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 12 1.1

 Breaking the Book Known as Q

 COLEMAN HUTCHISON

 COLEMAN HUTCHISON is a PhD candidate

 in the Department of English at North

 western University. He is completing a

 dissertation entitled "Revision, Reunion,
 and the American Civil War Text."

 Readers, in fact, never confront abstract, idealized texts detached from any
 materiality. They hold in their hands or perceive objects and forms whose
 structures and modalities govern their reading or hearing, and consequently
 the possible comprehension of the text read or heard.

 ?Roger Chartier

 O let my books be then the eloquence . . .

 ?"23" Shake-speares Sonnets

 IN THE FIRST SENTENCE OF HER ART OF SHAKESPEARE'S SONNETS,
 Helen Vendler tells a little white lie: "I have reprinted both the 1609
 quarto Sonnets and a modernized version of my own" (xiii). The

 crux of this declaration is "reprinted." Vendler does indeed print a
 version of the 1609 quarto?or "Q," as it is referred to bibliographi
 cally;1 one could even say that she "reprints" the type of the quarto.
 Vendler does not, however, "reprint" the 1609 quarto Sonnets. Like
 nearly every modern editor before her, Vendler presents the poems as

 discrete units on a page, eliding and ignoring the page breaks that so
 often?and, I will argue, so meaningfully?interrupt the poems. In
 "reprinting" these poems, Vendler uses a deft cut-and-paste method
 to rearrange, re-member, and reconstitute the type of the 1609 quarto

 into uninterrupted material units, into what we would visually recog

 nize as "sonnets." The result of Vendler's seemingly innocuous edito
 rial decision is profound. On her page, the sonnets appear as and in

 All images except for figure 1 were produced by ProQuest Information and Learning Company as

 part of Early English Books Online. Inquiries may be made to ProQuest Information and Learning

 Company, 300 North Zeeb Road, Ann Arbor, Ml 48106-1346, USA (734 761-4700; info@il.proquest

 .com; http://www.il.proquest.com/).
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 34 Breaking the Book Known as Q PMLA

 a visual totality (fig. 1, Vendler's presentation
 of sonnet 55; cf. figs. 2 and 3, poem 55 as it ap

 pears in the 1609 quarto). Girded by an archi
 tecture of white space that focuses our visual
 as well as our interpretive gaze on the type,
 Vendler's poems are presented in a form that
 accentuates their status as visual objects. Thus,
 the materiality of this presentation reinforces
 and even produces the strict poetic form so of

 ten associated with the sonnet. Implicitly, and
 perhaps insidiously, Vendler's sonnets argue
 that material form recapitulates poetic form.
 Yet to reach this end, Vendler has significantly

 altered the materiality of the 1609 quarto by
 quieting its conspicuous interruptions.

 Advocating a reading practice that might
 seem at first unusual, dubious, or even non
 sensical, this essay considers a series of ques
 tions about the relations between material

 presentation and poetic meaning. In truth,
 the 1609 quarto evinces a far more com
 plex relation between materiality and po
 etic form than Vendler's edition allows us to

 see; Shake-speares Sonnets renders its poems
 as both concrete and fluid material objects.
 Through a nonuniform, seemingly arbitrary
 imposition of page breaks, several quarto po
 ems appear clipped, severed, and fractured;
 others are preserved and monumentalized in
 the field of the page.2 Given this, and cribbing
 from Random Cloud, this essay will "scruti
 nize the evidence visually, spatially, even topo
 logically" (61) and consider how the quarto's
 breaks, breaches, fissures, disruptions, and
 interruptions matter.3 What happens when
 the sonnet?that paragon of structured, disci
 plined poetic unity?is cut in two? What tex
 tual effects do such breaks enact? What might
 it mean to read across the fold?to read, that

 is, the openings of this book? In addressing
 these questions, this essay will limn the ways
 that our epistemologies of poetic form seem
 blind to the visual registers through which
 that form is experienced or expressed.

 As one recent sonnet critic urges, "we
 must first remember that a sonnet is a very

 highly coded form of text. The peculiarity of
 its code is that it combines to an unusual de

 gree visibility of formal elements (due in part

 to its inflexible brevity) and an organized
 cumulative system of intertextuality" (Kuin
 29; my emphasis). The status of a sonnet s for
 mal elements (e.g., rhyme scheme, number of
 lines) is thus linked inextricably to its mate
 rial presentation and, by extension, to its vi
 sual recognition and readerly reception. But,
 as this essay will suggest, the critical history
 of Shake-speares Sonnets evinces several mo
 ments in which readerly expectations have
 exceeded or ignored the material-visual pre
 sentation of the book known as Q?Vendler
 being but the latest in a distinguished line
 of critics to have done so.4 At stake in such a

 critical history are a series of pressing issues:
 issues of authorship, textual authority, the
 recognition of poetic form, the history and
 sociology of reading practices, and, finally,
 the very idea of literature. Thus, by underscor

 ing how the 1609 quarto's breaks might mat
 ter and mean, and by affirming that the page
 and the page break are units of meaning with
 particularly urgent implications, this essay ar
 gues for a reading practice that is attentive to
 both the materiality of the 1609 Shake-speares
 Sonnets and the effect of that materiality on
 the early modern scene of reading.

 The Matter with Q

 Even the most casual reader approaches a col
 lection of sonnets with a set of expectations
 about the poetic form those sonnets should
 take. As one commonplace definition sug
 gests, a sonnet is a "lyric poem consisting of
 a single stanza of fourteen iambic pentameter
 lines linked by an intricate rhyme scheme"
 (Abrams 290). The pithiness and iterability
 of this definition bespeak the assumptions
 of continuity, stability, and fixity that at
 tend?and produce?sonnets. The existence
 of such strict conventions suggests that a
 modern reader's encounter with a sonnet is
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 121.1 Coleman Hutchison 35

 determined in advance, that our reading is
 always and already guided by the proscrip
 tive, disciplining signifier "sonnet." Given
 this sort of predetermination, we might con
 sider the question, usefully articulated by Mi
 chael R. G. Spiller, "[W]hen is a sonnet not a
 sonnet?" Spiller's answer is provocative for
 the work this essay undertakes:

 The short answer is that there is by custom
 a basic or simple sonnet, of which the oth
 ers are variations: it has proportion, being in
 eight and six, and extension, being in ten- or

 eleven-syllable lines, and duration, having
 fourteen of them. Any poem which infringes
 one of these parameters will remind us of a
 sonnet quite closely; a poem which infringes
 two will be more difficult to accommodate,

 but we will probably try to establish some pro
 cedure to account for the deformation; and a

 poem which infringes all three will not be rec

 ognisable as a sonnet at all, and we will regard
 it as something else unless there is contextual

 pressure?if, for example, we found it in the
 middle of a group of normal sonnets. (3-4)

 Spiller's rhetoric deserves some attention:
 variation, infringement, recognition, "difficult

 to accommodate," "deformation," "something
 else," and, most urgently, "normal." All these
 figures establish an inside-outside binary and
 evoke a play of sameness and difference that
 betrays the stakes of reading poetry through
 its poetic form. Here the "parameters" of po
 etic form?that is, the lines between "normal"

 and aberrant sonnets?are constantly being
 policed. The presence of such a regime inevi
 tably leads one to ask, If Shake-speares Son
 nets interrupts or breaks several of its poems
 in two, are these poetic units still sonnets?

