center.
KING
How may we try it further?
POLONIUS
You know sometimes ho walks four hours together
Here in the lobby,

T'll hoard him prosently, O, give me lcave.
King and Qucen exit fwith Attendants]
How does my good Lord Hambet? i
HAMLET oo\(-’
Well, God-a-mercy. ' 5?
POLONTUS \(0
Do you know me, my lovd? \-}(
\(\gy
Excellent well, You are-a fishmonger. \<§
POLONIUS
Not I, my lord.
HAMLEY
Then T would youwere so honest a man.
POLONIIS
Honest, my locd?
- HAMLET
Ay, sir. To be honest, as this warld goes, is to
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be one man picked out of ten thousand. W
POLONIUS
That's very true, my lord.
HAMLET
For if the sun breed maggots in a dead
dog. being a good kissing carrion—Have you a
daughter?
POLONIUS
Thave, my lord.
HAMLET
Let her not walk i* th* sun. Conceplion is a
blessing, but, as yoer daughier may conceive,
friend, look to ",
POLONIUS

(Aside] How say you by that? Still harping on

my daaghter. Yet he knew me not at first; he said1
was a fishmonger. He is fas gone. And truly, in my

though I moet powerfislly and potently beliove, yet T
botd it not honesty to have it thus sct down; for
yourself, sir, shail grow old as Lam, if, like a crab,
you could go backward.
POLONIUS
(Aside] Thaugh this be madncss, yet thereis
method in *t— Will you walk cat of the air, my lod?
HAMLET
Into my grave?
POLONIUS
Indeed, that's out of the air. [Aside] Haw
pregnant somaetimes his replies arel A happiness
that often madness hits on, which reason and
<sanity> could not 8o prosperously be detivered of. T
will leave him <and suddenly contrive the means of
meeting between him> and my daughter.—My ford,
T will take my leave of you,

youth, Tsuffered much extremity for love, very near
this. T'll speak to him again.—What do you read, my
lond?
HAMLET
Waords, words, words,
POLONIUS
Wit is the matter, my lord?

k S’h’?m an'“"‘y&ﬂc&-

Betwoen who?
POLONIUS

Tmean the matter that you read, my lord.
HAMLET

Standers, sir; for the satirical rogee swys hers

that old men have gray beards, that their faces arv

wrinkled, their cycs purging thick amber and ”’\'D G’«[QU&Q

plam-treo gum, and that they have a plentifial lack of

wit, together with most weak hams; all which, si,

HAMLET
You canmot, <sir,> lake from me anything that [ “‘a\ Sw\&

r
will mors willingly part withal- Aescept my fifs, c}\.g,(-'.sh
except my ife, except my life.

POLONIUS
Fare you well, my lord,
HAMILET

<Aside>  Thesotediowoldfooks. Yt Q\\M-“—

m and R

Enter Grdld

POLONIUS
You go to seek the Lord Hamlet. Thers he is.
ROSENCRANTZ,
[To Polorius] God save you, sif,
[Polarius exits.]
GUILDENSTERN
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My honored lord.
‘ ROSENCRANTZ
My most dear lord.
4 HAMLET
A My <excellent> good friends! How dost thou,

X® \0(0 Guildenstern? Ab, Rosencrantz! Good lads, how do
RO
X ROSENCRANTZ
As the indiffercat children of the canth.
GUILDENSTERN
Happy in that we are not <overhappy>
On Fortune's <cap> we are not the very button.
}).. HAMLET
\0"\\’) Nor the seles of her shoe?
\0? ROSENCRANTZ

Neather, my loed.

e “ : e
- J‘-’ei_ "o Q"l AR TR
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“Then you live about her waist, or in the
middlc of her favors?
GUILDENSTERN
Faith, her privates we. .
HAMLET N"“L »
T the secret parts of Fortune? O, most et 1 ~
Sheisa "\,Whlmﬂ RO YN

I ROSENCRANTZ
None, my lord, but <that> the world's
grown homest.
HAMLET o \af\)«"‘

Then is doomsday near. But your news is not

true, <Let me question more in particular, What
have you, my good friends, deserved at the hands of
Fortune that she sends you to prison hither?

w
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ROSENCRANTZ

To visit you, my lord, no other occasion.

HAMLET
Bmﬂmlmlnwminm;
but T thank you, and sure, dear fricnds, my thanks
#re (oo dear a halfpenny. Were you not sent for?
15 it your own inclining? Is it a free visitation?

Come, come, deal justy with me. Come, come; nay,

\C
o
L

~
o
—

with me whether you were sent for or no. b
ROSENCRANTZ
[to Guildenstern] What say you?
HAMLET,
Nay, then, I have an eye of you—If
You love me, hold not off.
GUILDENSTERN

My lord, we were sent for,

(Aside]

HAMLET
will tell you why; so shall my anticipation
prevent your dis: y to the
King and Queen molt no feather. 1 have of Tate, bat
wbm:fotellmowml.loalllmymﬁugmaﬂ
custom of excivises, and, indeed, it goes so heavily
with my disposition that this goodly frame, the

y, and your

Earth, scems to me a sterile promontory; this most
excellent canopy, the air, look you, this brave o'erhanging

! \
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GUILDENSTERN

What should we say, my lord?
HAMLET
Anything but 1o th' purpose. Yau were sent
o

for, and there is a kind of confession in your looks \)
which your modesties have not craft enough to
colar, I know the good king and queen have sent for

L=
C \)-b

you.
ROSENCRANTZ
To what end, my lord?
HAMLET \ ;,(v.(
oo
That you must teach me. But let me conjure o

you by the rights of our fellowship, by the consanancy
o

of our youth, by the obligation of our ever-presarved M“’)

love, and by what more dear a better

proposer can charge you withal: be cven and disect

7

firmament, this majestical roof, freted

with golden fire—why, it appearcth nothing to me

but 2 foul and pestilent congregation of vapors. 3 B
What <a> piece of work is a man, how noble in = *

AN

rmhmmlduhﬁedﬁthumndmm
how express and admirable; in action how Jike
an angel, in apprehension how like a god: the
beauty of the world, the paragon of animals—and
yel, to me, what is this quinicssence of dust? Man g((dty
delights not me, <no,> nor women neither, though by o°
your smiling you scem to say so. \D )

ROSENCRANTZ
My lord, there was no such stuff in my
thoughts.

HAMLET

Why did you laugh, then, when | said “man
delights not me™?



2
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ROSENCRANTZ
To think, my lord, if you delight not in
man, what Lenten enfertainment the playors shall
receive from you. We coted them on the way, and

hither are they coming to offer you service,

Even those you were wont 10 take such
delight in, the tragedians of the city.

1 am but mad notth-nornb-west, When the
wind is southedy, I know a hawk from a handsaw.

Enter Polonus.

POLONIUS
Well be with you, gentlemen.
HAMLET
Hark you, Guildenstern, and you loo—at
each ear a hearer! That great baby you sce there is
not yet out of his swaddling clouts.
ROSENCRANTZ
Haply he is the second time come 1o
them, for they say an old man is twice a child.
HAMLET
I will prophesy he comes 1o tell me of the
Playees; mark it
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A flourish <for the Playars,>
GUILDENSTERN
There are the players.
HAMLET
Gentlemen, you are welcome to Elsinore.
Your hands, come then. Th' appurteance of welcome
is fashion and ceremony. Lot me comply
with you in this garb, <lest my> extent to the players,
which, [ tell you, must show fairly outwards, should
more appedr like entertainment than yours. You are
welcome. But my uncle-father and aunt-mother are
doceived.

In what, sy dear lord?

POLONIUS
My losd, [ have news to tell you,
HAMLET
My lord, 1 have news 1o tell you: when Roscius
Wwas an actor in Rome—
POLONIUS
The actors are come hither, my lord.
HAMLET
Buzz, buzz
POLONTUS
Upon my honor—
HAMLET
Then came cach actor on his ass,
POLONIUS
The best actors in the world, either for
tragedy, dy, histoey, p I, pastoral-comical,
historical-pastoral, <tragical -historical,

Yo e

J,\.) N.D(_L



tragical comical-historical-pastoral > scene individable, ar
poam unlimited. Seacca cannot be too heavy, nor

Plautus too light. For the law of writ and the liberty,

these are the only men,

HAMLET
O Jephthah, judge of Israel, what a treasure
hadst thou!

POLONIUS

What a treasure had he, my lord?
HAMLET
Why,
WMMWWMM
Tse which he lovid passing well.
POLONIUS
(Aside] 56l on my daughter.
HAMLET
Am Inoti' th' nght. old Jephthah?

You arc welcamne, ; welcome all.—I am plad
to ses thee well.-—Welcome, good friends.—O <my>
old fricnd!

Masters, you are all welcome. Well e'ento "t
like <Fremeh> falconers, flv at anything we sce, We'll
have a speech straight. Come, give us a taste of your
auality. Come, a passionate speech.

<FIRST>PLAYER
What speech, my good lord?

HAMLET

I heard thee speak me a spoech ance, but it
was never acted, ar, ifit was, not above once;
"loms Acncas’ <tale™ o Dido, and
thereabout of it especially when he speaks of
Priam’s slaughter. If'it live in your memory, bogin at
this lino- - let me see, lct me sce:
The rugged Pyrrhus, like th' Hyrcanian beast—

POLONIUS
Ifyou call me “Jephthah ™ my Jord: I have 2
daughier that I love passing well.
HAMLET
Nay, that follows not.
POLONIUS
What follows then, my lord?
HAMLET
Why,
As by lof, God wot
and then, you know,
It came to pass, as mest likedt was—
the first row of the pious chanson will show you
more, for lock where my abridgment comes.

Enter the Players.

"tis not 80; it begine with Pyrrhus:
- - -
The rigged Pyrris, I:wbana&hm.

When he lay euchdd tn th* ominoss horse,
Hath now this diead and black complexion smeared
thl:mld;m;md/!mdtoﬁa.
Now is he total gudes, horridly tricked
With blood of fathers, mothers, dauphters, sans,
Baked and impasted with the parching streets,
That lend a tyrannows and a damméd light
To their lord’s murder. Roasted in wrath and fire,
And tines o'ersizéd with coagulate gore, '
With eyex like carbuncles, the helitsh Pyrrius
Old grandsire Priam seeks.

So, proceed you.

POLONIUS

"Fore Ged, my bord, well spoken, with good
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Black as kis prpose, did the might resembie 4‘0 o!a-::olL'



accent and good discretion,
<FIRST> PLAYER
Ananbcﬂndt Faimn

rco His antigite :?\d
"Z./m v
ud matdmi

Pyninu Priam drives, in rqgv strikes wide;
But sith the wkﬂ'mdwmldlufﬁ fs{v'd
mﬁﬁdm/ﬂh <Then thnm
s«m mﬁ;din blow, wah ﬂawmngmp

smw/mmmwwaudm?
Takes prisoner Pyyriuy’ aar,«ForIa sword,

mcﬁm&cﬁmgmlﬁwﬂyhd
Q'mmnd}’mu_ymmdl'tla'arm{ﬂ‘at
Soa(amm[ml’ynhaﬁ{od # d
<dnd> amgadukkw:lla:dnaﬂm
Didnothing. ¢

v

L >

HAMILET
Tt shall to the barber’s with your bsard —
Prithee say on. He's for a jig or a tale of bawdry, or
hclleq)}/s-ym: came to Hecuba.,
<FIRST> FLAYER
But who, aly woe, had seen the mobléd guoen—
HAMLET
“Ihe mobléd quoen™?
POLONIUS
That's good. <“Mobldd] Queen” is good.>
<FIRST> PLAYER
Run barefoot wp and down, threat'ning the flamas
With <bisson rhesm.> a clowt wpon that head
Where late the diadem stood, and for a robe,
About her lank and all o'erteomed loins
A blanket, in the alarm of fear caught up—
WTho this had seen, with tongte in venom steeped,

| Arouséd v

Omlfm x mﬁwg@dﬂrpmdom

r;w as ?‘WW

lu?w. tie ip'éhtad:dﬂ.
”'zf""“‘

e lmaumaawow
Doth ndlhnvqgm mqﬁn‘&rrlﬂ:pm

mﬂwwthnda

sels hlm new owo't

-

And nmr(cﬂd the C)dops lmmmsfau

thlmmmthm?yrﬂm blunhgnmd
nVowﬂh’mPrlam. / 3 .‘.
0-4/04 Mmmlﬂa'mnldﬂyauga&
f.nadwrmmlnpmm
mdaﬂﬂu:pdaandmtan]ﬁmhtrml.
Andbavlthcmudmndmmtbclclﬂd’lnm r

A:Iowm brhﬁmd;l

~ POLONIUS ]

This is too long,

"Gairat Fortiune s state wordd treason have
promonced.
But if the gods themselves did see her then
When she saw Pyrrims make malicious sport
In mincing with ivis sword her <husband's>,
The instart burst of clamor that she made
(Unless things mortal move them not at all)
Would have made milch the burning eyes of heaven
And passicn in the gods.

POLONIUS
Look whe'er he Tas not fumed his color and
has tears in 's eyes. Prithee, no more.

HAMLET
*Tis well. 1'll have thee speak out the rest of «\-o e)‘-'-bf' wp
this soon.—Good my lard, will you see the players
well bestowed? Do you hear, fet them be well used, % am&s(
for they are the abstract and brief chronicles of the




time. After your death you were better have a bad
cpitaph than their ill report while you Hve.

POLONIUS
My lord, | will usc them according to their

POLONIUS

HAMLET
Follow him, friends. We'll hear & play

tomarrow. [As Poloniws and Players exit, Hamlet speaks to

Ay. 50, good-bye 10 you
IR ants and Crutlde ] exit

Now I am alone.
O; witat 2 rogue and poasant slive am 11
1 it not monstrous that this player bere,
Bui-nnﬁ.;ﬁm.;adr;nof;nim.
Could force his soul 5o 1o his Gwn conceit
That froen her werking all <his> visage wanned,
Tears in his eyes, distraction in his aspect,
A broken vaice, and his whole function suiting
With forms 10 s conceit—and all for nothing!
For Hecuba!
Whn'-H;-.ub:wN;. orTmoal:wh-,:'
That he should weep for her? What would be do
Had he the motive and <the coc> for passion

That 1 heve? He would drown the stage with tears

the First Player.] Dost thou hear me, old friced? Can
you play “The Murder of Gonzago™?
<FIRST> PLAYER
Ay, my loed.
HAMLET
We'll ha 't tomorrow night. You could, for <a>
need, study a speech of some dozen or sixieen
lines, which I would set down and insertin 't,
could you not?
<FIRST> PLAYER
Ay, my lord
HAMLET

Very well, Follow that lord—and look you “} ' S\I\Of e Ao | & By

mock him not. [First Player exits, ] My good friends,
'l leave you tifl nght. You are welcome to Elsinore.
ROSENCRANTZ

Good my lord.

Y Adumiss

And cleave the general ar with homid speech, A lop

Make mad the guilty and appall the free,
Confound the ignorant and amaze indccd
Tho very Siseities of &os and cats, Yotk
A dull and niaddy-mettiod rascal, peak

And an say pothing—no, not for a King
Upon whose property and most dear Iife
Ad;-uddaf;lwnn;dc.m.ho:w-d?

Who calls me “villain"?{broaks my pate acsoss?

~Plucks off my. beard and blows it i ey face?

“Tweaks me by the nose? gives me the lic il theoat
As-decp as 10 the lungs? Who does me this?
Hal “Swounds, 1 should take ] For it cannot be
- - .-
But 1 am pigoon-livered and lack gall
- - .- - .
To make oppression bitter, or erc this
- - — o
1 should <have> fatted all the region kites

%,0
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" With this slavo’s offil. Bioody, buwdy villaint
%W;&m@m
villadnt
covwwb
Why \'lunnasamll This is mast brave,
mx,dnmuf'adnr(ma]m
ﬁwmwmwmum
Mﬂ-'mﬂmmwbmmm
~And-fall-a-carsing likeavery-drub;
“Asstaltion!-Fis upon ! Fohi
Abiour, ey beains!-Sun, Lhove heagd,
Ftguilty-creatumessitting at-aplay
Have, bytheveryoumingof o scenc,
Sautms-umww,,

ey b proclamed theie malefactions;

-&&mwdmmwﬂmwlm

-‘Bﬁ&mhnhmlmmm l'llh-wl!mpi:yun

KING

And can you by no deft of conference

Get fram him why he puts on this confusion,

Grating 5o hasshly all his days of quist

With turbulent and dangerous lunacy?
ROSENCRANTZ

He does confess he feels himself distracted,

But from what cause he will by no moans speak.
GUILDENSTERN

Nor do we find him forovard to be soundedd,

But with a crafty madness keeps aloof

When we would bring him on to somte confession

Of his true state.
QUEEN
Did ho reccive you well?
ROSENCRANTZ
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Bd;uuﬂnﬂ:wle.l’ll oh;veluk:h. J’U C_’J

nbf.’ln'—

l‘ll;nlim;hqid;!ﬂ;mu;h
Ibownwcoma.'lhc:mdmlmm

My be 2 <dovil> and the <Uevit> hath poee }\J "(\SWL
T”'“mtﬂmnssbmym.ndpmpg_
Ollofrwwmhn-mmmamw,

As e is very potent with such spirits,

Ab;ar:clo&;nna I;lhmg;uk

mwmmmmammz 4o ord«es}-mh

thrunl‘l cmh!hacomdmceofﬁw!(mg.

He exits.

ACTIIL SC |
Enter King. Queen. Polanins, Ophelia, Rosencranis,
Guildenstern, <and> Lovds.

Most like a gentleman,
GUILDENSTERN
But with much forcing of his disposition.
QUEEN
Did you assay him to any pastime?
ROSENCRANTZ
Madarm, it so fell out that centain players
We o'emraught on the way. Of theso we told him,
And there did seem in him a kind of joy
To hear of it. They are here sbout the court,
And, as I think, they bave already order
This night to play before him.
POLONTUS
"Tis most troc,
And be besceched me to entreat your Majesties
To hear and ses the matier.



“

With all my heart, and it doth much content me
To hear him so inclined,

Goodnmﬂum,giwhimafwﬂaedm

Mﬁwbhmcinbthcndeﬁghh.

ROSENCRANTZ,
We shall, my Jord.

Rozenorants deﬂldemlom[m\dedfj exil,

KING
SweetGalrnde.lmum%P

For we have closcly sent for Hamiet hither,
That he, as "twere by accident, may hare
Affront Ophelin. .
Her father and myselt, <lawful espials,>
<WIill> go bestow ourselves that, secing unscen,
We may of their encounter frankly judge .
Andplbcrbyhhn,lshehbdn\m!,
lf'lbulh‘lﬂir.:ﬁmol‘lislovcwm

("Tis too much proved), that with devotion’s visage
And piows acion we do sugsr o’er
The deval hirmself. B
POLONIUS
Thear bim coming, <Let's> withdraw, my lord.
(They withdra)

Enter Hamlet.