 Does the infringement of these breaks inter
 fere with our ability to read them as sonnets
 per se? Or does the title Shake-speares Sonnets
 apply enough "contextual pressure" to allow
 us to recognize these poems as sonnets?5

 Though Spiller will go on to read Shake
 speares Sonnets as "not interested in formal

 variants at all" (159), the poems nevertheless
 seem constantly to be infringing on "normal,"
 repeatedly varying from the norm, themati
 cally and materially. As Arthur Marotti has
 noted, "Shakespeare's sonnets are a hetero
 geneous collection" ("Shakespeare's Sonnets"
 155).6 In the highly homogenous context of
 other sonnet sequences of the period, such
 heterogeneity paradoxically marks the 1609
 quarto as abnormal. Perhaps the best way
 to register such abnormality is to locate the
 quarto within the field of cultural production
 of early modern sonnet sequences. Wendy

 Wall describes an "outpouring of sonnet se
 quences at the end of the sixteenth century"
 following the 1591 publication of Philip Sid
 ney's Astrophel and Stella (Wall 58). Of the
 fourteen "sonnet sequences" published be
 tween 1591 and 1609?Samuel Daniel's Delia

 (1592), Henry Constable's Diana (1592), Bar
 nabe Barnes's Parthenophil and Parthenophe
 (1593), Giles Fletcher's Licia (1593), Thomas

 Lodge's Phillis (1593), the anonymous Zephe
 ria (1594), William Percy's Coelia (1594), Mi
 chael Drayton's Ideas Mirrour (1594), Edmund
 Spenser's Amoretti (1595), Richard Barnfield's
 Cynthia (1595), Richard Linche's Diella (1596),
 William Smith's Chloris (1596), Bartholomew
 Griffin's Fidessa (1596), Robert Tofte's Laura
 (1597)?all but one sequence maintain their
 sonnets as uninterrupted material units on
 the field of the page (figs. 4-15)7 (The single
 exception, Barnes's Parthenophil and Parthe
 nophe, subtitled "Sonnettes, madrigals, elegies
 and odes," may be less a sequence of sonnets
 and more a poetic miscellany.)8

 In accounting for historical shifts be
 tween manuscript and printed forms, Wall
 argues that the publication of sonnet se
 quences "altered the physical presentation of
 the poems in ways that bolstered ... textual

 unity" (70). She suggests that this bolstering
 "arranged the poetic material within a more
 structured format, and highlighted the typo
 graphical features that stabilized the text"
 (70). The fourteen examples offered above
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 36 Breaking the Book Known as Q PMLA

 Fig. i

 Helen Vendler, The

 Art of Shakespeare's

 Sonnets (1997) 267.

 NOt marble, nor the guildcd monument, OfPrinces fliall out-liuc this powrcfull rime,
 But you fliall fliine more bright in thefe contents
 Then vnfwcpt ftone, bcimcer'd with fluttifli time.
 When w aftefull warre (hall Statues oucr-turne,
 And broiles roote out "the worke of mafonry,
 Nor A'ays his f\\ ord, nor warres quick fire fliall burne 3
 1 he Uuing/ecord of jour memory*
 Gainft dcatb,and all obliuious emnity
 Shall you pace forth, your praife fliaif ftil finde roome,
 Euen in the eyes of all poftcrity
 That weare this world out to the ending doome.

 So til the judgement that your felfe arifc,
 You Hue in this,and dwell in louers cies.

 Not marble nor the gilded monuments
 Of princes shall outlive this pow'rful rhyme,

 But you shall shine more bright in these contents
 Than unswept stone, besmeared with sluttish time.
 When wasteful war shall statues overturn,

 And broils root out the work of masonry,

 Nor Mars his sword nor war's quick fire shall burn

 The living record of your memory.
 'Gainst death and all oblivious enmity

 Shall you pace forth; your praise shall still find room
 Even in the eyes of all posterity
 That wear this world out to the ending doom.

 So, till the Judgement that your self arise,
 You live in this, and dwell in lovers' eyes.

 {267}
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 i2i.i 1 Coleman Hutchison 37

 SONNITS.
 Since euery one,hath euery one,one (hade,
 And you but one,can euery (haddow lend:
 Dcfcribe ^Adonis and thecounterfct.

 Is poorely immitated after you,
 On Hellens cheeke all art ofbeautie fct,

 Andyou in Grecian tires are painted new:
 Speakc of the |pring,and foyton of the yeare,
 The one doth fliaddow of your beautie (how,
 The other as your bountie doth appeare,

 And you in euery blefled (hape we know.
 In all external! grace you naue fome parr,

 But you like none,nonc you for conftant heart,

 OH how much more doth beautie beautious feeme, By that fwcet ornament which trutli doth giuc,
 The Rofc lookes faire,* but fairer wc it decmc
 For that fwcet odor,which doth in it liuc:
 The Canker bloomes haue full as deepe a die,
 As the perfumed tinfture of the Rofes,
 Hang on fuch thornes,and play as wantonly,
 When fommers breath their masked buds diiclofes:

 But fot their virtue only is their (how,
 They liue vnwoo'd, and vnrcfoefled fade,
 Die to thcmfclues. Sweet Roles doe not Co,
 Of their fwcet deathes, are fweetefl odors m(ade:

 And (b of you,beautious and loucly youth,
 When that (hall vadc,by ver(e diftils your truth.

 NOt marble, nor the guilded monument, OfPrinces (hall out-liu? this powrcfull rime*.
 But you (hall (hinc more bright in thefc contents
 Then vnfwcpt ftone, befincerd with fluttifli time.
 When * aftefull warre fliall Stattes otter*tur ne.

 And broiles rrote out the worke of mafonry,
 Nor Mori his f* ord, nor warns quick fire &aU burner
 Ibe liuin&tecord of your memory*

 Gaioft

 Fig. 2

 Shake-speares

 Sonnets (1609) D4r.

 Reproduced by

 permission of the

 Huntington Library,

 San Marino, CA

 (RB 69381), and

 of ProQuest
 Information

 and Learning
 Company. Further

 reproduction is

 prohibited without

 permission.

This content downloaded from 
�������������170.140.104.6 on Thu, 23 Sep 2021 16:46:14 UTC������������� 

All use subject to https://about.jstor.org/terms



 38 Breaking the Book Known as Q PMLA

 Fig. 3

 Shake-speares

 Sonnets (1609) D4v.

 Reproduced by

 permission of the

 Huntington Library,

 San Marino, CA

 (RB 69381), and

 of ProQuest
 Information

 and Learning
 Company. Further

 reproduction is

 prohibited without

 permission.

 Shaki-shaubs.
 Gainft death,and all obliuious enmity
 Shall you pace forth, your praifc (hall (til fade roornc,
 Euen in the eyes of au poftcrity
 That weare this world out to the ending doome.

 So til the iudgement that vour fclfc arife,
 You Hue in this,and dwell in louers cics.

 5*
 Sweet loue renew thy force, be it not faid Thy edge (hould blunter be then apctitc,
 Whichbut too daie by feeding is alaicd,
 To morrow (harpned in his former might.
 So loue be thou,although too daie thou HU
 Thy hungrie eies,euen till they winck with fulneflc,
 Too morrow fee agatne,and doe not kill
 The foirit of Loue, with a perpetual dulnetie:
 Let this fad Intrhn like the Ocean be

 Which parts the fliorc,whcre two contracted new,

 Come daily to the banckcs,that when they (ce.
 Returneonoue,moreblefl maybe the view.