HAMLET
Tob-;orn'ontoro—mgmz@.sﬁom
Wh:ther'dst;blw!.nﬂwuﬁdtol:n‘a
Thie skings and Sows of outrsgeous fartuns,
Or 15 take dfmes agamst a 522 of traubles
And, by opposing, cad them. To e, to sleep—
No mre—and By 2 sleep to 53y wo ond
The heartache 3d the thousand natural shocks

po
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That thus ho suffers for,
QUEEN
I shall abey you.
And for your part, Ophelia, I do wish
That your good beantics be the happy canse
Of Hamlet's wildness, So shall I hope your virtaes
Wblinglim(ohhwwodv\wagﬁn
To both your honors,
OPHELIA
Madas, I wish it may.
Queen exits,
POLONIUS
Ophelia, walk you here.—Gracious, so please you,
Wcﬂﬂbwmmd\u.ﬁo%ﬂu]
book,
Mslwworwclnnetudsanwedor
Your <loncliness.> —We are oft to blame in this

Read on this

mn;‘msb?am—isac;umn?sm

Dc\;'uﬂyt:-bcwied.'ro;a.wub:p—

To sicep, perchance to dream. Ay, there's the b,

¥orin that sicep of déath what dressas may camme,

When We have shullled off this martal ool

M.md:'oup;no.'lﬁe‘-ﬂmmp;x

That makes calamity of 5o long 1ife,

For who would bear the whips and scoms of i,
Th oppresser’s wiong, lhc-pmudman‘tmnd)’, 4rs‘pnzn$\

The pifigs af deupised love, the law’s delay,

'lbmolmofoﬁoc,mdﬂnm

Mp:imln;dl;fm‘mzmy;lu

When hie himself miphe his quictus mske WP\’QA

With s 6o bodkin? Who would fardels boar, is Woren

Tomwswwmdnuweuyli&.

Blmhatdn&udafaomuﬁngaacrm

The indiscovered cauntry from whose baum ‘6 5’"“3’(

b erwekent



No traveler retums, pazzes the will My lord, 1 have remembrances of yours
. And makes us rather bar those ills we have That I have longéd long 1o redeliver.
Than fly to others that we know not of? 1 peay you now receive tham.
(o T Buacience doos make cowards <of us sl HAMLET
}(\'3 ¥ (ol And thas the native hue of resolation No, not L. I never gave you aught, \\' S
Is <sickliod> o"cr with the pale Cast of thought, OPHELIA
And enterpriscs of great pitch and moment My hanored lard, you know right well you did,
\\lbwmu'mﬁduircimnawa And with them words of 5o sweet breath composed
%J (o)t o And I05¢ the name of action.—Saft you now, As made <the> things more rich. ‘Their peefume
The fair Ophclia. —Nymuph, in thy orisons lost,
Be all my sins remembered. Take thesc again, for to the noble mind
OPHELIA Rich gifis wax poor when givers prove unkind.
Good my ford, There, my lord.
How docs your Honar for this many a day? HAMLET
HAMLET Ha, ha, are you honest? X cneck
Yo c>‘<\‘?) { humbly thamk you, well. OPHELTA
OPHELIA My ford?
&
A HAMLET Indeed, my lord, you made me belicve so.
\C VA Are you fir? HAMLET
OPHELIA You should not have belicved me, for virtue k \
What means your Lordshsp? cannot 5o <inoculate> our ofd stock but we shall =S G
HAMLET relish of it. 1 loved you not
(‘A “That if you be honest and fair, <your honesty> OPHELIA
L a (t“‘:‘( should admit no discourse 1o your besuty. 1 was the more decaved
cf(\ OPHELIA HAMLET
v Could beauty, my lord, have better commerce Get thee <io> 2 nunnery. Why wouldst thou be
than with hancsty? a breeder of sinmers? | am nayself indifferent honcst,
HAMLET but yei | could accuse me of such things that it !
Ay, truly, for the power of beauty will sooner were betier my mother had not bome me: [55 ‘k— W"C'P"‘]‘L
transform honesty from what it is 1 & bawd than
)ro‘y& the force of honesty can translare beauty into his
fikeness, This was sometime a paradox, but now
the time gives it proof. 1 did love you once. ] What should such fellows as 1 do crawling
. OFHELIA between carth and heaven? We are arvant knaves
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Qﬂ?bdimnnwofuaonuwmmammy.

. Where's your father?

OPHELIA
At home, nry lord.
HAMLET
c).@& Let the doors be shut upon him that he may
% 0‘)3( play the fool nowhere but in *s own howse, Farcwell.
OPHELIA

O, help him, you sweet heavenst
HAMLET
If thou dost mrry, I'll give thee this plague
é\w«@i for thy dowry: be thon as chaste s ice, as pare as
)(Q snow, thou shalt not escape calumay. Get thee to a
nunaery, farewell, Or if thow wilt needs marry,

’y‘«! manry & fool, for wise men know well enough what
%Q,(l\ monsters you make of them. To a nunnery, go, and
quickly too. Farowel.

m’wmmammm
The glass of fashion and the mold of form,
Th' observed of all obscrvers, quits, quite down!
Andl, of ladics most deject and wretched,
That sucked the honey of his musicked vosve,
Now sce <that> noble and most soversign rezson,
Like sweet bells jangled, out of time and harsh;
That unmatched form and stature of blown youth
Blasted with ecstasy. O, woo is me
T huve seen what T have seen, see what T seo!
KING

Advancing with Pol;
Love? His affections do not that way fend;
Nor what he spake, though it Incked fom a little,
Was not like madness, There’s something in his soul

O'er which his melancholy sits on brood,

. And T do doubt the hatch and the disclose
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OPHELIA
Heavenly powers, restore him!

HAMLET
1 harve beard of your paintings <too,> well A
enough. God hath given you ane face, and you \““
make yourselves another. You jig and asnble, and
you <fisp;> you nickname God's creatures and make
your wanlonness <your>ignorance. Go to, I'll no
more on *t 1t hath made me mad. I say we will have
no more mamiage. Those that are married alrcady,
all but one, shall Tive. The rest shall keep as they are. '15 QAP
To a numnery, go.

He axits.

OPHELTA
O, what a noble mind is here o'erthrown!
The caurticr’s, soldicr’s, scholar's, cye, tangus,
aword,

Will be soree danger; which for to prevent,

1 have in quick determination

Thus set it dovn: he shall with speed to England

Far the demand of our noglected tribute.

Hqﬂyme;us.adwmniudﬂbul,

With variable objects, shall expel

“Ihis something-settiod matter in his heart,

Whercan his brains still beating puts him thus

Fram fashion of himself. What think you: an *t?
POLONIUS

It shall do well, But yet do I beliove

The origin and commencement of his grief

Sprung from neglected love.—Haw now, Ophelia?

You need not tell us what Lord Hamilet said;

We heand it all My lord, do as you picase,

But, ifyou hold it fit, after the play

Lzt his queen-mother all alone entreat him



To show his grief. Let her be round with him;
And I'll be placed, 50 please you, in the ear
Of all their conference. If she find him not,
To England send him, or confine him where
Your wisdom best shall think.

KING

11 shall be so.

Madness in great ones must not <unwatched> go.

They exit,
ACT UL SCIL
V% Enter Hamlat and three of the Playars.
(S5 )
\Q §\\ e
Y \3\“| ¥ HAMLET
\,\BQ\ (,\C % g Speak the speech, I pray you, = I proncanced
J N
o it 1o you, tnippingly on the tongue; but if you mouth
)‘_’ PR
Q\\(\‘.

” griove, the censure of <the> which one must in your allowance
1%

ko en®®

o'erweigh a whole theater or others, Go make you ready.

<Players extt.>
Enter Polonivs, Guiddenstern, and Rasencrant=.

How now, my lord, will the King hear this picce of

work?
POLONIUS
And the Queen 100, and that presently.
HAMLET

Bid the players make haste.

[Polonius exits)
Will you two help (o hasten them?
ROSENCRANTZ
Ay, my lord.
. They exit,
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i, as many of our players do, [ bad as lef the
town-crier spoke my lines, Nor do not saw the air
100 much with your hand, thus, but usc all gently;
for in the very forrent, tempest, and, as | may say,
whirlwind of your passion, you must acquire and
beget a temperance that may give it smoothness,
Be not too tame neither, but ket your own
discrotion be your tutor, Suit the sction to the %0
ward, the word to the action, with this special
observance, that you o'emtep not the modesty of
nature. For anything so o'erdone is from the purp

aof playing, whose end, both at the first and

now, was and is to hold, as “twere, the mirrar up to

nature, to show virtue her <own> feature, scomn hor

own image, and the very age and body of the time

his form and pressurc. Now this overdone or come tardy ofl,
though it makes the urskillful laugh, cannot but make the judicious

What ho, Horatio!

Enter Horatio,

HORATIO
Here, sweet lord, ar your service.
HAMLET
There is a play toaight before the King
One scene af it comes near the circumstance e
Mﬁc&Thmw-ldM&myf;u'sd;h
1 prithee, when thou scest that act afoat, 4o

Observe my ncle. If his occalted guilt

- - - -
Do;olhd!mkmdhmm

11 55 & oot ghost that we have soem,




For T mine cyes will rivet 1o bis fac KING
. And, er, wo will both our Jadgments join How faes our oousin Hamlet?
Y SEtwure of his sceming, HAMLET
HORATIO Excellent, i* faith, of the chameleon’s dish. T Ris pa»\'-Q_.
Well, my Tord, et the air, promise-crammed. You cannot fesd
1f be steal sught the whilst this play is playing ' capois oo,
And "scape <detecting>, T will pxy the theft. KING
[Sound a flowrish]. 1 have nothing with this snswer, Hamlet, These
HAMLET words are nad mine.
They are coming to the play. T must be idle. HAMLET
Get you a place, No.mr-ﬁum.ﬂbl’o&mhujh@lmd.ym’_\_o .-pr'tf—\‘- /"'u\ bu\'\ﬁfde
played once i th undversity, you say?
Erter Trumpets and Kettle Drums, <Enter> King, Oueen, POLONIUS
Polonses, Ophelia, <Resencrants, Guildsrstern, and other That did 1, my lord, and was accounted a
Lards attandant with fthe King's] guard carrying good actor.
Torches> HAMLET
‘What did you cnact?
POLONIUS HAMLET
1 did enact Julive Cagear. I was killed i* v Lady, shall I Jie in your lap? .
Capitol. Beutus kifled me. OPHELIA '4:»' pu.\"\*
HAMLET No, my lard.
It was a brude part of him to kill so capital a <HAMLET
calf there.—Be the playcrs ready? I mean, my head upon your lap?
ROSENCRANTZ OPHELIA
Ay, my lard. They stay upon your Ay, my lord>
patience. HAMLET .
QUEEN Do you think I meant country malten? &&7"3
' Come hifhcr, my dear Flamlet, sit by me. ‘ OPHELIA
HAMLET 1 think nothing, my lord.
No, good mother. Here's metal more HAMLET
Attractive That's a fair thought to lie between maids’
[Hamiet takes a place near Ophelia) lega.
POLONIUS OPHELIA
‘ [to the King] Oh, ho! Do you mark that? What is, my lord?
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Nothing,

OPHELIA
You are merry, my lord.

HAMLET
Who, 1?

OPHELIA
Ay, my lord.

HAMLET

O God, your only fig-maker. What should a
man do but be merry? For look you how cheerfully
my mother looks, and my father died within 's two

howrs.
OPHELIA
Nay, "tis twice two moaths, my lord.
HAMLET

So long? Nay, then, let the devil wear black,

é,}/ We shall know by this fellow, The players
N cannot keep <counsel;> they"ll tell all.
OPHELIA
Will he tell us what this show meant?
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for I'll have a suit of sables. O heavens, dic two \

‘fo Crucily
months ago, and not forgotten yer? Then there's )
hope a great man’s memory may outlive his life half
ayear,

The trimpets sounds, Dyand show follows.
Enter a King and a Queen, <very lovingly> the Queen
cwmqmwhhr%kmkadm:hvd
provestation wnio him=> He takes her up and declines Iy
head upan her nock. He lies kim down upon a bank of
Slenwers. She, swving him asleap, leaves him. Anon
Scomes> takes off his crown, kissex it, powrs
paisan in the sleeper's ears, and leaves him. The Queen
returns, finds the Xing duad, makes passtonate cotion. The
porsoner with some three or four come in again, seem 1o
candole with her. The dead body is carried away. The
potsoner woas the Queen with gifty, She seems harsh awhile but in
the end accepts <his> love.

HAMLET
(" Ay, or any show that you will show hirm. Be '
; not you ashamed to show, he'll not shame to tell you |
\_what it means. /
OPHELIA
You are naught, you are naught. I'l mark the
play.

For us and for our trageds,
Here stooping to your clemency,
We bep your hearing
[He exitsf
HAMLET

c
Is this a prologue or the posy of aring? - ¢ herfo 55

OPHELIA
"Tis briet, my lord,



‘ )” é"q woman’s love.

Enter fthe] Player King and Quoen.

FLAYER KING

Full thirty times bath Phosbus’ cart gone round
Neptune's salt wash and Tellus” <orbed> ground,
And thirty docen moons with borrewed sheen
About the world have times twelve thirties been
Stnce love owr hearts and Hymen did owr hands
Unlte commutual in mast sacred bands,

PLAYER QUEEN
So many fourneys may the sun and moon
AMake us again count o'er ¢re love be done!
But woe Is mef You are so sick of late,
Se far from cheer and from <your> former state,

Such love must needs be treasom in ny breast
In second husband let me be accurst.
None wed the second but who killed the first.
HAMLET
“That's wormwood!
PLAYER QUEEN
The tnstonces that second marriage move
Are base respects of thrift, bt none of love.
A zecond time T Xl my husband dead
When second husband kisses me in bed.
PLAYER KING
1 do believe you thinkvehat now you speak,
Butwhat e do detarmine ft we break.
Purpose is but the slave to memory,
Of viclent birth, but poor validity,
Which now, the frult wrripe, sticks on the trea
But fall snshaken when they meliow be.

That ] distrust you. Yet, though I distrust,

Discomfort you, my lord, it notiving must.

(For women fear 100 much, even as they Iove,]

And women's fear and love iold quantity,

In neither auglit, or in extremity.

Now what my <love> is, progf hath made you know,

Arnd, as my love is sised, ny fear s so:

[Whare Iove is great, the littlest doubts are fear;

Where hittle fears grow greas, great love grows there,]
PLAYER KING

Faitly I must leave thes, love, and shortly too.

My gperant poeers tieir functions leave to do.

And thow shall live tn this fair workd behind,

Horored, beloved; and haply one as kind

For Inaband shalt thowe—

PLAYER QUEEN

O, confound the rest!

Most necessary "tis that we forget
Topay fves witat to Ives is debt.

What to ourselves in passion we propose,
The passion ending, doth the propose lose.
The violence of either gricf or joy

Thair own enactures with th fves destray.
Where joy mast revels, grief doth most lement;
Grigf <jays,> jop grieves, on slender aecident.
This world s not for aye, nor 'tis not strange
That even owr loves should ith our fortunes change;
For "lis a question left us yet to prove

Whether love lead fortune or efse fortune love.
The greae nsan down, you mark ks favorite flies;
Tive pocr, addvanced, makes friends of ensmies.
And hitherto doth love on fortune tend,

Far who not needs xiall never lack a friend,
Andwha inant a hollow friend doth try



Dirvctly seasons kim his enemy.
But, orderly to end where | bogun:
Our wills and fates do so contrary ren
Vhat oner devices still are averthrown;
Cnur thoughts are awrs, their ends nore of our own,
So think thou wilt no second husband wed,
Bur die thy thoughts when thy first lord is dead.

PLAYER QUEEN
Nor Earth to me give food, nor heaven light,
Sport and repose lock from me day and night,
[To desperation tiurn my trist and haope,
[An] anchor’s cheer in prison be my scopw. ]
Each oppenite thot blanks the foce of joy
Meet what | would have well and it destroy.
Both here and herce purswe me lasting strife,
1f. ance a widow, evor | be wife.

HAMLET

Have you heard the argument? Is there no
offense in 't?

HAMLET
No, no, they do but jest, poison in jest. No
offorse i’ th' world.

What do you call the play?

This play is the image of a murder done in Vienna.
Gonzago is the duke's name, his wife Baptista. You
shall see anon. "Tis a knavish picce of work, but
what of that? Your Majesty and we that have free
souls, it touches us not. Let the galled jade wince;
our withers arc unwrung,

Enter Luciames.
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If she should break it now!
PLAYER KING
Tis deaply sworn. Swoet, leave me here awhile.
My spirits grow dull, and fain I would beguile
The tedioms day with sleep
[Sleeps]
PLAYER QUEEN
Steep rock thy brain,
And never cone mischunce between us twain.
[Player Queen exits)
HAMLET
Madam, how like you this play?
QUEEN
The lady doth profest too much, methinks.
HAMLET
O, but she’ll keep her word.

This is one Lucianus, nephew 1o the king.
== opELiA |
You arc a good as a chorus, my lord.

HAMLET
1 godld interpret between you and your love,
iﬂeod&mlhcmdﬂlyh‘.
OPHELIA |
You are keen, my lord, you are keen. |

HAMLET

| llwou!dmlyw:ynnn‘nswldwoﬂnin{:

murdercr. <Pox.> leave thy dammable faces and
begin. Come, the croaking raven doth bellow for

o

g\.j\



revenge.

LUCIANUS
Thoughits biack, hands apt, drugs fit, and fime
agreeing,

<Canfederate™ season, else no creatiure seeing.
Thou rank, of midnight weeds collected,

Wath Hecate s ban thrice blasted, thrice <infected.>
Tity natural magic and dire property
On wholesame life <usurp> immediately,
<Powrs the potson in his

HAMLET
He paisons him i th” garden for his estate s
v T SesEmeo: Hiro ATy iresosnnrand writtonin

[Clauding nises]

Very well, my lord.
HAMLET
Upon the talk of the poisoning?
HORATIO

[ did very well note him.

Come, some music!

Enter R antz and Guild

GUILDENSTERN
Good my lord, vouchsafe me a word

with you.

Sir, a whole history,

GUILDENSTERN
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The King rises.
“HAMLET
What, frighted with false fire?> YO (9_\120\
QuEN Yo Y P
How fares my lord?
POLONIUS
Give o'er the play.
KING
Give me some hght. Away!
POLONIUS
Lights, lights, lights!
All but Hamlet and Horatio exit,
HAMLET
O good Horatio, I'll take the ghost’s word for
a thowsand pound. Didst perceive?
HORATIO




GUILDENSTERN
The Queen your mother, in most great
afflicion of spirit, hath sent me 1o you
HAMLET
You arc welcame,
GUILDENSTERN
Nay, good my lord, this courtesy is not
of the nght breed. 17t shall picase you to make me
a whalesome answer, 1 will do your mother's
commandment. If not, your pardon and my refum
shall be the end of <my=> business.
HAMLET
Ser, T canmot.

ROSENCRANTZ

HAMLET
We shall obey, were she ten times our mother,
Have you any further trade with us?
ROSENCRANTZ
My lord, you once did love me
HAMLET
And do stll, by these pickers and sicalers.
ROSENCRANTZ
Good my lord, what is your cause of
distemper? You do surely bar the doar upon your
owm liberty if you deny your griefs to your friend.
HAMLET
Sir, I lack advancement.
ROSENCRANTZ
How can that be, whest you have the
voace of the King himself for your succession in
Denmark?
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What, my lord?
HAMLET
Make you a wholesome answer. My wit's
discased. Bug, sir, such snswer as | can make, you
shall command-—or, rather, as you say, my mother,
Therefore no more but to the matter. My mother,
you say—
ROSENCRANTZ
Then thus she says: your behavior hath
struck her into amazement and admiration.
HAMLET
O wanderful son that can £ "stonish a mother!
But is there no sequel at the heeis of this
mother's admiration? [mpart
ROSENCRANTZ
She desires 1o speak with you in her

closet ere you go 1o bed,

HAMLET
Ay, sar, but “While the grass grows™—the
proverb is something musty.

Jomathdravwe,
with youswvity do you go about 1o recover the wind
of ma, as il you would drive me into a toil?

GUILDENSTERN

O, my lord, if my duty be too bald, my
love is too unesamnerly.

HAMLET

1 do pot well understand that. Wall you play

upon this pipe?
GUILDENSTERN
My loed, T cannot.
HAMLET
1 pray you.
GUILDENSTERN



Believe me, I cannot.

HAMLET
I do beseech you
GUILDENSTERN
¥ know no touch of it, my lord.
HAMLET

qd:"“’ It is 03 casy as lying. i“mnlhucmwsu
with yoar fingers and <thumb,> give it breath with
your mouth, and it will discourss moat cloquent
music, Look you, these ase the stops.

GUILDENSTERN
But these cannot 1 command (o any
utt'ramoce of harmony, T have not the skill.
HAMLET

Why, look you now, how unworthy a thing
you make of me! You would play upon me, you
would seem to know my stops, you would pluck

Twill say s0.
<HAMLET>
,._5 “By and by" is easily said. Leave me,

\96‘& .

Al bwt Hamlet exit.

“Tis nGw the Very wilching time of might,

When chittchyards yawn and heil itsclf <breathes>
aut

AR
Contagion to this world. Now could I drink hot
tlood
- - - - —
And do such <bitter> business as the day
- - - - -
Would quake 10 look o Soft, now to my mother.
~r o AOUINT TR Jedmobover=
a \s‘, Letmnbemd. ot unnateral

lwﬂlwkwvmm.bmmmw
Wuzwmdwd mdilbehypouita

Rusnees

out the heart of my mystery, you would sound me
from my lowest note Lo <the fop of> my compass;
and thero is much music, excellent voice, in this
Tittle organ, yet cannot you make it speak. "Sblood,
do you think 1 am casier to be played on than a pipe?
(.allmcnhﬂnsm:ﬂymwﬂl,lhauhyww

fret me, you canmot play upon me.

Enter Polomiws.

God bless you, sir.
POLONIUS
My lard, the Queen would speak with you,
and presently.
<HAMLET>
‘Then 1 will come to my mother by and by,
<POLONIUS>

- - - - Lad
How in my words somever she be shent,
To;wﬂmsabm&wﬁms&

He exitx.

ACT L _SC I
Enter King, R antz, and Guilds

KING
I like him not, nor stands it safe with us
To lot his madness range. Therefore prepare you,
I your commission will forthwith dispatch,
And he to England shall sloag with you.
The terms of our estate may not endure
Hazard so nexr s & doth houdy grow
Out of his brows.
GUILDENSTERN
We will ourselves provide.

b holenge

e 0«3




KING
Arm you, T peay you, to this speedy voysie,
For we will fetters pat about this fear,
Which now goes too free-footed,
ROSENCRANTZ
We will haste us.
[Raosencrontz and Guildenstern] exit.

Enter Polonius.

POLONIUS
My lord, he's going to his mother's elosst,
Behind the arvas I'll convey myself :
To hear the process. I'lf warrmnt she'll tax him
homs;
And, 2¢ you said (and wiscly was it said),
“Tis meet that some more audicnce than a mother,

15 there not rain enough in the sweet heavens

To wash it white as snow? Whereto serves mercy
But to confront the visage of offense?

And what's in prayer buat this rvofold force,

To be forestalled ere we come to fall,

Or <pardoned> being down? Then I'H Took up.
My fanlt is past. But, O, what form of prayer
Can serve my toen? “Forgive me my foul musder™?
That cannot be, since T am still possessed

Of those effects for which I did the marder:

My crown, mine own ambition, and my queen.
May ano be pardoned and retain th' offense?

In the corrupted corrents of this world,
Offense’s gilded hand may <shove> by justice,
And oft "ir scen the wicked prize itsclf

Buys out the law. But "tis not so above:

There is no shullfing; there the action les
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Sinw.mnnnnbuthmwm should o’erirzar
The speech of vantage. Fase you well, my Jiege,
1"l call upon you ere you go to bed

Axnd t=ll you what I know.

Thanks, dear my lord,
[Palonta]
exits.
O, my affense is rank, it smells to heaven;
It hath the primal cldest curse upen *t,
A brother's murder. Pray can I not,
Though inclination be as sharp as will.
My stroager guilt defeats my strong intent,
And, fike a man to double business bound,
I stand in pausc whese I shall first begin
And both neglect, What if this cursed hand
Were thicker than itself with brother's blood?

In Ids true natere, and we ourselves compelled,
Even (o the teeth and forehsad of our faults,
To give in evidence. What then? What rests?
Try what repentance can. What can it not?
Yet what can it, when one cannot repent?
O wretched statel O hosom black s death!
Oliméd soul, that, stnsgaling to be fres,
Art mare engaged! Help, angels! Make assay.
Bow, stubborn knees, and heart with strings of steel
Be soft as sinows of the newborn babe,
All may bo well.

[Ha knwels]

Enter Hamlct.
HAMLET

Now might 1 8 it <pit.> sow he is o-paiying, |, 3%
» h

s



KING
Ami you, I peay you, to this speedy vayage,
For we will fettors pat about this fear,
Which now goes too free-footed.
ROSENCRANTZ
We will hasto us,
[Rosencrantz and Guildenstern] wxit.

Enter Polonis.

POLONIUS
My lord, he's going to his mother’s closat.
Behind the amvas I'll convey myself :
To hear the process. Il wamant she'll tax him
bome;
And, 25 you sabd (and wisely was it said),
"Tis meet that some more andience than a mother,

1s thero not rain enough in the sweet heavens

To wash it white as snow? Whereto serves mercy
But to confront the visage of offerse?

And what's in prayer bat this nvofold force,

To b forestalldd ere we come to fall,

Or <pardaned> being down? Then I'll Took wp.
My fanlt is past, But, O, what form of prayer
Can serve my toen? *Forgive me my foul muder™?
That cannint be, since [ am stifl possesscd

Of those offtcts for which I did the murder;

My crown, mine own ambition, and my queen,
May ano be pardoned and retain th' offenss?

In the corrupted cunrents of this warld,
Offense’s gilded hand may <shove> by justice,
And oft "tis seen the wicked prize itself

Buys out the Law. Bul *tis not so above:

There is no shuffling; there the action fies
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Slnecmnnmkulbcmm should o'erbear
The speech of vantage. Fare you well, my liege,
1"ll call upon you ere you go to bed

And tell you what I know.

Thanks, dear my lond
[Polonia]
exits,
O, my affense is rank, it smells to heavea;
It hath the pamal eldest curse upon 't,
A brothes’s murder, Pray can 1 not,
Though inclination be as sharp as will.
My stronger guilt defeats my strong intent,
And, like a man to double business bound,
I stand in pavse wheee I shall first begin
And both neglect. What if this curséd hand
Were thicker than iteelf with brother's blood?

In his true nature, and wo ourselves compelled,
Even to the teeth and forchsad of our faults,
To give in evidence. What then? What resty?
Try what repentance can. What can it nat?
Yet what can it, when one cannot repent?
O wretched statel O hosom black < death!
O Eiméd soul, that, straggling to be free,
Art mare engaged! Help, angels! Make assay.
Bow, stubborn knees, and heart with strings of steel
Be soft as sinews of the newborn babe,
Al sy be well.

[Fe knwels]

Emter Hamlet.

HAMLET
Nmnryllﬁilqbﬁwbkm ‘\"O: S%
e
#
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And now 11l do 't
And;bg;sloh;vul,
And 56 am I <revenged > That would be scanned:
. Av-i'lldnki-fhwfaet.;ﬂfm“;&
B 1, s sole 25m, do this same villain send
To heaven.
Wiy, this is <hivee> and <salary,> nof revenge.
He 130k my father grossly. fall of teead,
“ﬁmrnﬂlcrﬁamuo.m\nﬂ;huhﬁy;

And how his aidit stands who knows save heaven.

&l;u;cm;mmdw;ndm;ﬂl
‘Q(‘.‘"’ X “Tis hoavy with him. And am I then revenged
= To take him in the punging of his soul,
When he is fit and seasoned for his passage?
No.
Up sward, and kniow thou 3 more horrid Hent.

|He sheathes s sword. )

ACTIISC. IV

Enter <Quoen> and Polonins.

POLONIUS
He will come straight. Look you lay home to him.
‘T'ell him his pranks have boen too troad to bear
with
And that your Grace hath screened and stood
between
Musch heat and him, 1'll silence me even hero.
Pray you, be round <with him.

y |"L' within
,\‘_. oL CX” Mother, mother, mothert>
QUEEN

'l <warrant> you. Fear me not, Withdraw,

[He draws his swoed. ]
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When he is drank asleep, or in his rage.,

O e i i, T gffono)e»

Al;;ne.uw:uuq.:tnb&nm:u

That has no relish of salvation in *-—

M:vhmuﬂ:nh-h;umyt?:knl;nm

And that his soul may be as damned and biack

As hall, whereto it goes. My mother stays.

This physic bist prolongs thy sickly days.
[Hamlet] exits,

[Rising]
My words fly up, my thoughts remain below;
Words without thoughts never 1o heaven go.

He extis,

1 hear him coming.
[Polamiys hidex belurd the arras. ]
Enter Hamlet.
HAMLET
Now, mother, what's the matier? 1., P‘.‘(;( ot
QUEEN
Hamlet, thoa hast thy father much offended.
HAMLET
Mather, you have my father misch offended. ""‘J '/vud(
QUEEN
Come, come, you answer with an idle tongue.
HAMLET
Go, 20, you question with s wicked tGngue.
QUEEN
Why, how now, Hamlet?
HAMLET

V-, Oecopriete




)@ o\\)m‘&’

What's the mattce now? o (’J"o\\"vf

QUEEN
Have you forgot me?
HAMLET
No.;yhro.od.m;

You are the Queen, your husband's brother's wife, . )X\D\x(,‘\

- - - - - A\
And(woddilmmm)yonmmym.

QUEEN
Nay.lhn!'llsutbnwwyoulhllmlpuk.
HAMLET
Come, cams, and sit you down; you shall not budge,
You;oml:lll;lyw;agl:n w
Where you may see the <imost> part of you.
QUEEN
What wilt thou do? Thou wilt not murder me?
Help, ho!
POLONIUS,

As kill a king?
HAMLET
Ay, Iady, it was my Werd
{He pulls Plonius* body from behind the arra. )
Thou sretched, rash, intrading (561, farevicll,
I (@ok thee for thy Better. Take thy farrune.
’lbouﬁ:d'mo;woh;yi:md:w.
[To Queen. ] Leave wringing of your hands. Peace, sit
Yyou down,
And fet me wiing your hart; for 0 1 shal
1t be made of penctrable stuff,
“ifdamenid-custom davenobbrssediteo
~That it be prootantt tul warkrsgainsreonse:
QUEEN
What have 1 done, that thou dar’st wag thy tongue
In noise 30 rude against me?
HAMLET

\e v
e
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[belind the arras) What hot Help!
HAMLET
- - 4 -~ - p \
How naw, a rat? Dead for a ducat, dead. *\ * ||\(“\
[He <kills Poloniwst> by
thrusting a rapier

thraxgh the arras. |
QUEEN
Ome, what hast thou done?

HAMLET
Nay, 1 know not. Is it the King? \fi \Q\DC”"

QUEEN
O, what a rash and bloody deod is this!

HAMLET
Ablo:dy‘:d—du;duh:d.goodl;o&ﬂ. »
As il a King and marry with his brother. ™

QUEEN

Such an act
That bits the grce and bish of modesty,
Calls virtuc hypocrite, takes off the rose )(L \105\’\
From the fair forchead of an innocent love

Md;uablrwﬂ;qm

Ay me, what act

That roars 50 loud and thundess in the index?
HAMLET
- - - = —
Look here upon this picture and on this,



The counterfeil pressitment of two brothers,
See what a grice was sSated on this biow,

Hyperion's carls, the front of Jove himeelf,
\\ \\“-)l (.,l;‘ Me;nﬁhM;s‘loﬂl:m.;dwm;ad.
‘}S‘_)\oc \'“0' . Astation like the herald Mercury
5 S i - 3. ¥ - —
(‘“4‘ ;\.)34' i New-lighted on a <heaven™> kissing hill,
> \‘SA!\JK‘QJ ? AcSmbinsion a3 a foh indoed
> L - - - - -
Y d 12, Where every god did scem to set his seal
A oY To;velkn:ddu;rm:hu;t

o 057

“This Was your Busband. Look you now what follows.
- = . - -
Here iy your husband, like a mildewed iy
- - - >
Bl:ni:ulin wholcsome brother. Have you eyes?
ledy&amﬁuﬁirmﬁn.hl;wwﬁ:d
- - - - -
And batten on this moor? Ha! Have you eyes?
Ymc:me:ﬂillu:c.fw:ymiu
- - - -~ -
The heyday in the blood is tame, it's humble
Mw:um:mm:&mjﬁmw

Thou tum’st my eyes into my <very> soul,
And there | ses such black and <grained> spots
As wall <not> leave their tinct.

HAMLET

Nny.b:lol;v
In the rank swest of an cascamed 3d,
Stowed in cormuption, honeying and making love
Over the fasty sty!

QUEEN
0, spoak 10 me no more!
These words like daggers enter in my cars,
No more, sweet Hamlet!

HAMLET

Al:lduw;do;i'ndn,

-‘ﬁmslrwm;mm;ﬁ&palheﬁk

e

Of your precedent lord; a viee of kings,
A Cutpurxe of the cmpire and the file,

Would siep from this (o this? fense-sursyou hae,
Koz eould-you not have- motonc butware that sense

Forserosimmuchmdifferonces-What devil was 't
That thus hath cozened you at hoodman-biind?

O Hamlet, speak no more!

QUEEN
No more!
HAMLET
A Xing of shreds and paiches—
Enter Ghast,

S&mnﬂ%&amﬁﬁmw&s,
You heavenly gurds! — What would your gracious
Ifgn?

QUEEN
Alas, he's mad.

HAMLET
Do you not come your tardy son fo chide,
'l'lu.l;udind;nmdp':uim l:igol;y
n'hnp;uu:wm:fyw&dmn;d?

'\3 \(\A' st

\ "\
fu ope oyt



GHOST"
Do not foeget. This visitation

Is but 10 whet thy almost blunted purpose, ,
But look, amazement on thy mother sits.
O, step between her and her fighting soul.
Conceit in weakest bodies strongrest works.
Speak 1o her, Hamlet

HAMLET

M M How i it with you, 18dy?

o 0

QUEEN
Alas, how is "t with you,
That you do bend your eye on vacancy
And with (' incorporal air do hold discourse?
Forth at your cyes your spirits wildly peep,
And, as ths slecping soldiers in th’ alarm,
Your bedded hair, like life in cxcrements,

HAMLET
Nor did you nothing hear? .
QUERN
No, nothing but oursclves.
HAMLET
Why, 150k you there, look Row it stéals away!
My father, in his habit = be lived!

QUEEN -~
This is the very coinage of your brain.
This bodiless creation ecetasy
1Is very cunning in,
HAMLET
<Ecstusy >

My puise a5 yours doth temperately katp Eme

Ann,nausahaﬁmlmmlc.khmtm
Mlh\nm‘dnnagmmmetm
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Start up and stand an end. O gendle son,
Upaon the heat and flame of thy distemper
Sprinkle cool pativnce! Whereon do you lock?

HAMLET
in:m,onlﬂ:nl.:okywhow;lchcﬂzu. _h Q\M
Flis form and cause conjomed, proaching 10 soncs,
Would make them capable, /7o the Ghast.] Do sot
160k wpon me,

Wmthtmplmmdonywouv; ‘X_“ %C'P
anmnmmlhmlodo '
Will want true calor—team perchance for blood.

QUEEN
To whom do you speik (his?

HAMLET
Do you see nothing there?

QUEEN
Nothing at all; yet all that is I sce.

M@lbmuuwﬂMthhm
WouldmbdﬁmMoﬂmforlawdywq *6 PMM—
Llynotlhnﬂlluhzmcﬁonwyurnnl
mmmwmmmwx -‘G WI\S‘L\
nmﬂbushndﬁlmmnmm

i mummmmmm

Repont what's past, avoid what is to come,
And do not spread the compost on the weeds
- - - -
To make them ranker. Forgive me this my virtue, '% \(
- e - - - "fD Qa0
For, i the fatness of these parsy times,
Virtae itself of vice must pardon beg,
Yegc:mmdvs‘ooful;wto;oﬂmi;od.
QUEEN
O Hamlet, thou hast clefl my hoast in twain!
HAMLET

O,Gu.waw;ylbsw:wt;noﬂ.g



And <live> the parer with the other half?
Good might. But g0 5ot 1o my uncle's bed.