 Ascal it Winter,which being fill of care,
 Makes Somers welcome,thrice more wifh 'd,more rare:

 BEing your flaue what fliould I doe but tend, Vpou the houres,and times of your defirc?
 I haue no precious time at al to Jpchd;

 Nor feruices to doe til you require.
 Nor dare I chide the world without end houre,

 Whilft I (my (bucraine)watch the clock for you,
 Nor thinke the bitterncfle of abfence fcwrc, ,

 When you haue bid your feruant once adieue.
 Nor dare I qucftion with my icahous thought,

 Where you may be,or your affaires fuppofe,
 But like a fad flaue flay and thioke of nought
 Saue where you are, how happy you make thofc.

 So true a feole is loue,that in your Will9
 (Though you doe any thing)hc thinkes no ill*

 5&
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 121.1 Coleman Hutchison 39

 evince just such "unity" and "stabilization]."
 Take for instance figure 11, from Spenser's
 Amoretti. The visual effects created by the
 elaborate borders that ensconce the poems
 produce?not simply reinforce?the unity
 and totality of the sonnet form on the printed

 page. As Wall notes, borders in the period
 "served to create the effect of a closed and

 complete poetic unit, finished without the
 readers collaborative aid" (71).

 Thus, while monumentality, visual unity,
 borders, and the like were all conventional

 choices available to Shake-speares Sonnets,
 Q seems to have deferred such choice, choos

 ing instead to "not choose" by presenting
 some but not all poems as visually unified
 (see Cameron). In the context of the above
 unified, monumental visual objects, Shake
 speares Sonnets and its recurrent interrup
 tions emerge as deviant, as infringing boldly
 on the "normal" materiality of the early
 modern sonnet sequence page. Page breaks
 are not the only abnormal material aspects of
 Q,9 but a primary emphasis on page breaks
 here allows us to focus our attention on an

 aspect of materiality that has the broadest
 implications for the ways readers conceptu
 alize literary form, encounter the page as a
 unit of meaning, and experience?or do not
 experience?what Barbara Herrnstein Smith
 dubs "poetic closure."

 Given such abnormality, it is not surpris
 ing that generations of critics have labored
 to distance William Shakespeare?that apex
 of both poetic genius and author function?
 from the textual and thematic abnormalities

 of Q.10 For instance, W. H. Auden famously
 declared: "How the sonnets came to be pub
 lished?whether Shakespeare gave copies
 to some friend who then betrayed him, or
 whether some enemy stole them?we shall
 probably never know. Of one thing I am cer
 tain: Shakespeare must have been horrified

 when they were published" (105). Auden s pro
 jected horror is deeply indeterminate. Does
 this horror arise from the poems' frank and

 complex sexualities?11 from the volume s devi

 ant and complex textuality? from both? What
 about Q s circulation would have so horrified

 William Shakespeare? Undergirding this Ac
 tive horror is Auden's implicit but unbend
 ing belief that, despite its title, Shake-speares
 Sonnets was never authorized or approved for
 publication by the "bard"?put simply, that
 Shakespeare would never have allowed a vol
 ume as abnormal as Q to appear in print.

 If we are to read Q s breaks as carrying
 meaning?to recognize them as being worthy
 of literary attention?we must first suspend
 the nagging questions of intentionality that
 Auden's horror raises: "yes, but did Shake
 speare mean for those breaks to be there?"12
 Such questions of authorization and autho
 rial intentionality have garnered an astonish
 ing amount of attention from Shakespeare
 scholars.13 Lisa Freinkel sees at stake in such

 long-raging and prolix debates about autho
 rization the grounds of authority for readers'
 interpretations of the text: once the text of Q
 is authorized "we are ourselves authorized in

 our attempts to interpret the book as a whole:

 to ascribe to it a unified meaning, positing an
 Author behind its words" (171). Amid several

 incisive criticisms of "recursive" attempts to
 prove the authorization of Q, Freinkel cau
 tions, "We cannot put an end to the question
 of authorization in this text, but we can dem

 onstrate that the question is, indeed, the end
 of the text" (183). For Freinkel, authorization
 is a problem that the poems themselves thema

 tize, "a problem intrinsic to our construction
 of meaning... a problem of the text" (182).14

 In truth, and despite the better efforts
 of critics such as Katherine Duncan-Jones,
 we may never know what circumstances
 brought Shake-speares Sonnets to the pub
 lisher Thomas Thorpe and thus to print. Yet
 even if we could reconstruct such a narrative,

 would we be any closer to Shakespeare's in
 tentions? Where would such a narrative get
 us? This desire to return to some fantastical,

 hypothesized intent bespeaks what Jerome
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 40 Breaking the Book Known as Q PMLA

 Fig. 4
 Samuel Daniel,

 De//tf(1592)E1v
 E2r. Reproduced by

 permission of the

 Houghton Library,

 Harvard University,

 and of ProQuest
 Information

 and Learning
 Company. Further

 reproduction is

 prohibited without

 permission.

 xtf. Sonnet XXVI.
 Whi&byher eyw^urfii'd^ny poore haft flew it> i ;:
 Into the (acred bofoma of my dccrcft:

 She there in that fweet feh&uaiy flew it,. , .

 Wliereit prefiimUhkfifetfetoheneereft. v.. ..-1:C
 Mypriu!led|e!offldthcodkiiiotpfotcdtcy! ' ? '

 That was with blood and tfcree yeeres wftnes ngned:

 In all which time (he btwcoiili^
 For well (h*^biy loue, and haw I pined.
 Andyetn^corafoiiwi^herbrawreueakme,

 Nolightnillgl(>ok^winch<ilji^i^^ef^edkl^i, - ,r \
 Wlutbootwtolawwofitoburtoappalemt^ rn : /',..A
 Ladies and tyrants >neuerlawe*refpe<?etru ? hm'i

 Then there /dy^whwe hdp'd I tohaib Eoeo jw 1", V
 And by tbflMnd^chbetwr mighchauegraek- /.
 . tfU Still

 DStGRflHHMHHflBflHHII^HHHMBHBK*^

 Sonnet XXVII, foU>
 Still ia the trade ^f^lera^tedfhoiig^ni I schiio.
 MyceafeSeffedmn&Aiiiift$ .; ,, /,/ .
 Tliyleaftregarde too deA^ly haue ihou^it, '?
 Who to my comfort neoerdeipi?ftaiteaihi .: ....-- \0

 Why fliottid'ftthooftopdtttac ea^esnow tnmy*?yeV
 Whole eye$.wet?6pen ready toopprcifeddio? '.A
 Wfyfhutt'Jb&o^iQ^
 Orhearemcn6w^andfckelKwtofr<edi>eflf nje.

 IniuriousfldWyctlfcltmcihseftill Y
 Whilftthatilxta&H^oi^ . . {::;
 Uetellthcwoikithatldeftni'dbutill " ; :

 And blame my i^efor co excufcrf^ halt . ; .;: I
 Th^iailsjwhkftw^ :.i
 Jf in myfcww^o?Aod inAyi^fdain c. ^ r n si;\v,^l
 < ?t Oft

 Fig. 5

 Henry Constable,

 Diana (1592) B4v
 Clr. Reproduced by

 permission of the

 Huntington Library,

 San Marino, CA

 (RB 28501), and

 of ProQuest
 Information

 and Learning
 Company. Further

 reproduction is

 prohibited without

 permission.