-~ - - - -
Assume a virtue if you have it not,

With wondrouspotencye Onse-nwore, goodnight~
1'll blessing beg of you. For this same lord

[Pointing to Polowtus.]
1 do repent; but hoaven hath pleased it 50

Be thou assured. if words be made of breath
And breath of life, | have no life to breathe
What thou hast said to me.
HAMLET
{ miist 1o England, you know that.
QUEEN
Alack,

To punish me with this and this with me,
Thi T st bo el ammigs send smisior.
1 will bestow him and will answer well
The dath I gave him. So, again, good nigh.
1 st be crued anly to be Kid.
One word mors, good lady. |
QUEEN
What shall 1 do?
HAMLET
Nul;isby:oumliﬂlb?dyud;:
Lot the bioat king tempt you again 1o bed,

o - - - 5 ol
Pinch wanton on your cheek, call you his mowse, ’\\‘ W

Woceor L

A o % \ﬂ
And let lim, for a pair of reechy kisses T
Or paddling in your neck with his damned fingers,

Make you to ravel all this matter out
Thllaauﬁdgm;l’nmdm .
: v fon \

T

1 had forgot! "Tis so concluded on.

HAMLET
[There's l:uus :Qed; -nd;y wo acho':lfcn:m.
m?mnuku'{wm;imr:.m
They bear the mandate; they must sweep my way | St
And marshal me to knsvery. Let it work,
Fcr';lhn;-llnh:wlh;dn;
l-ln'nw.hhlin;mpeu-ld‘.nd‘li:llgol;ld

And blow them at the moon, O, “tis most sweet

- - - e e L ,,'."f'(a.f('_
When in one line two crafts dircctly meet. | \ o
’lh:u.aiﬂln:lmp:chua
1"l Hig the gty into the néighbar room.

Mother, good night indced. This counselor
Is now most still, most fEcret, and most grave, ;1 (‘1‘\‘ ,‘)-J‘,';_

- - - - .
Who was in life a foolish prating knave —
Com;r.lnd::www;dmu:lwilhy:u.«




- -

Good night, mother.,
[Tivey] exit, (Famlet tngging in Polonis.]

ACTIV SC ]
Enter King end Qneen

KING
There's muatter in these sighs; these profound heaves
You must translate; ‘tis fit we understand them,
Where is your son?
QUEEN
Ah, mine ovn lord, svhat have I seen tonighs!
KING
.mwmmw
QUEEN
Mad as the sva and wind when both contend
Which is the mightier. In his lawless fit,

QUEEN
To draw apart the body he hath Killed,
O'er whom his very madness, lke some ore
Among a mineral of metals base,
Shows itself pure: he weeps for what is dons.
KING
Om:m away!
The sun no sooner shall the mountains touch
But we will ship him henee; and this vilo deed
We mmust with all our majesty and skill
Both countenance and exowse.—Ho, Guildenstern!
Entor Rosencrantz and Guildenstern.

Fricads both, go join you with some firther aid,
Hemlet in madness hath Polonius slain,

And from his mother’s cioset hath he dranged him.
Go seek him out, spesk fair, and bring the body
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Behind the arras hearing something stir,
Whips out his mpicr, cries “A rat, 8 rat,”
And in this brainish apprehension kills
The unseen good ofd man.
KING

' O heavy deed!
Tt T been 50 with us, had we been there,
His liberty is full of threats to ali—
To you yourself, to us, to everyons.
Alas, how shall this bloody deed be answered?
1t will be Jaid to s, whose providence
Should have kept short, restrained, and out of haunt
This mad young man. But 80 much was our love,
We would not understand what was most fit,
But, like the owner of a foul discase,
To keep it from divulging, Jet it feed
Even on the pith of Tife, Where is he gons?

Into the chapel. I pray yoa, haste in this.
<Rosencrantz and Guildenstern exit.>
Come, Gertrude, we'll call up our wisest friends
And lct them know both whst we mean (o do
And what’s untimely done. [...]
They exit.

ACTIV SC. 11
<Enter Hamlet.>

HAMLET

Safely stowed. Yo TQWQ'“&L

<GENTLEMEN
Within Hamlet! Lord Hanleti>
HAMLET
But soft, what noise? Who calls on Hamlet?
O, here they come.

R onswer



Lnter Rosencronts, <CGuildenstern,> and others.

ROSENCRANTZ
What have you done, tay lord, with the dead body?
HAMLET
“Compaunded> it with dist, wheeeto 't Kin.
ROSENCRANTZ
Tell us where "tis, that we may take it thenee
And bear it 1o the chapel.

HAMILET
Do nat believe it
ROSENCRANTZ
Belicve what?
HAMLET

That I can keep your coumsel and not mine

own, Besides, 10 be demanded of a sponge, what

replication should be made by the son of a king?

body is and go with us 1o ths King.

HAMLET
The body is with the King, but the King is not
with the body. The King is a thing—

GUILDENSTERN

A “thing,” my lord?

HAMLET
Of nothing, Bring me 1o kim. <Hadelox, andy
Siaflcrs

They exit,

ACTIV SC I
Enter King ard two or three.

KING
L have sent to scek him and to find the body.
How dangerous is it that this mam goes loose!
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ROSENCRANTZ

Take you me for a spoage, my lord?
HAMIET

Ay, sir, that soaks up the King's countenance,
his rewards, his authorities. But such officers do the
King best sexvics in the end, He keeps them like <an
Ape> an apple in the comner of his jaw, first mowthed,
to b last swallowed. When he necds what you bave

o Pe-’m%‘ﬁ;
ho escopé
gleared, it is but squeezing you, and, sponge, you
#hall be dry again.

ROSENCRANTZ
L understand you not, my lord.

] HAMLET
Lam glad of it. A knavish speech slecps in _
Py “"b S\

ROSENCRANTZ
My lord, you must tell us where the

Yet must not we put the strong law on him,

He's loved of the distracted multitude,

Who Eke not in thetr judgment, but their cyes;

And, whm‘ﬂnqih' offendur’s scowge is weighed,
But never the offense, To bear all smooth and even,
This sudden sending Mim sway must seem
Deliberate pause. Diseases desperate grown

By desperate appliance are relieved
Ornotat all.
E l 1% ) ll .2

n and Hamlet.

How now, what hath befallen?
ROSENCRANTZ
Where the dead body is bestowed, miy lord,
Wo cannot get from him.
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Now, Hamlet, where's Polonius?
HAMLET

At supper where?

HAMLET
ot where he cats, but where he is caten. A
certain convocation of politic worms arc c'en
him. Your worm is your enly emperor for dict We
13t all croatures clse to fat s, and we fat cursclves
for maggots, Your fat king and your lean beggar is
but variable service—two dishes but to one table.
That"s the end.

[KING

Alos, alss!

HAMLET
A man may fish with the worm that hath cat

HAMLET

lkmllcuynﬂmcom

[Attendants exit.]

KING

Hamlel, this deed, for thine especial safcly
(Which we do teader, as we dearly grcve
For that which thou hast donc) must send thes
hence
<With fiezy quickness.> Therefore prepare thyself,
The bark is ready, and the wind at help,
'lh'a.uodm:lc:.:d,mdwetyﬂinghbal
For England.

HAMLET
For England?
KING
Ay, Hamiet,
HAMLET

J
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ofa king and cat o the fish that hath fed of that Yy sM
worm.]

KING
What dost thou mean by this?

HAMLET

Nothing but lo show you how a king nuay go a \’
progress through the guts of a beggar. \‘.‘0%’-

KING

punehh

Where is Polenius?

HAMILET
In heaven. Send thither to sce, If your messenger
find him not there, seck him I' th' other
place yoursell. But if] tndesd, you find him not
wilhin this manth, you shall nosc him s you go up
the stairs into the lobby.

KING
[to Attendants. | Go, seck him (here.
Good.
KING

Sois it, if thou knew'st our purposes.
HAMLET
1 sco a clrorub that secs them. But come, for b
England,
Farcwell, dearmother. R 3\09
KING

‘Thy loving father, Hamlet.

HAMLET
My mother. Father and mother is man and wife,
Mon and wife is one flesh, <and> 50, my mothar.— ‘\, \““J"ber
Come, for England.

He exits.

KING

Follow him at foot; tempt him wim‘:pecdaboud.
Delay it not. T'll have him hence tonight.



Away, for everything is sealed and done

That eise leans on th’ affair. Pray you, make haste.
All but the King cxit.

And England, if nay love thou hold'st at aught

{As my great power theroof may give thes sense,

Since yet thy cicatrice looks raw and red

After the Danish sword, and thy free awe

Pays homage to us), thou mayst nat coldly set

Qur sovereign process, which imparts at fill,

By letters congruing to that effect,

The present death of Hamlet. Do it, England,

He exits.

ACTIY SCIV

Enter Fortinbras with Ids arny over the stage.

FORTINBRAS
Go, Captain, from me greet the Danich kingy,

HAMLET
How purposed, sir, I pray you?
CAPTAIN

K S

o

Who comemande thom, sir?

CAPTAIN
The nephew to old Norway, Fortinbras,

HAMLET
Goes it agalist the mtn of Polund, i,
Orx for some frontier?

CAPTAIN
Truly to speak, and with no addition,
We go to gain a little patch of ground
That hath in it no profit b the name,
To pay five ducats, five, 1 would not farm it
Nor will it yield to Narway or the Pole
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Tell him that by his license Fortinbras
Craves the coaveyance of a promiscd march
Over his kingdom. You know the rendozvous.
IF that his Majesty woudd aught with us,
We shall express our duty in his eye;
Axnd Jet him know so.
CAPTAIN
Twill do 't, my lord. '
FORTINBRAS

Go softly on.

[All but the Capiain exit]

(Ertar Hamlet, Rasencranis, {Guildenstern,] and others.]

HAMLET

Good sir, whose powers are thess? \-0 W\p&-

CAPTAIN
They are of Norway, sir.

A ranker rate, should it be sold in fee,

HAMLET

- g - — -
Why, then, the Polack never will defend it

CAPTAIN
Yes, it is already gardsoned.

HAMLET
Mﬁmﬂ:um‘&uﬂm&u
Will riot debate the question of this straw.
“This it th* imostume of much wealth and peace,

- - S~ - -
Why the man dics— Bimbly thank yoo, sir.

CAPTAIN
God be wi® you, sir,
[He exits,]
ROSENCRANTZ
Will "t please yoa go, my lord?
HAMILET

o
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I'l be With you straight. Go a lifile before.
(Al but Hamlet exit. |
khw;loc;duu;ow;m&lm
Andcﬁlmy&lnv:gc.\th;a;n

o ofe” v

If is chicf good and market of his time

“And evetlune parts cowardy | do not riow
Why yet I live to say “This thing's 1o do,”
Sith 1 have catse, and will, and sirength, and means

Wherecn the nambers cannot iry the catse,

Which is not tomb enough and continent

To hide the stain? O, from this time forth

My thoughts be bloody or be nothing warth!
[He exits]

ACTIV SCV
Enter Horatio, [Queen,] and a Gentleman.

QUEEN
What would she kave?
GENTLEMAN
She speaks much of her father, says she hoars
There's tricks i* th* world, and hems, and beats her
beart,

St iously at ks things in doubt

-

That carry but half sense. Hor spoech is nothing,
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To;‘l.ﬂxznplny;-ul!;mexh;lm:

= wrepleesY
Whose spirit with divine ambition puffed Vs ' \va2p?
2 \

e i e s '?'\cor'eo.") o
M.namn:aam:wem mo \,:Lw‘:“\‘\,\q \ﬁl.o\
Exposing what is mortal and apsire W S{ 1 ot Ll
To all that formnc, dZath, and danger dare, U ooy v fothars
Even for an cagshell. Rightly to be great ‘o (‘)D‘&-“) pARICIES

Is not to stir without great angument,

But groatly 1 find quarvel in a straw

When honor's at the stake. Fow stand I, then,
I‘ul:velﬂaﬁled.nu;ﬁ:r-;ned,
Excitements of my fexson and my biood,
And fot all sicep, whils to my shame I see
nn.innﬁuud;lhon:unylh:nuadm.n
“That for » fantasy and Wk of fame
Go:nhty‘;vuihb:llﬁshf.oupl:t

Yet the unshapéd ise of it doth move

The hearers to collection. They <aim> at it

And bolch the words up fit 10 their own thoughis:

Which, as her winks and nods and gestures yield

them,

Indecd would make one think there might be

though,

Thoogh nothing surc, yet much unhappily.
HORATIO

“Twere good she were spoken with, for she may

strow
Dangerous conjectuses in ill-breeding minds.
[QUEEN])
Let her come in.
[Gentleman exits.]

jAside_] To my sick soud (as sin’s trus nature is),

Each toy seems prologue to some great amiss,



So full of artiess jealousy is guilt,
It spille itself in fearing o bo spilt,
<Enter Ophelia distracted.>

Wheze is the beaiteous Majesty of Denmark?

Alas, sweet lady, what imports this song?
QOPIIELIA

OPHELIA
[Sings.]
Larded all with sweet flowers;
Which bewept to the ground did not go
With true-love showers.
KING
How do you, pretty Iady?
OFHELIA
Well, God dild you. They say the owl was a
baker's daughter. Lord, we know what wo aro bt
know not what we may be. God b at your takle,
KING
Canceit vpan her father.
OPHELIA
Pray let's lave no words of this, but when
lhuyukyouwhuilmnm,uy_youﬂis:
[Sings.]

~

Say you? Nay, pray you, mark.
{Sings.]
He is dead and gone, lady,
He is dead and pone;
At fis iead a grass-green turf,
At lis heels a stone.
Oh, ho!

Nay, but Ophalin—
OPHELIA
Pray you, mark,

[Sings.]
Wihite Iris stwond as the pountain snovw—

Enter King,

QUEEN
Alas, Joak here, my land.

Tomarrow is Saint Valentine s day,
Al in the morning betime,
And 1 a maid at yowr window,
To be your Valentine,
Then up ke rase and dormed his clothes
And dupped the chamber door,
Tat in the maid, that ot a maid
Never duparted mare.
KING
Presty Ophelia—
OPHELIA
Indeed, without an oath, I'll make an end an 't
[Sings.]
By Gis and by Saint Charity,
Alack and fie for shame,
Toung men will do *t, if they come 1o *;
By Cock; thay are to blame,
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Quoath she "Before you tumbled me,
You promised me to wed.”
He answem: -
"o would ! "a done, by yonder sun,
An thou hadst not come to my bed.™
KING
How long hath she been thes?
OPHELIA
T hops all will be well, We must be pationt,
bat I camnot choose but weep to think they would
lay him i* th* cold ground. My brother shall know of
it. And 50 I thank you for your gooil counsel, Came,
my coach! Good night, ladies, good night, sweet
Iadies, good night, good night.
<Sho exils.>
KING
Follow her close; give her good watch, I pray you

Feods on <his> wander, keeps himselfin clouds,
And wants not buzzess o infect his car
With pestilent speeches of his father's death,
Wherein necessity, of matier beggared,
Will nothing stick oar person to arraign
In car and ear. O, my dear Gertruds, this,
Like to a murd'ring piecs, in many places
Gives me superfloous death, y

A noize withir

KING

Enter a AMessanger.

What is the malte?
MESSENGER
Save yoursclf, my lord.
‘I'heooe.anovuwingofhiﬁﬂ.
Eats not ths flats with mare impitcous hasts

185

[Haratio exits.]
©, this is the poison of deep gricf. It springs

All thom her father's death, and now behold!

O Gertrnuds, Gertrude,

When somrows come, they come not single spies,
But in battalions: first, her father stain;

Noxt, your son gono, and he most violent author
Of his own just remove; the people muddied,
Thick, and unwhelesome in <their> thoughts and
whispers

For goodd Polonias” death, and we have dons bat
greenly

In bugger-mugger to inter him; poar Ophelia
Divided from herielf and her fair judgment,
Without the which we are pictures or mcre bessts;
Last, and as much containing as all these,

Her brother is in seeret come from France,

Than young Lacrtes, in a riotous head,
O'erbears your ollicers. The rabble call him “lord,"
And, as the wodd were now but to begin,
Antiguity forgot, custom not known,
The ratifices and props of cvery word,
<They> ary "Choose we, Laertes shall be king!™
Caps, hands, and tenguas applaud it to the clouds,
“Lacricy shall be king! Lacres king!"

A naise ithin,

Erter Lavries

LAERTES

Whero is this king
O, thou vile king,

Give me my father!

Calmly, gpood Lacrtes,




LAERTES Where is my father?
That deap of blood thal"s calm proclaims me « KING
bastard, Dead.
Cries “cockeld” to my father, brnds the harlot QUEEN
Even here between the chaste unsmirchd brow But not by bim.
Of oy true mother. KING
KING Lt him demand his fill.
What is the cosse, Lacrics, LAERTES
‘That thy rebellion Jooks so giant-lke?— How came he Gead? I'll not be jugpled with,
Let him go, Gerimde. Do not fear our person. To hell, llogiance! Vows, lo the hlackest devil!
There's such divinity doth hedge a king Conscience and grace, to the profoundest pit!
That trexson can but peep to what it would, 1 dare damraton, To this point I stand,
Acts litdle of his will.—Tcll me, Lacrics, That both the worlds I give to negligence,
Why thou art thos incensed—Let im go, Let come what comes, only I'll be revenged
Gertrude.— Maost throaghly for my father.
Speak, man, KING
LAERTES Who shall stay you?
LAERTES And, like the kind lfe-rend’ring pelican,
My will, not all the <world> Repast them with my blood.
And for my means, 'l hushand them so well Kma
They shall go far with little. Why, now you speak
KING Like a good child and a trus gentleman.
Good Laertes, That 1 am guilfless of your father’s death
1f you desire to know the certainty And am most sensibly in gricf for it, '
OF your dzar father, is *f writ in your revenge Tt shall as level to your judgment *pear
That, swvoopetake, you will draw bath friend and As day does to your cye.
fos, Fnter Ophelia.
Winner and Josee? O heat, dry up my brains! Tears saven fimes sait
LAERTES Bum out the sense and virtus of mine eyel
None but his encrmics. By heaven, thy madness shall he paid with weight
KING Till aur scale tum the beam! O rose of May,
Will you know them, then? Dear maid, kind sister, aweet Ophelial
LAERTES O heavens, is "t possiblo a young maid’s wits
To his good fricnds thus wide I'll ope my arms Should be as mortal 25 <an old> man's life?
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<Nature is fine in love, and, where “tis fine,
It sends some precious instance of itself”
After the thing it loves.>

{Sings]
They bore him barefaced on the bler,
<Hey nan nurny, nonny, hey nonny, >
And in hiz grave ratmed many a tear.
Fare you well, my dove,
LAERTES
Hadst thou thy wits and didst persuade revengs,
Tt could not move thus.
OPHELIA
You must sing " A-down a-down"—and you
*Call Em a-downea." O, how the wheel becomes
it! It is the false steward that stole his master's
dayghter.