 Sonnetto ottiuo.

 K tiiic !oue might true loucsrewardobtaine,

 dumbe wonder onely might fpeake ofmy ioy:
 but too much woorth hath made thee too much coy,

 ai:d told me loner ajroe, I fighd in vaine..

 Not then vaine hope of vndderucd gaine
 hath made me paint in vcrfes mine annoy:

 but for thy pleafiirc, that thou mightft enioy

 thy beauties light, in glades ofmy paine.
 See then thy fclfc (though mcc thou wilt not heare)

 by looking; on my verfe: for paine in veife,

 loue doth in paine, beautie in loue appeare.
 So, if thou wouldft my verfes meaning fee,

 expound them thus, when I my loue rehearfe;
 None loues like him; that is, None taire like nice.

 Thine

 Sonnet to none.

 Thine eye the glide where I behold my hart, *?s

 mine eye the window, through the which thine eye
 may fee my hart, and there thy felfe e/pye
 in bloudie colours how thou painted art.

 Thine eye the pyle is of a murdring dart,
 mine eye the fight thou tak'ft thy leuell by
 to hit my hart, and neuer (hootes awry j

 mine eye thus helpes thine eye to worke my (mart.
 Thine eye a fier is both in heatc and light,

 mine eye of teares a riuer doth become:

 Oh tliat the water of mine eye had might
 to quench the flames that from thine eyes doo come.

 Or that the fier kindled by thine eye,

 the flowing ftreames of mine eyes could make drie.

 C Ladie
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 121.1 I Coleman Hutchison 41

 jgs Sonnet XXXV HI r.
 l(j?cjk*ffaeldci$whamyuxmMbe^

 Dutdicn myfpcadi^paaMdocIfipdcs
 For hardlic word* c^wfchflk>frdhoqghtta$flect

 Tiiofc tWfoeithai Grvmncjiifi KhamMJio&tm*L

 Then doc I Y<wvfegy tpogne JhaBancrefrafcr

 Nor teS my grie?vthx io my beiBTdomlie: ' '

 But canoon-Hkc,I then finxhiro^docUtatfle,

 Aim! fornyfflenctvwocfc than Jpcachltriei

 Thus rpcach/jrnoi^thcy both doe breed mycxe

 I live di(naay?fcn<i Inlmy heart fvwb griefe

 InaUrcfpe?b*^c^aly*?dodifke
 Tohimthat\vaotM?vJdarenDtask?wlieie.

 Thoiyot^lraliciafrraa^
 Read to your &fr,riyapfr?ft^tnyfcMrt. c

 Sweet

 Sweet?T pwnff uituXtum in With an oaths

 And yttcottcordifokafd I fee mem wroth;
 To bvcfijmudijaodcanDOthavc their cafe.

 ItotbVniythoughls^iiy&vecaignemadeapau^

 Pifpof'd to gtaantjbut w ffling to defay;.

 They tbm?pbUfethjt they knevve no cskife,

 Andfwore they wi(bt,fhefhtliewoukl fay nay.

 Thus hath my love, my thoughts with trcafonfild:

 Andgaiiiftmyf??r?gjoe^ai^ht mem to repine:

 So thus rm^nt^on^mythoughtshathkilTd,

 Andmadc&iiclicia,{ayfljeisnocminc,

 But though ?*> cafiyny heart doth nowrepenc

 Andasyoupk^thcyfwcaix^thcyarccootcnc.
 *M- G Faire

 Fig. 6

 Giles Fletcher, Licia

 (1593)F4v-G1r.

 Reproduced by

 permission of the

 Huntington Library,

 San Marino, CA

 (RB 14668), and

 of ProQuest
 Information

 and Learning
 Company. Further

 reproduction is

 prohibited without

 permission.

 Sonnet VI.
 It is not death which wretched men call dying,

 But that is very death which I endure:

 When my coy looking Nimph(hir grace enuying,)
 By fatall frownes my domage doth procure.

 It is not life which we for life appioue,

 But diat is life when on hir woul-foft pappes,
 I feale fwect kiftes,which do batten loue:

 And doubling them do treble my good happes.
 Tis neither loue the fbnne,nor loue the mother,

 V7hich louers praife and pray to;but that loue is:
 Which (he in eye and I in heart do (mother,

 Then mufe not tho I glory in my mifle.
 Since (he who holdes my heart,and me in durance,

 Hath HfejdeadUoucand all in hir procurcance.
 Hov.

 Sonnet VIL
 How languifheth the Trimrofc of loues gardens

 How trill hir teares th'EIixar ofmy fences:
 Ambitious fickncs,what doth thee fo harden,

 Oh /pare and plague thou me for hir offences.

 Ah Rofes, loucs faire Rofcs do not languifh,
 Blufh through the milk-white vaile that holdes you couer

 Jf heate or colde may mitigate your anguifti, (ed.
 He burne,llcfrize,butyouihallbc recoucrcd.

 Good God would beautie marke now (lie is crafed,
 How but one fhower officknefTe makes hir tender:

 Hir /udgmemes then to marke my woes amazed,
 To mercy fhould opinions fort furrenden

 And I (oh would,I might,or would (he ment it,)
 Should herne Ioue,who now in hart lament it.

 C NO

 Fig. 7

 Thomas Lodge,

 Phillis (1593) B4v
 C1r. Reproduced by

 permission of the
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 Fig. 8

 Zepheria fi594) C4v

 D1r. Reproduced

 by permission of
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 Cannon. u$. I
 Howhauclforfaited thy kind regard? I

 That thy difdame (hould thus enage my brow, I
 Which whilomc was the fcripture and the card I
 Whereon thou made thy game and feal'd thy vow. I

 Which whilome thou with lawrcll vaticall I
 Enobled haft/high fignall of renownc) I
 Marrying my voyce with thine haft (ayd withali, I
 Be thou alonc,alonely thou tAmpbuu. I

 Oh how hath black night welked vp this day ? I
 My wafted hopes why arc they turn d to graze ? I
 lnpafturesofdefpayre,Zffi*r#4fay, I

 Wherein haue I on loue committed trefpaffc?
 Ohifiniufticethoumuftneedesacqwtme, (pidc
 Rcward mc with thy loue, fweete healc me with thy How '

 Cannon* 17.

 How (hall I deck my loue in loues habiliment,

 Andhcr embcllifh in a right depaint?
 Stth now is left nor Rofe, nor Bjac'mt,

 Each one their beauties with their hue acquaint.

 The golden feeling of thy browes rich frame
 Defigncs the proud pomp of thy faces architure:
 Chryftall tranfparant cafements to the fame

 Are thine eyes funne^which doc the world depure,
 Wbofc (ilucrie canopic gold wier fringes:

 Thy brow the bowling place for Cmptdi eye,
 Loucstruc-loucknotSjaudlilly-lozenges
 Thy cheekerdepaynten in an immortall dye

 If well thou ltmn'd art now by face immagerie,
 Iudgehowbylifclthcnftiouldpcncillthcc. ?

 D Exafier

 Fig. 9

 William Percy,

 Coelia (1594) A4v
 B1r. Reproduced by

 permission of the

 Huntington Library,

 San Marino, CA

 (RB 62886), and
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 Sonnet IIIL

 OhheauenlyC^//4,asfaireasvertuous,
 1 he only mirrouroftruc chaftitic,

 Haue 1 bcene gainft thy godhead impious,
 That thus am guerdond tor my fealrie i

 Haue f not fhed vpon thine yuVic flirine,
 Huge drops of teares with large eruptions f
 Haue I not offred eu'ning and ar prime
 My (ighs,my P&ms orsnuocations ?
 What be mens (ighs,but cab ofgirilefiilnefle ?

 They (hewjdeare loue,true proofs of fermitie.
 What be your teares,but meerevngratiouuiefle/
 Teares only plead for our fimplirine:

 V Vhen all ftrike mute,fhe (aies it is my dime,
 And daimcs as much as to her done*

 Sonnet V.

 Faire Quceneof Gmdos come adorn my forehead,
 And crowne me with thelawrcll emperor,

 . ft thrifefinglo about thy Poet,
 Locon my goddcflel am conqueror*

 For once by chauncc,not fure,or wittingly,
 Vpon my foot,her tender foot alighted*
 WithdiatlheplucktitofFfullwuS^lf,
 As though the verie teuch had her a&ighted : .

 Deere miftrefle,wfll you dealefo cruelly.
 To priue me of fb (mall a benefit f
 What i do youiert it off fo nimbely,
 As though in verie (both a (hake had bit it ?

 Yea bit perhaps indeed: Ho,Mufes blab you ?
 ' Notaword Pieannets,or 1 will gag you.

 B
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 Amour. 4.0.
 O thou vnkindeft fey re, moft ?yreft fhee,

 In thine eyes tryumph murthcring my poore hart,
 Now doe I fweare by heaucns,before we part,
 My halfe-flaine hart (hall take reuenge on thee.

 Thy Mother dyd her lyfe to Death refigne,
 And thou an Angell art, and from abouc,

 Thy father was a man, that will I proue,
 Yet thou a Goddefle art, and fo diuine.

 &nd thus if thou be not of humaine kinde,

 A Baftard on both fides needes muft thou bc?

 Our Lawes alow no Land to bafterdy:
 By natures Lawcs we thee a Baftard finde.

 Then he., :e to heauen vnkind, for diy childs part,
 Goe Baftard, for furc of thence thou art

 Rare

 Amour. 4.1.
 Rare of-fpring ofmy thoughts, my dcerelt Loue,

 Begot by fancy, on (wect hope exhortiue,
 In whom all purcnes with pcrfcdionftrouc,

 Hurt intheJEmbryon, makes my ioyes abhortiue.

 And you my fighes, Symtomas of my woe,
 The doleful! Anthems ofmy end Jcftc care,

 Lyke idle Eechoes euer aun(wering: fo, '

 The mournfull accents ofmy loues difpayre.

 And thou Conccite, the (hadow .ofmy blifle,

 Dedyning with the fctring ofmy funne,
 Springing with that, and fading ftraight with this,
 Now haft thou end, and now thou waft begun.

 Now was thy pryme, and loe, now is thy waine,
 Now waft thou borne, now in thy cradle (laync.

 G Placed

 Fig. 10

 Michael Drayton,

 Ideas Mirrour (1594)

 F4v-G1r. Reproduced
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 SONNET. XL.

 X/f Ark when flic frmles with amiable chcare,
 And tell mc whereto can ye lykcn it:

 when on each eyelid fweetly doe appeare,
 an hundred Graces as in (hade to Jit.

 Lykdt it icemcrh in my fimple wit
 vntothe fay re funfliine in Comers day:
 that when a drcadfull (forme away is flit,
 thrugh the broad world doth fpred his goodly ray

 At fight whereof each bi rd that (its on f pray,
 and euery beatl that to his den was fled:
 comes forth afre(h out of their late difmay,
 and to the light lift vp thcyr drouptng hcd.

 So my (forme beaten hartlikewifo i$ chearcd,
 with that lunihine when cloudy looksarc cleared.

 Is

 j

 mi

 SONNET. XLL

 rS it her nature oris it her will,
 to he fb crucll to an humbled foe:

 if nattire,then (he may it mend with skill,
 ifwilichen (he at will may will forgot.

 But if her nature and her wil be fot
 that (he will plague the man that Imies her moft:
 and take delight tfencrcafe a wrett I ics woe,
 then all her natures goodly guilts arc loft.

 And that lame glorious beauties ydlc boaft,
 is but a bay t filch wretches to beguile:
 as being long inhcr loucs tempefl toft,
 flic mcanesatlaftto makchcrpiteous fpoylc.

 O fayrcft fay re ler ncucr it be n amed,
 that fo fayre beauty was ib lowly ilumed.

 The

 Fig, n

 Edmund Spenser,

 Amoretti (1595) 130

 31. Reproduced

 by permission of

 the Huntington

 Library, San Marino,
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 Fig. 12

 Richard Barnfield,

 Cyr?f/7/a(1595)C1v

 C2r. Reproduced

 by permission

 of ProQuest
 Information

 and Learning
 Company. Further

 reproduction is

 prohibited without
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 SONNET. Vtlt.

 Sometimes I with that I hit pillow were,
 So might 1 ftcalc a kifie, and yet not fecne,
 So might I gaze vpon his deeping cine,

 Although I did'it with a panting feare J
 Bui when I well confidcr how vaine my wifli it,

 Ah fboltfh Beet (thtnkeljthat doe notfuckc,
 Hit lips for hony; but poore flowers doe placke

 Whidi haue ao fwcet in then: when hit folc kuTct,
 Arc able toreuiue a dying foule.

 Kiflc him,butftinghimnor,forif you doc,
 His angry voice sourflyiog wiJl purfue:

 But when they hearc hit ronruc.wlut can controule,
 Their back-rctume f for then they plaine may fee,
 How hony-comba ftos his bpt dropping bee.

 SONNK T. I A".

 D?4M(on a time) walking the wood,
 To fporc herlclfcjof her faire trainc forlorne,
 Chaunc't for topneke her foote againft a tho m.t

 And front thence iifu'd out a Area me of blood.

 i Nofooner(heewas tanifhtoucoffight,
 But Iouct faire Queen came there away by chace,
 AndJiauing of this hap a glym'ring glance,

 v She put the blood into a chnftall bright.
 When being now comne vnw mount K>'><h?ry

 I With her faire handsfhe formes a fl?aj>e <l Si"./
 And blends it withthii blood j from ?vh ;-< < .

 Aloucly creature, brighter then the IXy,
 And being chrittned in faire TdplmOwnv

 I She calTd him Qanymtdt: at all diuinc, C a.

 Fig. 13

 Richard Linche,

 D/e//tf(1596)D2v
 D3r. Reproduced by

 permission of the
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 San Marino, CA
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 Sonnet XXXV.