For borny sweet Robin is all my joy.
LAERTES
‘Thought and afilictions, passion, hell itself
She tums to faver and fo prottiness,
OFHELIA
.{S"ct-)
ind will he not come again?
And will hs not come again?
No, ro, he is dead,
Go to thy deathbed,
e never will coms agair.

}ﬁvbcadwwwhil:-asmw,
<411 flaxen yeas his poll.

He s gone, ke is gone,

And we cast away moan.,

God ‘a mercy on his soul.
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LAERTES
This nothing’s more than maticr.

OPHELIA
There’s rascmary, that's for remembrance.
Pray you, love, remember. And there is pansics,
that's for (houghts.

LAERTES
A document in madness: thoughts and remembrance
fitted,

OPHELIA
‘There's fennel for you, and columbines.
There's rac for yon, and here's some for me; we
may call it herb of grace o' Sundays. <must wear
your rue with a difference. There's a dadsy. 1 would
give you same violets, but they withered all when
my Gther died. They say he made a good end.
(Sings.]

And of all Christians® souls, <1 proy God.> God be wi”

you.
She exits.
LAERTES
Do you <see” this, O God?
KING

Tacrics, T must commune with your griaf,
Oryondemedﬂ-taobmm

Make choice of whom yous wisest fiends you will,
And they shall hear and judge "twixt you and me.
f by direct or by collateral hand

They find us touched, we will our kingdom give,
Our crown, our life, and all that we call ours,

To you in satisfactian; but i not,

Be you content to lend your patience to us,

And wo shall jointly labor with your soul

To give it dus content,




LAERTES
Let this be so.
His means of death, his obscure funeral
(No trophy, sword, nor hatchment o'er his bones,
No noble rite nor formal ostentation)
Cry to be heard, as "twere from heaven to carth,
That T must call 't in question.
KING
So you shall,
And where th' offense is, lot the great ax fall.
1 pray you, go with ne.
They exit.

Enter Horatio and others.

HORATIO
<Reads the letter>  Horatio, when thon shalt have
overlooked this, give these fellows some means 1o the
King. They have letters for hin. Ere we were two days
old at sea, a pirate of very warlike appolntment gave
uMFM@MMdowq'de we put on
a compelled valor, and in the grapple 1 boarded them.
On the instant, they got cloar of owr ship; so I alom
became thelr prisaner, They have dealt with me like
thieves of marcy, but they knew what they dd- I am (o
do a <goad=> tiern for them. Let the King have the letters
I have sent, and repair thou to me with as much speed
as thon wouldst fly death. I have words 1o speck in
thine ecr will make thee dumb; yet are they much too
light for the<bore> of the matter. These good fellows
will bring thee where I am. Rosencroniz and Guildenstern
Told their course for England; of them I have .
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HORATIO
What are they that would speak with me?

GENTLEMAN
Seafaring men, sir. They say they have
letters for you.
Enter Sailors.
SATLOR
God bless you, sir.
HORATIO
Let Him bless thee too.
SAILOR

He shall, sir, <an "> please Him. There's o letter
for you, sir. it came from th' ambassador that was

bound for England—ifycur name be Horatio, as 1
am let to know itis.  [Tie hands Horatio a letter.]

mnci to tell thee. Farewell.
<He>that thou knowest thine,
Harlet.
Come, T will <give> you way for thess your letters
And do "t the speedicr that you muy direct me
To him from whom you brought them.,
Thhey exit.

ACTIV SC VIT
Enter King and Lacries,

KING
Now must your comscience my acquittance seal,
And you must put me in your heast for fricnd,
Sith you have heard, and with a knowing ear,
That he wiich hath your noble father elain
Parsued my life.




LAERTES
1t well appears. But tell me
Why you <procesded> not against thess feats,
So criminal and so capital in aature,
As by your safety, greatness, wisdom, all things else,
You mainly were stirred up,

O, for two special reasons,

Which may to you perhaps seem much vasinewed,
But yet to mo thoy 're strong. The Queen his mother
Lives almost by his looks, and for myself

(My virtoe or my plague, be it cither which),

She is 80 <conjunctive> to my life and soul

That, as the star moves not but in his sphere,
[could not but by ber. The other motive

Why to a public count 1 might not go

T5 the great love the general gender bear him,

Letters, my lord, from
Hamlet>
Thess to your Majesty, this to the Queen.
KING
From Hamlet? Who brought them?
MESSENGER
Sailoss, my lord, they say. 1 saw them not,
KING
Lacrtcs, you shall hear

[Messenger exits.]
[Reads.]
High and mighty, you shall know I am set
naked on your kingdoms. Tomaorrow shall I beg leave to
swee yawr kingly oyes, when I shall (first asking <yowr>
pardon) therento recount the cocasion of my sudden

Who, dipping all his faults in their affction,
Wark like the sprirg that tumeth woed to stons,
Commilmbmsomumym
Too slightly timbered for so <toud 2 wind,>
Would have reveried to my bow again,
But not where [ have aimed them.
LAFRTES
And 20 have T a noble father lost,
A sister driven into desp'rate terms,
Whase worth, if praises may go back again,
Stood challenger on mount of all the age
For her perfections. But my revengs will came.
‘ KING
Break not yoer sleeps for that.
Entey a Messenger with letters.

<How now? What news?

MESSENGER.

<and more strange> return. <Hamlet.>

Oris it some abuse and no sush thing?
LAERTES
Know you the hand?
KING

*Tis Hamlet's character, “Naked™—
Andin a postscript here, ho says “alane”
Can you <advise> me?

LAERTES
Tam lost in it, my lord. But ket him came,
Tt warms the very sickness in my heant
That T <shall> live: and tell him to his teeth

“Thas didst thow™
KING
Ifit be g0, Lasrtes
(As bhow should it be 507 how etherwise?),
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What should this mean? Are all the rest come back?



Will you be ruled by me?
LAERTES
Ay, my ford,
So you will not o"crrule mo  a pee.
KING
To thins own poace. If he be now retumed,
As <checking™ at his voyage, and that he means
No mare to undertake it, Twill werk him
To an zxploit, now ripe in my device,
Under the which he shall nat chocse but fall;
Andforhh;!nmmmndd'um:hﬂlhu&c,
But cven his mother shall unchasge the practice
And call it sccident.
[LAERTES
My lord, I will be neled,
The rather if you cauld dovise it so

That T might be the crgan.

1 have seen myself, and scrved against, the French,
And they can well on horseback, but this gallant
Had witcheraft in 1. Ho grew unto his seat,
And to such wondrous doing brought his horse
As had he been encarpsed and demi-nattued
With the brave beast. So far he topped <my> thought
“‘That ¥ in forgery of shapes and tricks
Corme short of what he did,

LAERTES

A Norman was 1?

KING
A Norman.
LAERTES
Upon my life, Lamard.
KNG
Tho very same.

LAERTES

KING

1t falls right.
You have been talked of since your travel much,
And that in Flamiet's hearing, for a quality
Wherein they sy vou shine, Your sum of parts
Did not together phack such envy from him
As did that ane, and that, in my regard,
Of the unworthiest siepe.

LAERTES

What part is that, my lord?

KING
A very ribbon in the cap of youth—
Yet needful too, for youth no luss becomes
The light and carcless livery that it weass
Than settled age his sables and his weeds,
Importing health and graveness.] Two months since
Here was a gentleman of Normandy.

I know him well. He is the brooch indesd
And gem of all the nation.

KING
He made confession of you
And gave yoa such a masterly roport
¥or art and exercise in your defense,
And for your rapier most especial,
That he cried out "twould be a sight indeed
1If ene could match yoa.
Sir, this report of his
Did Hamlet so envenom with his envy
That e could nothing do but wish and beg.
Your sudden coming-o'er, to play with you.
Now out of this—

LAERTES
What out of this, my lord?
KING




Laertes, was your father dear to you?
Or are you like the painting of a somaw,
A face without 2 heart?
LAERTES
Why sek you this?
KING
Not that T think you did not Jove your Isther,
But that 1 know love is begun by time
And that I see, in passages of proaf,
Time qualifics the spark and fire of it.
Hamlet comes back; what would you undertaks
To show yourscif indeed your father’s san
More than in words?
’ s LAERTES
To cut his throat i* th* church.
KING
No place indesd should murder sanctuarize;

5o mortal that, but dip & knifis init,
‘Where it draws blood no cataplasm s0 mare,
Collected from all simples that have virtue
Under the moon, can save the thing from death
"That s but scratched withal, I'l) tovch sy point
With this contagion, that, if'I gall kim slighdy,
Itmay be death.
KING

Let's further think of this,
Weigh what convenience both of time and means
May fit us to our shape. 1f this should fail,
And that our drift look through our bad
performunce,
"I'were better not asgayed. Therefore this project
Should have a back or second that might hold
If this did blast in proaf. Soft, let me so.

We'll make & solcmn Wager on Folr cunmings—

Revenge ehoald have no bounds. But, good Lacrtes,
Will you do this? Keep close within your chamber.
Hamlet, retumed, shall know you ares come hame.
We'll put on those shall praise your excellence
And set a double vamish on the farne
The Frenchman gave you; bring you, in fing,
together
And wager <on> your heads. He, being remiss,
Most generous, and freo from all contriving,
Wil not pensw the foils, so that with case,
Or with a litfle shuffting, you may choose
A sword unbated, and in & <pass™> of proctice
Requite him for your father.

LAERTES

Iwilidot,

And for <that> parpose Il anaint my sword.

-

1 bought zn unction of a mountchank

Tha’tl
When in your motion you are hot and dry
And that be calls for drink, I'll have prepared
him
A chalice for the nonce, whereon but sipping,
1 be by chance escape your venamed sfuck,
Our purpose may hald there—Bat stay, what
noise?
Enter Queen.

QUEEN
Ong woo doth tread upon another’s heel,
So fast they follow. Your sister’s drownesd, Lacrtes.

LAERTES

Drowned? O, where?

QUEEN
“There is a willow grows askant the brook
That shosws his <hoar> leaves in the glassy stream.
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Therewith fantastic gadands did she make

Of crowflowers, netrles, daisies, and long purples,
‘That liberal shepherds give a grosser name,

Bt our cold maids do “dead men’s ngers™ call
them.

There on the pendant boughs ber coronct weeds
Clamub'ting to hang, an eavious stiver broke,
When down her weedy trophies and hemself

Foll in the woeping brook. Fer clothes spread wide,
And mermaid-dike awhile they bore her up,
Which time she chanted snatches of old laods,

As oac incapable of her own distress

Ox like 2 creature native and endued

Unto that clemend. But long it could not be

Till that her ganments, heavy with their deink,

Pulled the poor h from her melodious lay
To muddy death.
Therefore, let’s follow,
They exit.
ACTYV SC 1

Enter [Gravedigger and Another. ]

[GRAVEDIGGER]
Is she to be buried in Christian busial,
when she willfully secks her own salvation?
OTHER
I tel! thee she s, Therefore make her prave
sraight. The crowner hath sat on her and finds it
Christian burial,
[GRAVEDIGGER]
Honw can that be, unless she drowned
hersedf in her own defense?
OTHER
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LAERTES
Too much of water hast thow, poor Ophelia,
And therefore 1 forbid my tears. But yet
1t is our trick; nature her castom holds,
Let shame say what it will. When these are gone,
The woman will be cut.—Adiew, my lord,
I'have aspeech o fire that fain would baze,
But that this folly drowns it.
He exits.
KING
Let™s follaw, Gertmde,
How much I had to do to calm his raget
Now fear I this will give it siart again.

Why, "tis found so.

[GRAVEDIGGER]
1t ;ust be <se offendendo;> it carmot be
clsz, For here lies the poind: i1 drown myseif
wittingly, it argues an act, and an xct hath three
branches—it i 1o 3ct, 1o do, to perform. <Argal,> she
drowned herself wittingly.

OTHER

Nay, but hear you, goodman delver—

[GRAVEDIGGER)
Give me leave, Flere lies the water;
good. Here stands the man; good. If the man go fo
this water and deown himeclf, it ix (will he, nill he)
e goes; mark you that. Butif the water come to kim
and drown him, he drowns not himself. Argal, be
that is not guilty of his own death shortens not his
own life.



But is this law?
[GRAVEDIGGER]
Ay, marry, is t—crowner's 'quest law.
OTHER
Wl you ha' the truth o *t? If this had not been
“a gentiewoman, she should have been buried out o’
Christian barial,
[GRAVEDIGGER]
Why, there thou sayst. And the more
pity that great folk sheald have count'nance in this
world to drovm or hang (hemselves more than
their even-Christian. Come, my spade. There is no
ancient gendleren but gard ‘ners, ditchers, and
grave-makers, They bold up Adam’s prafesson.
OTHER
Was he a genfleman?

thousand tonants,
[GRAVEDIGGER]
1 like thy wit well, in good faith. The
gallows does well. But how doss it weil? It doss
well to those that do ill. Now, thou dost ill to sy the
gallows is built stronger than the church. Argal, the
gallows may do wdl to thee. To 't again, come,
OTHER
“Who builds stronger than 3 mason, a shipwright,
or a carpenter T
[GRAVEDIGGER]
Ay, t=ll me that, and unyoke.
OTHER
Marry, now I can tell,
[GRAVEDIGGER]
To“
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[GRAVEDIGGER]
He was the first that cver bare arms.
<OTHER

Why, he had nose.

[GRAVEDIGGER]

What, art a heathen? How dost thou

undesstand the scripture? The sonpture says Adam
digged. Could he dig without arms?> T'll put another
question to thee, If thou answerest me not fo the
puspose, confiess thyself—

Go tol

[GRAVEDIGGER]

‘What 35 he that builds stronger than
cither the mason, the shipwright, or the carpenter?

OTHER
The gallows-maker; for that <frume> ootlives a

Maas, 1 cannat tedl,
<Enter Homlet and Horatio afar off>

[GRAVEDIGGER]
Cudgel thy brains no more about it,
for your dull ass will not mend his pace with
beating. And, when you are asked fhis question
next, say “a grave-maker.” The houscs he makes
1asts till doomsday, Go, get thee in, and fetch me &
stoup of liquor.
{The Other Man exits
and the Gravedigger digs and sings.]
In youthwien I did love, did love,
Methought it was very sweel
To contract—O—the tims for—a—my behove,
O, methought there—a—waz nothing —a—meet.
HAMLET




>0

% q,"é( ’
‘\0'
¥ Has this fellow no fecling of his business? He
. ,_5,} sings in grave-making,
X° : HORATIO
\!)(> Custom hath made it in him a property of
\\ 11“0(.(‘ casiness.
ﬁ'\ _.N:\J 9 HAMLET
(\AN C’\O) “Tis ¢’en so. The hand of little employment
W2 \_."{.-, hath the dsinticr sense.
. _3. (\a |GRAVEDIGGER]
" [Sings]
But age with s stealing steps

Hath clawed me in his clutch,
And hath shipped me into the land,
As if I had never been such
{He digs up a skull.
HAMLET
That skull had a tongue in it and could sing

chapless and knocked about the <mazard> with a
soxton’s spade. Here's fine revolution, an we hod
the trick to see ‘1. Did these bones cast no more the
breeding but 1o play at loggets with them? Mine
ache to think on 't
[GRAVEINGGER)

[Sings.]

A pickax and o spade, a spade,

For and a shrowding sheet,

O, a pit of clay for 1o be mads

For such a guest is meel.

[He digs up more skulls. |
o HAMLET
\% ()\9, K Whose grave's this, simmh?
[GRAVEDIGGER]
Mine, sir.
[Sings.]
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once. How the knave jowls it to the ground as il
"twere Cain's jawbane, that did the finst murder!
This might be the pate of a politician which this asx
now o’errcaches, ane that would circumvent God
might is not?

HORATIO
It might, my lord.

HAMLET
Or of a courtier, which could say “Good

marrow, sweet lord! How dost thow, sweet lond?™

HORATIO
Ay, my lord.

HAMLET
Why, ¢"cn s0. And now my Lady Worm's,

<O a pit of clay for 1o be made
<For such a guest is meet.>
HAMLET JL
I think it be thine indecd, for thou licst in 't \o‘d‘o
[GRAVEDIGGER]
You lic ot on 'L, sir, and therefore "tis
not yours. For sy pan, I do not lie in 't yel it is
mine,
HAMLET
Thou dost ke in "t 10 be in 't and say it is thinc. u,'b"
"Tis for the dead, not for the quick; therefore thou  —Y©
licst.
[GRAVEDIGGER]
*Tis a quick lic, sir; "twill away again
from me to vou.
-

o
7Y

Yo ¥

HAMLET
What man dost thou dig it for?



' |GRAVEDIGGER]
. For no man, sit.
3&) HAMLET
; &0-‘\ What woman then?
Yo [GRAVEDIGGER)
For none, neither.
, HAMLET
( Who is to be busied in *t2
‘b\ [GRAVEDIGGER]
\(‘) ‘ One thai was 3 woman, sir, but, rest
A her soul, she's dead.
HAMLET

How absclute the knave is! We must speak by
the cand, or equivocation will undo us,
How long hast thon been

Ao\nth e ,

' [GRAVEDIGGER]

[GRAVEDIGGER]
"Twill not be seen in him there, There

e men are as mad as he.

How came he mad?
v o [GRAVEDIGGER]
V}‘\ (0./ Vary strangely, they say.
SN _ HAMLET
; @Q& How “strangely™?
Gy'% [GRAVEDIGGER]
Eaith, c'en with losing his wits.
HAMLET
Upon what ground?
[GRAVEDIGGER]
Why, bere in Deamark. I have been

sexton here, man and boy, thinty years,
‘ HAMLET

OF <all> the daysi' th' year, [ came to 't
that day that our last King Hamlet overcame
Fortinbras.

HAMLET | *
How lang is that since? \° %"‘bw

[GRAVEDIGGER] M

Cannot you tefl thar? Every fool can }\) i
tell that, It was that very day that young Hamlet
was ban-—he that is mad, and sent into England.
HAMLET .
Ay, maary, why was he seat into England? }(o.‘r%)f”
[GRAVEDIGGER]
Why, because he was mad. He shall
recover his sits there, Or if he do not, *tis no great
matter there.
HAMLET

Why?

How long willaman lie i th” carth ere he rot? -
[GRAVEDIGGER]

Faith, if he be not rotten before be die

(s we have many pocky corses <nowadays> that will

scarce hold the laying in), he will last you some

cight year ar mine year. A tanner will last you nine

year,
HAMLET )
Why he more than another?
[GRAVEDIGGER)

Why, sir, his hide is 5o tanmed with his
trads that he will keep out waler a great while; and
your water is a sore decayer of your whorcson dead
body. Here's a skull now hath en youi” th’ carth
three-and-tventy years.