 C rid thy* enchanntfnrnt (Loue) ofmy dcurct,
 let mc no longer languifh for thy looe,

 loy not to fee mcc thus confume in fires,
 but let my cniefl pannes thy hard hart mone,

 And now at laft, with pitttfbll regard.
 eye me thy Loucr, tome for lack of Ate,

 Which dying, lioes in hope of Iwtet reward*
 which hate hath hethcrro witfi-held from mt,

 Conftant haue 1 been, ftul in feocic frft,
 orday n'd by heavens to dote vpon thy faire,

 Nor Will 1 e*re, fo long as We (hall laft,
 lay ahy's fetter, breathim* viral! ayrc;

 But when the Ocean (and* ftufl lye vnwet,
 Then fhal my foulc to loue thee (peat) forget.

 Long

 Sonnet XXXVI,
 f Ong did t wift bctetc I eould attainc

 Um lookt for %ht I fodefir'd to fee,
 Too (bone at kft I faw what bred my bainc,

 and eucr fiacc barb fore tormented me* j
 I fawe her fdfe, whom had I ncuer feene,
 my wealth of bluTt had not been turn'd to bade,

 Greedy regard of her, my harts fole ?uecnc>
 hath chtog'd my fommers 6w, to wmttrt haile.

 How oft haue I, (incc that fcrft fctall howrc,
 beheld her all-feint fiupc with begging eye,

 Till free (vnkmd) hath kild me with a lowrc,
 and bad my humble-hung lookct, look* by*

 O pttty race <6ire Loue) and higbeft Came
 Shall btaed be in honour of thy name

 Dj Did
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 SONNET. XXII.

 ?T was of loue vngende gentle boy,
 * Thatthoudidftcomcandbarbourinmybreft:
 Noc of intent my body to deflroy,

 And haue my foulc with rcftlcs ceres opprcft.
 But fiih thy loue doth turnevnto my paine,

 Keturne to Greece {{watt lad J where thou waft
 Leauc me alone my grides to emcrtainc, (borne

 If thou foriake mee,l am lefie fbrlornc.
 Although abne,yet fliall i finde more cafe:

 T hen fee thou hie thee hence,or 1 will chafe thee:

 Men highly wronged care not to difolcafe:
 My fortune hangs on thce,thou doeft difgrace me.

 Yet at thy farewell play a friendly part,
 To make amciuu*flye to F&jfitcJMn.

 Flyc

 [ SONNET. XXllL
 pLye to her heartjkouer abouthcr heart,

 r With daintie kifles moilifie her heart;
 Pierce with rhy arrowes her obdurate hearr,
 Withfweet allurements euer moue her heart.
 At midday and at midnight touch her heart,
 Be lurking clofeJy>ncftic about her heart:
 With power,(chou art a godjeonunand her heart,
 Kindle thy coales of loue about her heart,
 Yeateuen into thy feltc transforme her heart,
 Ah (he rouft Uxiejtx fare thou haue her heart,

 | And X mud dvc^fchou haue not her heart.
 Thy bed(if thou reft well) muft be her hetre
 He hath the beft part Cure that hath the hearts
 What haue I nottf I haue but her heart?

 C 4 Striuing

 Fig. 14
 Bartholomew

 Griffin, Fidessa

 (1596)C3v-C4r.

 Reproduced by

 permission of
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 Library, San Marino,
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 Further reproduction

 is prohibited without
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 LAviJ.
 XI.

 Vpatt triuai^>a?tChariot,pa&?grwe,
 la which nw Sumiedotb fit bkeMaicftic,
 And makes the day (hew fraovimbrcfrire,
 Whole cheersumes delights each mortal! eye*

 1 rafli Jibe to another Pkunw,
 With haxe-hraine haft too haftie trpt thereon.

 toferayboUbiefdeexlvdidtpay,
 Andtadltfeplagpefohe) for being ore-brttte*
 Yet chough intfefttaH fonuue botbdra ftay,
 (For lifcheloft, and death fhe to megaue)

 The puncher ofboth was not thefame:
 Focheby/?^,andlDyLoucwa$na?e.

 Xlt.
 The Jeanmr that in Patadiee doth grew,
 Liuetr eppearea in my fwcci Goddcffc face/
 From whence (asfrema thnftaU Rkicr) flow
 Fauour detune, and comeknes of grace.
 But in her dainrie (yet too cruel!) Breft
 More cmekie and kardacsdoth abound*
 Than doth in painfull togatorie reft:
 So that (at once) (he's faire and croeH found,
 Whenm hcrfiiceaodbreaft^ah griefototeg)
 BrightHcas*nwe<bowe*, andaawe htdeadesk hell

 WWU

 XjiV K**'
 Xltl

 Whilft angrie / * from me fcowlmgSides
 Thicke Swinging (bower* did downward feod amain?,
 My Ladte sDeewusng vp in (lately wifc,
 From hcauen more' fall did fierie lightning nine:

 So that the people (patftne) had left: harme
 By wafer wet, than by (he fire orc.?tarme.

 "The waft* *nely wet rtiew eenwwd skin,
 A matter fatal!, inwhieh was dinger none;
 But this net fired*! burn* thekhaitt w?hin,
 And fbtft them * they went to figh and grone:

 S<* that then1 grtafc watgreacet (tatms all doubt) *
 To have witntn Set, than water without,

 xuru
 . the fwift Mtn+det turning,wktde*fo faft,

 And with hisJWetmc m circle wife fr nm? j
 That wantttffibe (from whence be fprings) at laft
 Backe tohisfbumainchead againe he comes.

 ' InmeanucrbogeofteatofrGmhm
 To weorie eye* Wccnd,from whence they flow, '.'
 And nmntngdowrte doo from mine eyes depart,
 Dcfcendiitgtotev hart agatnebclow:

 So that through to tuc of ojdft mightk Loue,
 in hana new Menxuder 1 doo prouc*

 B Thou

 Fig. 15

 Robert Tofte, Laura

 (1597)A8v-B1r.

 Reproduced by

 permission of the
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 McGann has called our "hypnotic fascination
 with the isolated author" (122), our desire to
 locate ourselves at the level of the authentic,

 the originary, the most real. This mystifica
 tion of the author and his or her work often
 distracts us from the matter at hand?in this

 case, several broken poems?and occasionally
 determines in advance our experience of that
 matter. Likewise, the desire to distance Q's
 author from the "vicissitudes of the printing
 house" (Marotti, "Shakespeare's Sonnets"
 157)?from sloppy compositors errantly cast
 ing off copy; from thrifty publishers scheming

 to save paper?belies a deeper desire to keep
 this authorial narrative simple: one author,
 one authority. For better or worse, authorial
 narratives often prove anything but simple.
 Here, the concept of authority is vexed by the
 number of agents who took part in the pro
 duction and reproduction of Q: several agents
 could make competing claims of responsibil
 ity for, or authority over, Q.15

 To open up writing would be then (as
 Roland Barthes famously suggested [147]) to
 suspend this fixation on authorial intention
 and return again (as Freinkel admirably does)
 to the text itself. In doing so, we shift the fo

 cus from Shakespeare's original intention or
 "authentic" work to the material text or trace

 that remains: Q, the 1609 quarto, writing in
 its fullest textual sense. Though we will never
 know who intended these breaks?Shake
 speare, Thorpe, the printer Thomas Eld,
 "Compositor Q"?we do (or will) know that
 they matter to the presentation, interpreta
 tion, and reception of the poems. If, in turn,
 we can accept such a premise, then we can
 begin resisting the doxa that these breaks are
 incidental and thus should be elided in mod
 ern editions. No matter who wrote or who

 authorized Q, or even who was responsible
 for Q's interruptions, the volume remains,
 in all its abnormality, a fascinating and ur
 gent literary artifact that, despite hundreds
 of years of sustained criticism, has not been
 exhausted. Acknowledging the complexity of

 intention and authority enables us to trouble
 the equivalence on which modern editors
 such as Vendler rely: "it can be assumed that
 whatever I say in the Commentary [of The
 Art of Shakespeare's Sonnets] is as true for the
 Quarto as of the modern text" (xiii). This ac

 knowledgment enables us to move from the
 matter with Q to the matter o/Q.

 Building Monuments, Jotting Down Notes

 In considering the quarto's imposition of
 breaks into its poems, perhaps we should
 begin with those instances where Q follows
 Vendler in presenting poems as visually uni
 fied or monumental objects. The collection's
 opening and closing poems, for instance, ap
 pear uninterrupted. We find Q's first poem
 under an ornate border and austere title; like

 wise, 154 stands alone on its page, punctuated
 by a large-font "finis" (figs. 16 and 18).16 This
 visual presentation is, perhaps, to be expected.
 Common sense tells us that these two poems
 appear uninterrupted because they are the
 alpha and omega of this collection; they de
 serve or demand a certain attention and pres
 ence on the page because of their placement
 in the sequence or order of these poems. Yet
 the protocols of seventeenth-century printing
 houses meant that the decision to maintain

 or preserve these two poems on their respec
 tive pages necessarily affected the presenta
 tion of other poems as well.17 The question to
 ask here is, Which poems were interrupted so
 that the first and the last could appear as visu

 ally unified objects? If we assume that whole
 is better than broken, was there already a dis
 tinction between "better" and "worse" poems

 guiding the casting off and laying out of this
 volume and these pages? If so, what were the
 criteria for such determinations?

 Interestingly, several of the collection's
 best-known and eminently quotable sonnets
 appear without material interruption. Num
 ber 18 ("Shall I compare thee to a Summers
 day?"), for instance, rests in the center of its
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 S H A K B"S P E A R E S>
 SONNETS.

 FRom faircft creatures we defire increa/e, That thereby beauties Rofe might neuer die,
 But as the riper mould by time deccafe,
 His tender ncire might beare his memory:
 But thou contracted to thine ownc bright eyes,
 Fced'ftthy lights flame with felfe fubftantiallfcwcll.
 Making a famine where aboundancc lies,
 Thy felfe thy foe,to thy fwcet fclfe too cruell:
 Thou that art now the worlds frefli ornament,
 And only herauld to the gaudy fpring,

 Within thine owne bud burieft thy content,
 And tender chorle makft waft in niggarding:

 Pitty the world,or clfc this glutton be9
 To eate the worlds due,by the graue and thee.

 %

 \f \7Heo fortie Winters fliall befeige thy brow,
 And digge deep trenches in thy beauties field,

 Thyyouthes proud liuery fo gaz*d on now,
 Wil dc a totter'd weed of fmal wort h held:

 Then being askt,where all thy beautie lies,
 Where all the treafure of thy lufty daies;
 To fay within thine owne dcepc funken eyes,
 Were an all-eating<0iame,and thriftlefle praife.
 How much more praife deieru'd thy beauties vfe,
 If thou couldft anfacre this faire child of mine

 Shall fum my coum,and make my old excufe
 ProoiiiDg bis beautie by fucceffion thine.

 Fig. 16

 Shake-speares

 Sonnets (1609) B1r.

 Reproduced by

 permission of the
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 Fig. 17

 Shake-speares

 Sonnets (1609) B1 v.

 Reproduced by
 permission of the

 Huntington Library,

 San Marino, CA

 (RB 69381), and

 of ProQuest
 Information

 and Learning
 Company. Further

 reproduction is
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 Shakb*spba*e$
 This were to be new nude when thou art ould,
 And fee thy blood warme when thou fecl'ft it could,

 3
 IOoke in thy glafle and tell the face thou ve weft, *Now is the time that face fhould forme an other,

 Whofe Jrcfh rcpajrc if now thou not rencweft,
 Thou *3o'ft bcgtiilctlie >fcofW,Tnbltffefcnie mother*
 For where is (he fo?fiure:Whpfe tabard wombe

 Difdaines the tillage of thy husbandry?
 Or who islicfbfcwidwtilbctjKpmbc,
 Ofhis felfe loue to ttoppoftcritv? ' *
 Thou art thy mothers'ghflc and fiie in tnce
 Calls backc tlic loucly Aprill of her prime,
 So thou through windo wes of thine age (halt fee*
 Dilbigbt of wrinkles this thy goukfc/) time.

 But if thou liue remcmbreofiot to be,
 Die (ingle and thine Image dies with thee,

 T 7Nthrifty touelinefle why Joft thou (pencil
 V Vpon thy felfe thy beauties legacy?
 Natures bequeft gtues nothing but doth lend*
 And being franck (he lends to thofe are free?
 Then beautious nigard why dooft thou abufe>
 The bountious largefle giuen thee to giue?
 Profides vferer why dooft thou We ..
 So great a fumme of fummes vctscanfft no t Iiue?' .
 For hauing traj&ke with thy felfe alone,
 Thou of thy felfe thy fweet felfe doft deceaue,
 Then how when nature calls thee to be gone,
 What acceptable vtniit can'ft tbou leaue?

 Thy vnufd beauty muft be tpmb'd with th**>
 Which vfedliuesth*executortobc.

 THofc bowers that with gentle woijke#d.framfj . The loucly gaze where euery eye doth #W$r \^.{,
 Will play the tijants to the vcqt um V '? 'Y; '/",.
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 S O K M B T St

 *54
 THc little Louc-God lying once a fleepe,

 ?* Laid by his fide his heart inflaming brand,
 Whilft many Nymphes that vou'd chaft life to keep.
 Came tupping by,t>ut in her maiden hand,
 The fayreft votary tooke vp that fire,

 Which many Legions of true hearts had warra'd,
 And (b the Generall of hot defire,
 Was deeping by a Virgin hand difarm*d.
 This brand (he quenched in a coole Well by.
 Which front loues fire tooke heat perpctuall*
 Growing a bath and healthfull remedy,
 For men difeafd,but I my Miftriflc thrall,

 Came there for cure and this by that I proue,
 Loucsfirc heatcs waterBwater coolcs not loue.

 FINIS.

 K A

 Fig. 18

 Shake-speares

 Sonnets (1609) K1r.

 Reproduced by

 permission of the
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 page, calling strong visual and interpretive at
 tention to itself, possibly at the expense of the

 two fractured poems that enclose it (fig. 19).
 In contrast, 130 ("My Miftres eyes are nothing

 like the Sunne") begins at the top of its page,
 allowing space for 131 to appear uninterrupted
 below it (fig. 20). Given the various thematic
 and rhetorical resonances between these two

 poems, their dual preservation as visually
 unified objects on the same page may enable a
 comparative reading that would slip through
 the cracks of a less materially sensitive reading
 or editorial practice. As such, the uninterrup
 tions of these two poems matter, both at the

 level of the interrelations of poems in a single
 volume and at the level of cultural reception.