HAMLET

Whase was it? ;\-d A\;,Av)
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[GRAVEDIGGER]
A whoreson mad fellow’s it was.
Wheee do you think it was?
HAMLET
Nay, I know not.
[GRAVEDIGGER]
A pestlence on him for 3 mad rogus!

He poured a flagan of Rhenish on my head once.
This same skull, i, was, sir, Yorick's skull, the

King's jester.
HAMLET
This?
[GRAVEDIGGER]
E'en that
TTAMLET,

[taking the stadl] <Let me see> Alas, poar

Yorick! I knew him, Horatio—a fellow of infinite

E’en 50,
HAMLET
And smeltso? Pah!  (He puds the skull down.]
HORATIO
E'en so, my lord.
HAMLET

5\, Towhubmmamguynml!nﬂo!

But soft, but soft awiitet Fere comes the King,
bfg, The Qiicen, the courticrs. Who is this they follow?
eﬂ_&. mo;lelnygllw;dwmdzup‘nw;nd

Ll

Fordo its own life. "Twas of soine estate.

Canuch we awhile and mark. [They step aside.]

LAERTES

LEnter King, Queen, Laertes, <Lovds attendant,> and the
corpse {of Ophelia, with @ Doctor of Divinity. ]
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Jjest, of most excellent fancy. Fe hath bore me on his

back a thousand times, and now how abhoned in

mmnsnh&mmatmm

those lips that I have kissed I know not how oft.
Where be your gibes now? your gambols? your
soms? your flashes of merriment that were wont to

mwmm?mwmlomy
hay'.qum>mauummmmmmh¢&?
thick, to this favor she must come. Make her lagh ) Q'\ﬂ’\

at that.—Prithee, Horatio, tell me one thing.
HORATIO
What's that, my lord?
HAMLET
Dost thou think Alexander Jooked o this
fashioni' th' canth?

HORATIO
What ceremony elsc?
DOCTOR
Her obsequics have been as far calaged

As we have warranty. Her desth was doubefial,
And, bt that great command o’ersways the order,
She should in gronund unsanctified been lodged
Till the Last trumpet. For charitablc prayers
<Shards,> flints, and pebbles should be thrown on
her.
Yot here she is allowed her virgin crants,
Hler maiden strewmenty, and the bringing home
Of bell and bural.
: LAERTES
Mzt there no more be done?

DOCTOR
No more be done.
We should prafane the service of the dead

"
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To sing a requicen and such rest to her
As (0 peace-parted souls.
LAERTES
Lay heri' 0 carth,
And from her fair and unpoliuted flesh
May violets spring! 1 tell thee, churdish priest,
A minist‘ring angel shall ny sister be
When thou liest howling.
HAMLET
WL, the f3ir Ophelia?
QUEEN
Sweets (o ths sweet, farcwell!
. [She scatters flovers.]
1 hoped thou shouddst bave beer my Hamlet's wife;
I thought thy bride-bed to hsve decked, sweet muid,

{to Horatio]

And not have strewed thy grave,
LAERTES
LAERTES,
[out of (he grave]
The devil take thy soull
HAMLET
‘Thow priy st not well. [They grapple.)
I pithes ke thy fingers om my throat,

Far though 1 &m nat splenitive <and> rash,
thhrvclrnmﬁuﬁqm
Which Tet thy wisdom fear. Hold off thy hand,

KING

Pluck them asunder.
QUEEN

Hamlet! Hamlet)

ALL
Gentlemen!
' HORATIO
Good my lord, be quict.
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O, treble woe
Fall ten times <ireble> on that curséd head « -
Whose wicked deed thy most ingenious sense
Deprived thes oft—3¥Hold off ths earth awhile,
Till I have caught her once mare in mine arms,
<Leaps in the grave.>
Now pile your dust upon the quick and dead,
11l of this ffar 3 motntain you have mads

T o’ertop old Pelion or the skyish head
Of blue Clymgpus,
HAMLET
Advancing)
- & -
What is ho whose gnaf

Bm;wbm;ph:amplruofrmow M w(\)&(

— — o - - —
Conjures the wand’ring stas and makes them stand
Like wander-wotindod arers? This s 1,
Fismlot the Dane,

[Hamiet and Loertes are separated ]

HAMLET
Why, 1 vill fight with Iim upon this theme
Unéil my eyelids will no loager wig! \\)

QUEEN
Omymn,mum;‘l

HAMLET
I loved Ophelia. Forty thotsand brothers
Could ot with il their uantity of fove
Make up my sum. What wilt thou do for her? o

KING
O, he is mad, Lacrtes!
QUEEN
For love of God, forbear hins,
HAMLET

‘mmsowmﬂmlbu'mo.

- - - -
Woo't weep, woo’t fight, woo t fast, woo’t tear

VYou '

a&/\o« \\mesb




e s

o

thysaif, > o""j\h
Woo‘ld;:tw;id,;uu:no&;?

'l do *t. Dost <thow> come hire to whine?

To Gutface me with 1zaping in her grave?

Be Buricd quick with fer, and Sowill L. 1

This is mere madness;
And <thus> awhile the fit will work on him,
Anon, as patient as the female dove
When that ber golden couplets are disclosed,
His silence will sit drooping.
HAMLET

ACTY SC 1
Enter Hamlet and Hovatto,

HAMLET
Sir, in my hoast there was a kind of fighting
That would not it me sieep. <Methoughe> | fay
Worse than the mutines in the <hifboes> Rashly—
Andp;bedbu;hua;riﬂ:luh;w.
Our indisciotion sometime ierves us well
There's 3 divinity that shapes our énds,
Rough-hew them Row we will—

HORATIO

“o wdvise

Thast is most

Up from my cabin,
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Hear you, 5ir,
What i the reason that you ase me fas?
11Gved you ever. But it is no madter.
Let Herculcs himself do what bo may, w\)‘\cﬂ"\“n
The Gat will micw, and dog will have his day.
HHamlet exits,
KING
[ pray thee, pood Horatio, wait upon him.
Horatio exits.
[To Lacries.| Strengthen your patience in our last
night’s spoech.
Wc'llmmcmlommm~
Gouw.mmmnhmywm—
This grave shall have a living monument.
An hour of quict thereby shall we seo.
mﬂhnhpﬁenwmwowuﬁngba
They exit

My 2a-gown scarfed sbowt me, in the dark
Groped T to find out them; had my desire,
Fingercd their packet, and in ine withdrew
Tol:umﬁmq;n.maﬁ;‘mb.:ld
(My feans forgetting manners) (o untold
Their grand commissica; where 1 found, Horatio,
A fOyal knavery—an ex3ct command,
Larded with many several sorts of reasons
Importing Deamark's health and England’s 100,
That 50 the supervise, 1o Ieisure bated,
Nqn:(lonflymcg‘inim:fﬁu:x.
My head should be struck off

HORATIO

A ) ‘-’0\\

15 't possible?
HAMLET
H;e'shwu;ﬁmk;du;nmlzm
Handing him a paper.

Yo grore



- <
But wilt thou hear now haw I did proceed? \aw
. HORATIO
1 bescoch you
HAMIXT
They Rad begrim tho play. 1 53% me down,
3 T)c-ivnodan:.;vm-;daym;leilﬁ‘i.n—;
lmcedidholdlnuowmutb
%w&f/ Alnscoontownlofair and iabored much
How 10 forpet that Icaming; but, sir, s
1t did me yeoman's service. Wilt thou Ky
\va Th" efIEct of what I wrote?
HORATIO
Ay, good my lord.
HAMLET
As Fingland was his Taithfil tibotaty,
That, an the view and inowving S these Santents,

HAMLET
; nw:cm&rw&mﬁmdﬁt
\a‘o‘d\v Doubylbd:mimmoum
“lis danmomwhmusebasernmmm
Bemmmepaxmdfdlimmédms
Of mighty opposites
HORATIO
Why, what a king is ras!
HAMLET
Dnc:i-tnu,ﬂfakthcc,n:dm;wq;n——
Eku:thzmﬁledwk;gmw;:ﬁw m-m-ter.
~\‘& Poppod it between 6 ciestion 54 my biopes,
%\}.‘&( Thmo.cnﬁs:ﬂef.;rmp'?qwgfc_

S R
58 And with such cozemage—is 't not Perfct
::ua'ence

<To quit him with this amm? And is *t 79t to be
‘ damned
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Without debatement further, mor or fes,
sthaulddxnehwcnpulosmﬂcndomh. o g\\osk—
Nt shriving fime allowed,

HORATIO

How was this scaled?

HAMLET
W!q.:minl;th I:awn;ﬁ:au.
I‘:dmyf;.ﬂu’s?mot;m;ne,
Which was the model of that Dasish seal; \{-w«ffﬁ-55
Fdded(bcwmwinlbcfomutm‘omn
<Subscribed> it, gave 't th' impression, piased it
safily,
The changoling nevee known. Now, the et day
Was our sea-fight; mdwh-;mu?i-ws;qnun
Thou kniowest already.

. HORATIO

So Guildenstern and Rosencrantz goto 't

To ket this canker of our natare Same .Po (,ersw*"»
In further evil?

HORATIO
Itmmlbcabmﬂykmwnsoumﬁunw.-d
Wikat is the issuz of the business there,

HAMLET
1t Will be short. The interim’s mine,

And a man’s Tife’s no mare than to say “one.” 8

Bui Tam very stery, good Homstio, e oS
- - = d -

That 1o Lacrtes T forgot myself,

For'!;ylhu-i-zmgc::;m;mu;

The portrsifure of hés. Ul [caurt] his frvors.

But, surs, the bravery of his gricf &d Pt me



QOSRIC
Your lordship is right welcome back to
Denmark.
HAMLET
[Aside to Horatio. |
Dost know this waterfly?

HORATIO

No, my good ford,

[Aside to Hamlet]

Sweet lord, if your Lordship were at leisure, 1

QSRIC

HORATIO

His purse is empty already; all 's golden words

are spent.
HAMLET
Of him, sir.
OSRIC
I know you are not ignorant—
HAMLET

1 would you did, sir. Yet, in faith, if you did, it
would not much approve me. Well, sir?
OSRIC
You are not ignorant of what excellence Laenes
is—
[HAMLET
| dare not confess that, lest [ should compare
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shauld impart a thing (0 you from his Majesty.

HAMLET
1 wall receive it, sir, wath all diligence of \)Q
7 o O
spirit
OSRIC
My lord, his Majesty

bade me sigmfy (o you that be has laid a great wager
on your head.

Sir, here is nowly come to court Lacites—belicve
me, an absolute gonticman, full of most excellent

differences, of very soft

icty and great showing.
Indeed, 10 speak feelingly of him, he is the cand or
calendar of gentry, for you shall find in him the
continent of what part a gentleman would sce.
HAMILET

Jto Osnc) What imparts the nomination of

this gentleman”? A \"‘&UL&

with him in excellence. But to know & man well cop\;‘\'o‘\—’-
were to know himself,
OSRIC
1 mcan, sir, for [his] weapon. But in the imputation
laid on him by them, in his meed he's

nfeliowsd |
HAMLET
What's his weapon? \o peX
OSRIC
Rapier and dagger.
HAMLET
That's two of his weapons. But, well— '\u (orres (2
OSRIC

The King, sir, hath laid, sir, that in a dozen
passes between vourself and him, be shall not
exceed you three hits. He hath laid on twelve for
nine, and it would come 1o immodiate trial if your




s 3

o

jo PO

\6 gz,j,\, She well instructs me.

\

Lordship would vouchsafe the answer.
HAMLET
Yo cholengl

OSRIC

How if | snswer na?

Tmean, my loed, the opposition of your person
intdal.

HAMLET
Sir, Twill walk here in the hall. If it please his

Majesty, it is the breathing time of day with me. Let

the foils be brought, the genticman willing, and the
Kmhldﬁspmthilwhfmhhm!m
If not, I will gain nothing but my shame and the odd
hits, -
OsrIC
Shall I defiver you <&’en> sa?
HAMLET

To this cffect, sir, after what flowrish your )‘\.,5(0?

now,
LORD
The King and Queen and all are coming dovwa.
HAMLET
lnlnmlhne.
LORD

The Queen desires you 1o use some gentic
entertainment 1o Laertes befare you fall to play.
HAMLET

[Lord exits, ]
HORATIO
You will lose, my lord.

HAMLET

1 do not think so. Since he went into France, 1

have been in comtinual practice. I shall win at the

memmmzmmmmwm

aboid my heart, But it is no matter.

da \\5\\\-;«\
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natare will,
OSRIC
1 commend my duty to your Londship.
+ HAMLET
Yours. [Osric exits,] 4{t‘>dmwdllommd\(° \c\SW\\'
ithimself.
[Eriter a Lord |
LORD

My lord, his Majesty commeznded him to you by
Young Osrio, who brings back to him that you {u\“ﬁ.pﬁé‘—
aitend him in the hall. He sends to know if yoar
pleasure hold to play with Laertes, or that you will
take longer time.,
HAMLET
T am constant 1o my purposes. They follow
the King’s pleasure. If his fitisess speaks, mine is *‘3 vc,x&-rrm

ready now ar whensoever, provided I be so sble as

HORATIO
Nay, good my lord—
HAMLET
It is but foalery, but it is such a kind of
<5ﬁ|d\in¢>nw¢;ddpdupsumnm
BORATIO
1£ your mind dislike anything, obey it. T will
forestal] their repair hither and say you arc not fit.
HAMLET
Not a whit. We defy augury. There is <a>
special providence in the fall of a spareow, 165t be
<now,>'is not to came; if it be not to come, it will be

+e Soo'\,/\-e_,

i
NCL O 3’;‘
readiness i all. Since no man of aught he leaves w‘

knows, what is 't to Jeave betimes? Let be, k\a_m?

A table prepared. <Enter> Trumpets, Drums, and Officers
with cxshions, King, Oneen, {Osric,] and all the state,

now; ifit be not now, yet it <will> come. The
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Ao 9?;\?(‘\\
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Souls, daggers, text from the<lagons of wine> and Laertes.

KING

Come, Hamict, come and take this hand from mc.

[He puts Lawrtes' hand into Hamlet's]

HAMLET

{To Laeries]
Give me your pardon, sir. | have done you wrong;
But pardon 't as you are 8 gentleman. This presence
lnows,
And you must neods have héard, how [ am punished
With a sorc distraction. What I have don
'l‘humi.duyu';wle.h;mt.l;lw:pdm
Raughly awake, 1 hire proclaim was madness.
Was 'IH:lium-a:gedu;u?N-mH;nm
{f Hamlet from himself be ta'en away,
And when he's not himself does wrong Lacries,

I do receive your offered love like love

And will not wrong it.
HAMLET
T embeace it fioely
MWTII ﬂilh;ﬁu!'w;wl‘r:&ly;uy.»
Give s the faills. <Come on.>
LAERTES
Come, one for me,
HAMLET

I'll be your foil, Lacrtes; in miine ignorance
metl.illlhlﬂ.lrha;xi'm'd:rw@&
Stick fiery off indeed.
LAERTES
You mock me, sir.
HAMLET
No, by this hand,

Then Hamlet does it not; Hamlet deries it.
Who does it, then? His madnces. 11 1 be 50,
H;nlail;flhef:aloun;iswr;'ed;

\(o Oaﬁ;;\—

His fiadness s poor Hamlet's cocmy.

Let my disclaiming from a purposed evil

Fme;nm;hy:nrmu;mawt;wn '\O c\&)o(&n

m.ll-vndrotmy;wwo;rul;m
And burt my brothcr.

I am satisficd in nature,

Whose motive in this case should stir me most
To my revenge; but in my terms of honor

1 stand aloof and will no reconcilement

Till by some elder masters of known honor

1 lxve a vaice and precedent of peace

To <keep> my name ungored. But <till> that time

Give them the foils, young Osris. Cousin Hambet,
You know the wager?
HAMLET
V:ty;ell.myln-fd.
Your Grace has laid the odds o' (h* weaker side.
KING

\ 3 00\
S D)

I do not fear it; 1 have seen you bath,
But, since heo is belter, we have therefore odds.
LAERTES
This is 100 heavy. Let me sce another.
HAMLET
"This Tikes me well, These foils have al a length? "8
g ko Chet
Ay, my good lord.
<Prepare to play. >
KING
Set me the stoups of wine upon that table,



If Hamlet give tho first or secand hit

‘ Orqizinuuwu-oﬁbc&kduchngc,

Let all the battlements their ordnanco fire.

The King shall drink to Flamlet’s belter breath,
Am!inﬂwwpaaniWﬂnllbelhw,
Richer than that which four successive kings
lanmk‘tcmwn)nmeivemlhcwpc,
And let the kettie 1o the trumpet speak,

The trumpet to the cannoneer withoue,
'Ihcmunloﬂnhaw:m,ﬂnhmwmth,
“Now the King drinks to IHamlet." Come, hegin.

And you, the judges, bear a wary eye.
Trumpets the while.
HAMLET
A ‘}f:*)( Como on, sir.
ke —
Comz, my lord. <They play.>
HAMLET

\0.3,30.}( mpl-nylﬁsb:nﬁms.zlil;ytwh-ﬂle.
& Came. [They play.] Another hit. What say you?
\\’ U«;‘ LAERTES
<A touch, a touch > I do confiess 'L
KING
Our son shall win.
QUEEN

He's fat and scant of breath,-

Heare, Hamlet, take my napkin; rub thy brows,
The Queen carouscs to thy fortune, HamleL
[She Iifes the cup ]

det -

Gertrude, do oot drink,

® =
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HAMLET \-o éQQm

One.
LAERTES
No.
HAMLET
Judgment! & ,yeﬁs— .
OSRIC
A Rit, a very palpable hit.
LAERTES
Well, apzin.
KING
Stay, give me drink — Famlet, this peard is thine,
Here's 10 thy health.
[He drirks and then draps the pearl in tie cup.]
Drumy, trumpets, and
shot.

Give him the cup,

T will, my lord; I pray you pacdon me.
KING

[She drinks.}

[Asida]
1t ks the poisoned cup. Ttis too lats.
HAMIET
1 daro not drink yoi, faadam—by and by. o apPU”’L'
QUEEN
Come, let me wipe thy face.
LAERTES
{to Clandies]
My lord, I'li hit hitn now,

T do not think "t
LAERTES
[Astde]
And yet it is aimast against my conscionce,
HAMLET



6

Come.f‘n‘rdnﬂ?&lﬁfu.\'wd.obnﬁly. Py
1 ¥y youpass with your best violence. vqo\‘
I 3m <affard> you miake a wanton of me,

LAERTES
Say yvou 50?7 Came on. <Play.>
QSRIC
Nothing neither way.
LAERTES
Have at you now!

[Laertes wounds Hamlet. Then < in scxffling they change
rapiers,> and Hamlet wonnds Lacrtes, ]

KING
Part them. They are incensed.
HAMLET
ny,camnapin. .
Yo [The Queen falls.]
OSRIC
HAMLET
O villziny! Fiot 't the dooe be focked.  [Osric axits ]
Treachery! Seek it out.
LAERTES

1tis here, Hamlet. <Hamlet,> thou art slain.

No med'cine in the wordd can do thee good.

In thee thare is not half an hour's kife.

The treacherous instrument is in <thy> Band,

Unbated and envenomed. The foul practios

Hath tumnzd itsclf an me. Lo, here 1 lie,

WNever to rise again. Thy mother's poisonad,

I can no more. The King, the King’s to Hame,
. HAMLET

‘The point envenomed too! Then, venom, to thy

k.

<Hurts the King.>

Y AL

Treasan, treasan]
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Look to the Queen there, hot
HORATIO

They bleed an both sides.—Flow is it, my lord?

QSRIC

How is 't, Lacrtes? .
LAERTES

Why as a woodcock to mine own springe, Osria,

‘ [He fails.]
T am justly killed with mine own treachery.

HAMLET
S

KING

How doss the Queen?

She swoons 10 soo them bleed.
QUEEN
No, 5o, the drink, the drinki O, my dexr Flamlet!
The drink, the drink! § am poisoncd.
[She dies.]

KING
O, yot defend me, friends! I am but hart,
HAMLET
Dok 3 s poion. s <ty ion>i? © NS Cashrer
[Forcing him to drink the poison.]
<King dics.>
LAERTES
He is justly served.
1t is a poison tempered by hims<lf.
Exchange forgivensss with me, noble Famlet.
Ming and my father’s death come not upon thee,
Nor thino on me.
<Dies.>
HAMLET

Heaven make thee free of it. I follow thee,— ‘_“ P"@&



You that look pale and figmble at this chance,

1am déad, Horstio.— Wrciched queen, adiou.— Yo v
,wwtk\

Hiad 1 bust time fas-this STl &igtant; Death,
“Iseirictin his arrest), O, 1 could tell you—
To&m‘;ﬂllcd.
HORATIO

Never believe it

Tam more an antique Roman than 2 Dane.
[He picks up the cup.]

HAMLET
=As thowdrhamany
Givematheaup-FoletF Ry o KhsS.
O God, Hoatio, what a wounded name,

Here's yet some Hauor left.

205

el
- - -
If thow didst cver hold me in thy heart,
- - - -

Absent thee from felicity awhile

- .. ad — e
And in this harsh wordd draw thy breath in pain
To.ldlmyn-;y.

HAMLET
- R —
0, I die, Horatio!
- -~ - - -
The polent poison quite o'ercrows my spidt,
- g - - -
But I do prophesy th’ election lights
On Fortinbras; bo fits my dyiag voice.
. - - - o~
So tell him, with th* occurrents, more and loss,
- - - - -
Which have solicited—(he rest is silenoe,
<Diez.>
HORATIO
Now cracks a noble heart. Good night, sweet princs,
And flights of angels sing thee 1o thy rest.
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DEPARTMENT OF

Film & Theatre

THE UNIVERSITY of NEW ORLEANS

Theatre UNO )

2014 - 2015
Bengal Tiger at
the Baghdad Zoo Oct. 2-12, 2014

by Rajiv Joseph Robert E. Nims Theatre
Directed by David W. Hoover ‘

L ) ; | \

‘Hamlet . Nov. 13-23, 2014
by William Shakespeare Robert E. Nims Theatre
Directed by Jim Winter

—_

Melancholy Play
A Contemporary Farce March 3-8, 2015
by Sarah Ruhl Robert E. Nims Theatre

Directed by J Hammons

The Misanthrope April 16-26, 2015
by Moliere Robert E. Nims Theatre
Directed by David W. Hoover —

BOX OFFICE: 280-SHOW (7469)
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Theatre UNO
proudly presents

?Ie

by William Shakespeare
L Directed by James Winter
With Erick Wolfe and Randy Malbrough Jr. §

)
,é

November 13-23, 2014

~ Scene Design Costume Design
Kevin Griffith Tony French .
Lighting Design Stage Manager
Diane Baas Jenny L. Billot

Sound Design & Composition
Asher Griffith

~ Robert E. Nims Theatre
UNO Performing Arts Center

This show will have one 15 minute intermission

Thank you for Coming & Enjoy the Show!!
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HAMIEL Siscvriiiivivivassviosicoivisesens " Sam Malone+
CIBUTIUS i sinivamainsiiieionsinssssssisess Jarred Marlatt
GEPIYUAL i civiiviesinsssnsnnnnnes A Meghan Rose Shea
Ophélia................ resssssssnsnsensaaserssussrens Stevie Cavalier
LiGOTLES s sonsussunniinsvirnvsvnionioronssmssbiimnesoonansss Evan Eyer
POIONIS i vicissanassiasicsssvniovvmisanmaiessv Trey Lagen
FIOIOHO o caviwinainvssssvosainss soksress Caitlin “Evey” Sorbet
FOrtinbras .ocueeeeeeeeerineeeeeereeeenannn. reesareas David Brown*
Rosencrantz, Guildenstern,

NG CIVBIIOONNS . oo covosnersaverninn — Lauren Erwin
Player King, GHost vv.ciiiinussan Peter Smith
Player Queen, Marcellus, Captain, i . B
Messeriges, & OSHIC: v .ivosvvsisasivivisvions Sarah Beth James
Player, Barnardo, Comeiius, Gentleman,

& Ambassador .............cvevieirreenennnn. + John Charles TI
Playeé Voltemand, Sailo, Doctor; &
EONL civossinianmvonwerninvisssimmniniiisminavas Christian Tarzetti

DUBIEGH s vivisosisivivivoiisvisssinsiviins R Asher Griffith

+This production serves as partial completion of the MFA in Acting
*Will be performing the role of Polonius on November 22.

Hainlef Casi

{ Lauren Erwin (Rosencrantz, Guildenstern, and Gravedigger)
jis a native of Thibodaux, Louisiana, and a graduate of NYU's Tisch

4 School of the Arts and The Stella Adler Studio of Acting. Last year she

i studied Acting Shakespeare at The Royal Academy of Dramatic Art in

§ London. She is currently in the Film Arts program at UNO. One day she

{ will write an amusing bio, but it is not this day. Thanks to Mom, '
§ Andrea, and Alex for always being supportive.
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Hasale Gasi

Sam Malone (Hamlet) is a Third-Year MFA Candidate at the

| University of New Orleans, Sam was last seen on stage as Tom in
UNO’s production of Bengal Tiger at the Bahgdad Zoo. He is
thaniful for the opportunity to be a part of this passion-driven
production, with such a stellar production team, and such an
immensely talented cast, Sam would like to send a special thanks to
God, his wife Natasha, his Parents, family, friends, and everyone for

| their continuing love and support. He dedicates this show to his own
father, with love.

John Charles II (Player) is a Theatre Arts major at UNO in his
freshmen year. This is his first UNO production and he is excited to
be a part of the cast. He would like to thank the cast for giving him
such a wonderful time and experience. He would also like to thank

_his mentors Jan Corzo, Amy Waguespack, and her company Actin’
Up for always pushing him. Also a special thanks goes out to his
friends, family and beloved parents John and Nichole Charles for
their never-ending and constant support.

Sarah Beth James (Player Queen) is a second-year graduate
student pursuing her MFA in Theatre Performance from the
University of New Orleans. Her previous UNO shows

include Parsifal Worthy and To Kill a Mockingbird. She is
thrilled to be part of another exciting production and would like to
thank everyone for supporting the performing arts!

Meghan Rose Shea (Gertrude) is seeking her Masters in
Performance here at UNO. Most recently she has enjoyed playing in
Bengal Tiger at the Baghdad Zoo, RX, To Kill a
Mockingbird, and Father. She would like to Thank Jim
Winter for the once in a lifetime opportunity to play Gertrude, a .
dream role, and the entire cast and crew for inspiring her on a daily
basis. Meghan would also like to give a shout out to the great Casey
Taylor for supporting her in this crazy pursuit that is the theatre.

Trey Lagan (Polonius) is a graduate of Southeastern
Louisiana University with a concentration in Theatre and has taken a
Master Class with a member of the Royal Shakespeare Company. He
is currently working on projects in the New Orleans independent film
scene in association with Flittermouse Films. Trey enjoys performing
Improvisational and Stand-up Comedy and instructs an improv
workshop for the Theatre Honors Organization (APO) at
Southeastern. He is honored to be working with such a talented and
dedicated group of individuals and would like to thank Jim and
Jenny for putting up with his crap. Enjoy!




| Evan Eyer (Laertes) is a senior at UNO pursuing a degree in
' Film Arts. He has recently be seen in Theatre UNO’s productions of

i The Taming of the Shrew and Father. Evanis happy to

{ return to the stage.

{ Stevie Cavalier (Ophelia) is incredibly excited for the

'§ opportunity to perform in Theatre UNO’s production of Hamlet. Tt is

| her first production outside of high school, and she has enjoyed the

i journey. Her most recent credits include Tranio in The Tanming of the |
Shrew with Tulane’s “All Things Shakespeare” program, the .

\ Narrator in Joseph and the Amazing Techricolor Dreancoal, Captain

{ Hook in Peter Pan, and Scarecrow in The Wizard of Oz. In the future,

§ Stevie hopes to continue working in theater as well as pursuing her -
degrees in Film Arts & International Studies. When she is not on the

{ stage, Stevie enjoys singing, reading, filming, & spending time with her
friends, family, and God. Stevie wishes to thank her mama & papa for

{ fostering a love of the arts, & the Lord for His love & provision.

§ Caitlin Sorbet (Horatio )is a junior at the UNO with a

{ concentration in Theatre Arts. Hamlet is the first production she's

{ been in since Chicago in 2008, and she is thrilled to be a part of it. Her

y most recent activities include being one of the lucky playwrights for

| the 2014 Hammond Horror Festival and just this summer

| participating in University UNO Writing Workshops Abroad in Cork,

{ Ireland. In her spare time she is one of the writers/performers '

{ associated with Esoterotica: Origind Erotic Readings by Local

i Authors. She would like to thank her family, hér friends, and her tribe |

i at Esoterotica for being so supportive and for pushing her to do her
best, both on stage and off. She would also like to thank her ve

j talented castmates, directors, and stage-managers for making this

§ experience so much fun.

¥ David Brown (Fortinbras/Polonius understudy) began acting in film
and theatre 7 years ago and is currently pursuing his masters degree in
| performance. He loves improv and has performed as an improvisor
across the country. Aside from acting David is a sportsman, a Korean

§ speaker, a husband, and a father. -

| Peter J. Smith (Player King) is a fourth year Theatre Arts
undergraduate at the University of New Orleans. He was last seen as

i Doc Porter in Cutting Edge Theatre's production of Crimes of the

| Heart. Hamlet marks Peter's seventh appearance in a UNO
§ production since the beginning of 2013, starting with the university's
| Big Easy award winning production of Orestes 2.0, and most recently
§ it's production of Rx. Peter is ecstatic to be working on such an iconic
. show with such a talented group of people.
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|Jarred Marlatt (Claudius) works for UNO's Division of
International Education running summer abroad programs in Creative
Writing, Literature, Theatre, and Film. He graduated from Muhlenberg
College with a B.A. in Theatre, History, and English, and West Chester
University with a M.A. in English. He is currently a fiction student in
UNO's Creative Writing MFA Program. Past credits include

Chnstlan Tarzetti (Player) is excited to be making her debut
at UNO in this wonderfully unique production of Hamlet. She
graduated from St. Mary's Dominican high school and is now a
freshman majoring in Theatre Arts. Christian has been seen in

productions in and around th N :
roles include Belle in Disney/s Beanity Oﬁl,ifl“timarea- Some of her previous

Wednesday Addams in The Addes ical at Jubilee
Entertamm. ent, and Leis] in Mwmqf@mmﬁﬁeﬁersoﬁee
Perfqrmmg Arts Society. This is Christian's first time in a straight play
and her first time in a Shakespearean play! Christian would like tg

th .« €veryone in the cast and crew for always being helpful and
making this experience a great one! :

SPECIAL THANKS

The company of leﬁf ‘would like to thank several
people who made this production possible.

Mignon Charvet Emily Nodine

Mjike Harkins -~ Chad Winters
NOocCc4 Southeastern Theatre

Silas Cooper Chelsey Davis

Dry. Catherine Loomis
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DRECOL ..oosvvennsn T James Winter
ASHStAnt IHECOL .ucvvsssmvnnsossasuninene Erick Wolfe
Dramaturg ......coceeeevneeennnnne Randy Malbrough Jr.
Stage Manager ............ S Jenny L. Billot
Teehnical INTeCtOr .. .ovmvivessvassassvaones Diane Baas
Scenic Design ....coevvvvvenieeeernnnennnn. Kevin Griffith
COSHIE DIESIEN. .. cosusssnnsamsvnsivinisise Tony French
e 1IOSIII . oo ssrnsansiamommesesmisammags Diane Baas
Sound Design & Composition....... Asher Griffith
Make up Desighn s Jamie Choina
Asst. Stage Manager..........cccocevvvvennn.. Misty Gros
Asst. Stage Manager.................. Amanda Francis
Vocal Coach..................... Michael Aaron Santos
Sound Consultant ....................... Justin Guidroz
Fight Choreography ... Erick Wolfe
Rt CIewW,.unvemmssssesc Joseph Jacobs
Box Office....... . Ross Nelson
House Managet..................... ... Mitchel Corville
Poster Design.........ccccveevnnnnnn... Michael Harkins
SEL CIeW coavmiannans FTCA Theatre Practicum
................... Technical Production Students

R X -3 2 Mo
Hanle} ProDucHion Hik
Jenny L. Billot (Stage Manager) is a proud UNO alum. She
couldn’t be more thrilled to return to her alma mater and theatre home
to work on this production of Hamlet. She has worked as a stage

manager for several years throughout the New Orleans area. She has
worked with such groups as The NOLA Project, InSideOut, Theatre 13,

JPAS, NOCCA, Southern Rep and others. She would like { [haﬂk Jlm

and her remarkah w1 |
ek able cast, crew, and production team for this incrediple |

-
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Jim Winter (Director)is a professional actor, director,
playwright, and producer. He has performed at Madison Square
Garden, The Kennedy Center, The Hudson Guild, 13th-Street Repertory
Theatre, Cleveland Public Theatre, and in numerous international
venues including Scotland, Ireland, and The People’s Republic of
China. Jim is the author of four published plays and three theatre
textbooks. He is an Associate Professor of Acting at Southeastern
Louisiana University where he currently holds the Endowed
Professorship in Fine and Performing Arts and is a winner of the
President’s Award for Artistic Excellence, J im-also teaches playwriting,
;c:rqznwnpgg, aélj a&ting for the University of New Orleans Low-

esidency Creative Writing MFA program. A proud alumnus
Jim would like to thank David Holc)rve%rand thepwonderful theage[mo,
fle;gulgy at this university for inviting him to join them-as a guest
ector.

Randy Malbrough .Jr. (Dramaturg) is a graduatin senior at
SLU. While th1s is l:p's ﬁrst time acting as a drag.maturg,-Raidy has
humerous acting, directing, and sound design credits on the collegiate
and professw'nal level. In addition he previously served as president of
Southeastern's chz;pter of Alpha Psi Omega. Randy is-also the recipient
of 2 Broadcaster of the Year awards from 90.9 FM KSLU, :

Southeastern's radio station, Currently he is pursuing a broadcasting -
career,

Misty Gros (Assistant Stage Manager) This is Misty’s first time
working with Theatre UNO. Misty has recently been a part of the 4t
Horror, 24 hour stage production, 7 BRIDES OF 7 MONSTERS and
during the summer she was a part of Southeastern’s production of -
Choose Your Own Oz. She has over 8 years o%)training in
multiple styles of dance. At the moment she is a part of the Alpha
Epsilon Psi Omega Chapter, at Southeastern Louisiana University.
After working this show, she has hopes to become more involved with
the production side of theater.

Erick Wolfe (Assistant Director) has been trainil_lg &

directing actors and performers for over 15 years. Working in New
York, London, and Wales, his credits include Opera, Ballet, Theatt:e,
Commercials, Television, and Film. Erick is a Certified Teacher with
the British Academy of Stage Combat and the Academy of Performance
Combat. In addition to his fight credits, Erick is also the national
representative with the Association of Theatrical Movement

Efucators. Erick moved to New Orleans after finishing work on an
international documentary on the subject of Bartitsu, the martial art of
Sherlock Holmes. Erick is pursuing a Directing MFA, and runs the
Wolfe Action Academy, a school for training performers for film and
theatre in New Orleans.
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Amanda Francis (Assistant Stage Manager) is a senior .
Theatre Arts Major, set to graduate in December. Amanda has directed
several productions in New Orleans and is a co-founder and Artistic
Director of Ampersand Productions. She is thrilled and honored to

work on this production with such a brilliant and inspiring team.
Special thanks to her family & friends for their eternal love & support!

Diane K Baas (Lighting Design) is the Technical Director and
Lighting Design faculty for the Film and Theatre Department at UNO.
Professionally she has designed lights for numerous productions
around New Orleans and the country. She has also participated in
numerous capacities in the creation of new works in Pennsylvania and
Washington state. She's very excited to be a part of creating work with
the students at UNO.

Asher Griffith (Sound Design) Thanks you for coming and
hopes you enjoy the play. ~

Jamie Choina (Makeup Design) has worked in the industry
for over nine years designing makeup for theatrical and film
productions as well as runway and print work, including a feature in
Marie Claire magazine. Jamie is graduating from UNO in December
with a degree in Theatre Arts. She cannot thank Jim Winter enough for
always having confidence in her abilities and giving her the opportunity
to work on this show.

I N AST HATIONAL ASSOCIATION OF SCHOOLS OF THEATRE

The l_Jniversi?/ of New Orleans Department of Film & Theatre
Arts is proud to be an_accredited member of the National |
Association of Schools of Theatre (NAST).

NAST, founded in 1965, is an organization of higher education
institutions (colleges, universities and conservatories). There
are ap%rox]mapely 150 accredited institutional members. It
establishes national standards for undergraduate and graduate
degrees and other credentials.

UNO was first accredited by NAST in 2000. We continue to be

the onl{. NAST accredited program. in the New Orleans
metropolitan area.
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UNO Administration

.......... st DI Peter J. Fos
............................................. Dr. Richard S. Hansen

.................. Dr. Kevin Graves
DEPARTMENT OF Film Q THEATRE

President
Provost

CHAIR ASSOCIATE CHAIR
David W. Hoover Debra Daniel
FACULTY
Diane Baas Henry Griffin Erik Hansen
Anthony French Kevin Griffith Laura Medina
Lasglo Fulop John McGowan- J. Hampton Overton
Kevin Graves Hartmann Danny Retz
Kevin McLin
STAFF
Aaron Rushin
GRADUATE ASSISTANTS
Tiffany Anderson Barry Cunningham Sam Malone
Kate Bailey Rashada Fortier John Neisler
Madison Beaudot Joey Harmon Ross Peter Nelson
Alaina Boyett Jade Hewitt Joshua Pereira
‘Margaret Broach Sarah Beth James Meghan Shea
David Brown Andrea Kuehnel

UNO Lakefront Players

g e R A o Sy Ay K e SR A Franny Harold
WILEEPIEEMICHE . orar cmerrsmmmmemomemsmssesmsonussumsmapsnies Peter J. Smith
P CRARTIOE s s e kst Levi Hood
OISR . . coronranmssminprimnansencnasssmsmsidaiins b mii AR SRS SR Alex Garcia
BRSOtV OIS i ccivsinosinsinmsoaissnsss iasosiiossisisi Shelby Tompkins
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“Named THEATER OF THE YEAR 2013”
“PURE, DAZZLING, THEATRICAL ENTERTAINMENT”

~The Times Picayune
Ivertown
9{1 caters 2014-2015
Berformma =t SEASON

SR M
Al All shows - SOLD oUT! :

"' L

Siirexc PR

J‘He "

aL

Scptcmbcr 12-27, 2014

Qo7 @ e D
CHRISTMAS

be Musical

AL ”w@me |

. cc:mbcr 52. 2014 ' January 16-31, 2015

May 8 -23, 2015

SUMMER RESERVE YOUR
ADD-ON SEATS TODAY!

N 504-461-9475
e JULY 16-26, -

2015 RivertownTheaters.com
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00000 AT&T = . 9:13 AM = X .
& facebook.com
T EHEE— o> > 22002 - s seaes a0

9 Likes - 1 Comment

ife Like P Comment #» Share
JAIEIN Theatre UNO

Thank you to everyone who came out for
opening night of #unohamlet! It was truly a
magical night for us. (Tell your friends!)
#unoproud

O Likes

il Like M Comment #~» Share

HAntin Theatre UNO

We are so excited! We can't wait for people
to see #unohamlet! Opens today!! 280-
SHOW

3 Likes

ife Like B Comment #~» Share

Publicity Via Social Media
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ey Theatre UNO

"Have you a daughter?" Well chances are
she will have to read Hamlet in high school.
Bring you budding young scholars! Support
local theatre and arts education! #samlet
#unohamlet




e0eC0 AT&T & 9:13 AM 7 ¥
& facebook.com

i Like B Comment ~» Share

wain Theatre UNO

November 13 - November 23
Theatre UNO

410N . ~mla v ararmd
10U peopie went

Likes

ifs Like P Comment #» Share

Show More
2014
2013
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& facebook.com

ity Like P Comment #» Share

ity o Wew el

mmen Theatre UNO changed their cover photo.

17 Likes - 1 Comment

ifs Like P Comment #» Share

ity Theatre UNO

We are wishing all of our grad students good
luck on their comps today! #theygotthis
#unoproud

1N 1 ilrane
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e00e0 ATET 7 9:15 AM <} W

& facebook.com

ity Like B Comment #» Share

mtNn Theatre UNO changed their cover photo.

ifs Like P Comment #» Share

ANy Theatre UNO

Three more chances to catch Tiger! Get your
tickets! #unobengal #proud

5 Likes
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a facebook.com

1Ay of Wow Brla

HAREIN Theatre UNO
"l wish everyone could experience
watching Osric from this hole" voices
from trap doors. #samlet #unohamlet
#thingsyouhearinrehearsal

Theatre UNO's Photos in Mobile Uploads - Nov
5 .
View Full Size - Send as Message - Report

Photo

Like - Comment - Share - Get Notifications
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a facebook.com

HATEN Theatre UNO
#theatreuno #unohamlet

Get ready!

Theatre UNQO's Photos in Mobile Uploads - Oct
20 -

View Full Size - Send as Message - Report
Photo

Like - Comment - Share - Get Notifications

13 people like this.
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a facebook.com

0, that this too solid flesh would melt,

Thaw and resolve itself into a dew,
Or that the Everlasting had not fixed

His canon 'gainst self slaughter £

HARREIN Theatre UNO
#unohamlet opens Nov. 13! #unoproud
#theatre

Theatre UNQO's Photos in Mobile Uploads - Oct
20 -

View Full Size - Send as Message - Report
Photo

Like - Comment - Share - Get Notifications

17 people like this.
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Original Ground Plan
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Hamlet Sign-in-Sheet
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grh
H a mlet ' Thursday, November/{@h

(6 15 call tlme)

Concessmns A
Slgn Up Sheet »
L 'Fﬁday, November 21 ,'
fhursday, Nov,# 'Mi”l'3'?‘* T (6:15 call time) *-

: z{ff 150a511t1m‘z[e) Shr/ovf Jomdmr
[ty

Dajaten Tomas Risley Fond

ALEY . Saturday,-})\lovember Jond
Friday, November 14% (6:15 call time)
(6:15 call time) LE V) H 0/)0’(‘

\)—m‘bﬂ—/&ﬂﬁhm— v\u\\@\m}gsﬂmﬂl
j.Q‘CF MCCO ¢ MICK

Sunday, November 23"

Saturday, November 15™ (1:15 call time)
Cenrtey (6:15 call time) AFP
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Thursday, November 20"
Hamlet USher (6:30 call time)
Sign Up Sheet  alhe) Moces

footen 10 L R
Aw'wu T AitT 2k

Akali et gl ma. e du

Th N 13 Lfep
uric6iz.1§/ 0 c;l\l/iiTnbe(;r ol Friday, November 21*
W f Gl (6:30 call time)
DM ana \J\b‘t\‘\f’ o
Fri N ber 14" o
& (?.130 ::):lir’zir:;) Saturday, November 22™
o | (6 30 call tlme)
0 G\ WMo S i

/\,‘- LLL / /L-Ja T

Saturday, N ber 15"
y r(;gro c:;;iril:n :)r Sunday, November 23™

(1 30 call time)
{“\M /'1 ray Ul eiliim
g ity 9&3\\\('.% Lobkasin
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Appendix I11: Rehearsal Schedule

& Scene Breakdown



a"ﬂ v s
2 .
Theaire UNO .
4
A : % TR Do, o '
Hamle} : Refieafsal sthiegale :
DAY | DATE | SCHEDULE WORK CAST/CREW NOTES CONFLICT NOTES PRODUCTION NOTES |
SUN 7:00-10:00 A CALLED: |
9/14 Design Lab (323) 7:00 Table work continue all No Evan
zoz WN—M OM..M < @0 ...wwwx(.w,...w.»...w
3:30- 6:00 o
TUES |, | TBA 3:30- Work Hanilet m»wﬁmw,._wﬁ.wg No Lauren
7:00-10:00 7:00- Work Act I'i, Liiv, & Lv ! £ No Evan
Lab Theatre |
7:00- Work Act Lii, CALLED: 7:00 Sam, Jarred,
WED 917 6:00-10:00 8:00- Work L:iii, Players Meghan, Evan, Trey, Caitlin,
Lab Theatre 9:00- Work Il {pg 77-81) Sarah Beth, Christies, John _
8:00 [add) Stevie & Peter ,
THORS | 948 | OFF A = el A
FRU 919 | OFF S bR e R R i it
. CALLED: 11:00 Sam, Jarred, . |
11:00-7:00 11:00- Work Il Meghan, Trey, Lauren,, No Stevie, No Christian, Jarred | 10 o e ot for the
ST [omp | MIOTOC 3:00- Lunch oo, " untl 7:30, Peteruatil 50, Joha | 1000 "0 0
3:30-Work ITL:ii & IL:iv, Players mas_ug:s.m& & Peter after 12:30, Caitlin after 4:00 being worked.
7:00-10:00 ; : e
SUN  |921 | LabTneatre 7:00- Woek IV, IV, IV Wﬁﬁ%ﬁwﬁﬂz@ﬁ No Rvan, No Stovie, No Callif, | Bengal has a 2:00 run
MON | 9722 | 2:30-3:30 Work with Erick John & Christian l
3:30- 6:00 3:30- Work Hamle! and Ophelia - e !
s |ops | TBA | 7:00- Work IV:vi {pg 221-223) mﬂ%ﬂ%ﬁ%ﬁa No Lauren
7:00-10:00 (maybe) work Ophelia song 8:30- [add) David & John No Evan
Lab Theatre 8:30~ Work Pro {pg 283- 287) :
WED o4 7:00-10:00 7:00- Work IV:vii (pg 223-233) CALLED:; 7:00- Evan & Jarred
Lab Theatre 8:30- Work Vi (pg 239- 243) 8:30- Lauren
THURS | 935 | OFF . T e
FRI o6 | 230-3:30 Work with Erick wmﬂ.amgmg Sarah Beth,
SAT 9727 OFF o~ =i e a5
SUN | 928 | OFF o y s o
MON 1979 | 230330 Work with Exick Yohn & Christien
www.gs i B CALLED: 3:30- Sam No Lauren
TUES 950 | 9.00.10:00 700- Vv (Pg 199-200) Players | Loo0- ooy Suah Beth, David, 1 Mo B 00
Lab Theatre Christian, Mo &
WED | 101 | OFF =R
THURS | 102 | OFF . TR T
FRI 08 | 230330 Work with Erick wwwﬁngas.waz_w&.
SAT 10/4 OFF

JiRilloi- 93834

.
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Ao Y
~' . .
Theatre UNO _
{
. R f;. 2 a0 £ ™ o ‘
Iw!ﬂnw : Refieatsal ‘Sehegale !
§ON [ 105 | OFF
e 630 Viiv (199-205) 5730 David, Sarah, & Sam
MON [las | SRR 7:00- IILii (155-169) 7:00 Trey, Caitlin, Lauren no e, No Jeanyy
. £:00 Vi (259-271) 8:00 Sarah, Christian o
3:30- 6:00 CALLED: 3:30- Sam
TBA 3:30- Work Hamlet | 7:00- Sam, Jarred, Meghan, No Lauren )
TUES | 107 | 9.00.10:00 7-00- TH (135-155) | Stevie, Trey, Peter, Sarah Beth, | No Evan No Jeany
Lab Theatre | Christian, John, Justin
6:30-10:00 s T CALLED: Jarred, Meg, Stevie, S
WED 10/3 Lab Theatre T7:00-1V:y Bvan, Caitlin, Sarah, John Production Meeting (@ 5:15
THURS | 109 | OFF
FRI 1010 | 2:30-3:30 Wotk with Erick W._M Christian, Sarsh Beth, &
SAT | 1011 | OFF
SUN | 1012 | OFF
%730 Caitlin, David, Joh, Sarah, )
6:30-10:00 6:30- Pro-pg 31 No Evan Will need to read for Evan
MON [ 1013 | 1y et Theatre i opas e No Jarred and Jarred
1sian
3730 6:00
CALLED: 3:30- Sam
TBA 3:30- Work Hamlet . 0- o Taiia
TUES | 1074 | 2.00.10:00 7:00- (p 31-39) (pg 49-69) e Sarah, Jobm, | o Bvan
Thrust Theatre -
eIt CALLED: 7:00-Stovie, Evan,
WED 10115 5 . 6:30-(pg 39-49) (pg 77-93) Trey, Jarred, Meghan, Sam,
Thrust Theatre Lauren, Christian, John
7:00-10:00 : CALLED: Sam, Trey, Lauren, No Stevie
THURS | 1016 | 1y et Theatre 7:00 (pg93-119) Peter, Sarah, Christian, John | Serah snd Peter after :15
6:00-10:00 CALLED: Sam, Jarred, Meghan,
FRI 1017 ._..E,R_ .:. t 6:00 (pg 123-153) Trey, Caitlin, Lauren, Peter, No Stevie
. Sarah, Christian, John
11:00-7:00 11700 = Stamble thra PRO-pg 153 . No Meghan, No Stevie
SAT | 1078 | hrut Theatre (work rough spots) SR Evan after 5
SUN |10/ | OFF

JiRillof- 94814
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Humlet : Reliearsal sthegale

e i

| 3:30- 6:00
| TBA 3:30- Work Hamlet CALLED: 3:30- 8am .
TUES | 1021 1 2.00.10:00 7:00- Work rough spots. P.M.C. 7:00- ALL No Laures, Jered, Gvan
Thruost Theatre
; | 6:30-10:00 6:30- Stumble through Our Ac: |
: " o 1) A3
WED ) 1022 Thrust Theatce PMC. CALLED: 6:30- ALL No Jarred 3
Peter after 7:15
| 7:00-10:00 : g - No Jarred No Meghen, David, and
THURS | 10423 Thrust Theatre 7:00- Rough spots, PM.C., Combat. | CALLED: 7:00- ALL .| Sarah Beth (Breek 2 leg
3= | comps!)
R 1024 6:00-10:00 6:00- Combat, P.M.C,, Rough spots, CALLED: §:00- ALL No Jarred
Thrust Thestre
11:00-7:00 11:00 Run our Act 1, re-visit our Act o : |
10/25 Thrust Theatrs 2 soames 2.3 oE. nwm.._ ,nlﬁl «CALLED: 11:00-ALL _ No Jarred, Christian

6:30- Re-visit

3 m w?EuS our Act wmooua o %
MON 1027 | hrust Theatre without Claudios. P.M.C CALLED: 6:30- ALL No Jured
| 3:30- 6:00 3:30- Work Hamlet
TUES 1028 TBA 7:00- Plug Jarred into all his missed | CALLED: 3:30- Sam No Lauren
T:00-10:00 scenes. PM.C. | 7:00- ALL No Evan
Thrust Theatre
- o | 6:30-10:00 6:30- Sumble through our Act 2. = o : )
/wwmb | 10729 Thrust Theatre PM.C n>r_..m.v. 6:30- ALL .
7:00-10:00 7:00- Work rough spots of our Act 2. 320 . g g
Eﬁﬂw .ﬂ.n\wo Thrust Theatre | PMC. B CALLED: 7:00- ALL . Sarnh end Peter afier 7:15 -
O0-10-00 1
FRI 1021 §:00-10:00 X 6:00- P.M.C. end Combat. CALLED: 6:00- ALL No Trey, David, Jarred No Amanda
Thrust Theatre i Ik - g
veg 11:00-7:00 1100 — =Y 11-00.A11 J o } .
SAT tidl HE._E ,:.S:‘n R 1:00-TBA CALLED: 11:00-ALL No Trey, Sarah Beth, Jarved
SN LTI TR R i TR O M F R st L4
MON 113 Thrust a:o.:: _ 6:30- Run Show ) CALLED: 6:30- ...Lq.w. No Jarred o
3:30- 6:00
TBA 3:30- Work Hamlet CALLED: 3:30- Sam |
| TUES | 1M1 7.00-10:00 7:00- Run Show | 7:00- ALL __
L Thrust Theatre m |

JiRilloe- 93394
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Theatre UNO
Hamlet : Rehearsal sthegale

6:30-10:00 : i

WED 1155 Thrust Theatre 6:30- Run Show CALLED: 6:30- ALL
7:00-10:00 X ot

THURS | 116 Thrust Theatre 7:00- Run show CALLED: 7:00- ALL
;> \/

FRI nn Thrust Theatre Dry tech/ Paper tech NO Actors NO Actors TBA
10:00-10:00 Tech call 9:00

SAT | 118 | Thyrust Theatre i Actor call 10:00
10:00-10:00

SUN 110 Thrust Theatre TECH

MON 11/10 TBA TBA No Jarred
6:00 CALL 6:00 CALL

TUES 111 7:30 Dress 6:30 Fight call
Thrust Theatre 7:30- GO
£:00 CALL 6:00 CALL

WED 1112 7:30 Dress 6:30 Fight call PREVIEW? PREVIEW?
Thrust Theatre 7:30- GO
6:00 CALL 6:00 CALL

THURS | I1/13 7:30 Performance 6:30 Fight call OPENING NIGHT OPENING NIGHT
Thrust Theatre 7:30 Curtain
6:00 CALL 6:00 CALL

FRI 11/14 7:30 Performance 6:30 Fight call
Thrust Theatre 7:30 Curtain
6:00 CALL 6:00 CALL

SAT 115 7:30 Performance 6:30 Fight call
Thr

a0 penleer

:00 CALL 2 ;
THURS | 1120 30 Fight call wn_”sn S WA et
Thrust Theatre 7:30 Curtain .
6:00 CALL 6:00 CALL
FRI 1121 7:30 Performance 6:30 Fight call
Thrust Theatre 7:30 Curtein S
6:00 CALL 6:00 CALL
SAT 1122 7:30 Performance 6:30 Fight call
Throst Theatre 7:30 Curtain
1:00 CALL 6:00 CALL
SUN 1123 2:30 Performance 6:30 Fight call Strike after. Strike after.
Thrust Theatre 7:30 Curtain

Jieilloy- 93304
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Appendix IV: Production Photos
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Cast + Dr. Loomis
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Curtain Call
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Poor Yorick
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Vita

The youngest of three children, Samuel Christopher Malone I11 was born in Natchez,
Mississippi in February of 1984. His father was a rural carrier for the United States Post Office
while his mother was employed as a registered nurse during his formative years. Samuel
attended Natchez High School for his 9™ and 10™ grade years and the Mississippi School for
Mathematics and Science for his 11" and 12" grade years. After graduating from MSMS,
Samuel was accepted into LSU’s Summer Scholar program, which would be the beginning of his
career at the school that would become his undergraduate alma mater. He earned his B.A. in
Theatre with a concentration in performance from Louisiana State University in 2010.

After graduating from LSU, Samuel began working professionally in New Orleans until
David Hoover accepted him into the UNO Graduate acting program in August of 2012. While at
UNO, Samuel served as a carpenter in the scene shop under the tutelage of Kevin Griffith and
Diane Baas. He has also taught several Acting | classes during his tenure at UNO and was a
member of Lake Front Players.

Outside of UNO, Samuel has worked professionally on several film and television
projects. Upon graduation, he hopes to continue his professional film and television career, while

teaching and performing Theatre. He also has to eat, shit, and sleep just like everybody else.
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