 When we speak to the relations among
 poems, the above monumental examples
 must be understood as existing in a closed
 textual circuit. If one poem is maintained
 as a unified object, another poem in the col
 lection likely cannot be. In terms of cultural
 reception, the two poems remain among the
 most enduring literary artifacts of the En
 glish language. Here we want to ask whether
 there might be a relation between the visual
 preservation of the poem on the page and the
 canonical preservation of the poem in a cul
 ture. If, as lonathan Culler suggests, literature
 is a form of discourse that "promotes or elicits

 special kinds of attention," then the ways that
 the materiality of a text calls visual and in
 terpretive attention to itself surely influences
 its definition or evaluation as literature (23).18

 That is, perhaps poems 18 and 130 are "liter
 ary" in part because they situate themselves
 in the field of the page in a way conducive to

 attracting attention.
 Another related concern for this style of

 material reading might be the ephemerality
 of the short quarto book format. As Marotti
 notes, the "casual manner in which short quar

 tos were treated" led to a "peculiarly perish
 able" status for copies of the 1609 quarto.19 If
 only thirteen copies of these "self-destructing
 artefacts" remain ("Shakespeare's Sonnets"

 157-58), a series of pressing questions emerges:
 Where did loose pages of the quarto go? Is it
 possible that the ephemerality of these quar
 tos encouraged a return to sonnet circulation,
 that loose-leaf pages from the quarto may have
 had an afterlife in collections, miscellanies,

 pockets, or hands?20 If so, then those poems
 fully preserved on any single leaf would stand
 the best chance to be read and reread after the

 inevitable disintegration of a complete quarto
 copy. Thus, it is not outside the realm of pos
 sibility that poem 18 may have outlived any
 copy of the 1609 quarto from which it came.
 Bringing all this to bear on our current criti
 cal moment, we might find it significant that
 of thirty-five sonnets anthologized in the sev
 enth edition of The Norton Anthology of En
 glish Literature (Abrams et al.), twenty-three
 appeared uninterrupted in Q.21 Does this an
 thologization signal a canonical privileging of

 monumental sonnets? Does such anthologiza
 tion suggest that monumental sonnets enjoyed
 an afterlife in ways that broken sonnets did
 not? Such speculations are but first gropings
 toward a more complex engagement with the

 material quarto and its effects.
 To return to the poems themselves, it

 appears that monumentality in the space of
 a page may matter thematically as well. In
 terestingly, Qs poem 81 both describes and
 performs an epitaph (fig. 21). Is it mere co
 incidence that a poem deploying the figures
 "monument," "Epitaph," "furuiue" (i.e., "sur
 vive"), "immortall," "graue," and "intombed"
 is presented in a visually unified form? The
 poem begins with a fractured correlative
 conjunction: "Or I fhall Hue your Epitaph to
 make...." By Stephen Booth's account, the
 first two lines of the poem present equivo
 cal alternatives: either the speaker will die
 first or the addressee will die first; the per
 manence that the epitaph promises to the
 addressee will be maintained regardless
 ("Commentary" 275). Yet, by beginning both
 in medias res and with a figure of equivalence
 and uncertainty ("Or"), 81 seems to extend
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 beyond the bounds of its form. Again, the
 materiality of the printed page suggests that
 "Or" might be functioning as an intertext to
 80, which appears as a visually unified object
 directly above 81. Line 11 of poem 80 begins
 with a similar deployment of conjunction,
 "Or (being wrackt)." Interestingly, 80 closes
 with an image that is resonant with the im
 agery of 81: "my loue was my decay." If poem
 80 ends with a scene of decay, 81 begins with
 an object of permanence being made (i.e., an
 "Epitaph"). Read in concert and as conjoined
 monumental objects presented in the same
 visual field, these two poems seem to support
 Kuin's definition of the sonnet; to reiterate:

 "a very highly coded form of text, [one that]

 combines to an unusual degree visibility of
 formal elements ... and an organized cumu
 lative system of intertextuality." In 80 and 81
 that cumulative system of intertextuality has
 a highly visible material expression, as 80 lit
 erally lies on top of 81.

 Returning to 81?but with an eye now
 back on 80?we see that lines 7-8 oppose a
 "common graue" with "mens eyes," displac
 ing the act of remembrance from a physi
 cal to a cognitive register ("graue" to "mens
 eyes"). Such a displacement anticipates line
 9's declaration that "Your monument fhall be

 my gentle verfe." Any reading of this poem
 hinges on an interpretation of this movement.
 If one reads this as a transcendent movement,

 from the physical to the metaphysical, then
 the speaker of the poem offers the addressee
 everlasting life. If, more cynically, one reads
 this movement as anticlimactic, devolving
 from the physical and purportedly permanent
 ("monument") to the ethereal and ephemeral
 ("verfe"), then the value of the speaker's of
 fer is called into question. The crux in line 9
 is "gentle," which Booth glosses as having at
 least three significations: "(1) tender, meek,

 weak; (2) amiable, kindly meant; (3) noble,
 'well-born' (as opposed to common?see line
 7)" ("Commentary" 278). Not one of these
 significations suggests this "verfe" to be du

 rable, resolute, or strong; indeed, these sig
 nifications evoke a certain fragility. Yet the
 poem goes on to argue that "verfe," gentle or
 not, shall span time: "Which eyes not yet cre
 ated fhall ore-read" (10).

 A vexed couplet closes the poem: "You ftill
 fhall Hue (fuch vertue hath my Pen) / Where
 breath moft breaths, euen in the mouths of
 men" (13-14).22 Generations of critics have
 troubled over what to do with this seem

 ing ambivalence. Can "breath" (or "verfe")
 prove a more permanent resting place than
 a monument? Can an epitaph "intombed in
 mens eyes" and "mouths" outlive an epitaph
 inscribed in stone? More broadly, does this
 poem espouse or mock the poetic perma
 nence its speaker offers? While such questions

 are arresting, the reading practice advocated
 here asks instead: If this poem posits and
 then explores two forms of remembrance and
 two registers of temporality, is it not signifi
 cant that the poem's final material expression
 comes without break, fissure, or interruption?

 How can we hope to attend to either the tran
 scendent or the cynical reading of the poem's

 movement if we do not take seriously its visu
 ally unified, monumental presentation? The
 poem rests at the bottom of its page with the
 last figure ("men") crowding its way onto
 the field of the page in a way that suggests a
 compositor laboring to maintain the poem as
 a whole. How might this poem "mean" if in
 stead the final couplet had been shifted across

 to the opening's recto? Would the monument
 that the poem offers be then broken or medi
 ated? The material presentation of 81 seems
 both entirely germane to and utterly provoca
 tive for a poem that meditates on yet remains

 ambivalent about the permanence of poetry.23
 Having begun to consider how material

 form enables and in important ways produces
 Q's thematic engagement with issues of mon
 umentally, permanence, and unity, let us now
 turn to the decidedly aconventional breaks
 that occur on nearly every page of the 1609
 quarto. Given limited space in my pages, I will
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 Shake-spiam f
 Th-MieS yet heauen knowes it is but as a tombe
 WhicKh.desyour life,and flievves not halfe your ptrtst

 If I could v\ ri'c the be auty of your eyes,
 And in frefh numbers number all your graces,
 The age to come would fay this Poet lies,
 Such heauenly touches nere toucht earthly faces.
 So fhould my papers (yellowed with their age)
 Be fcorn%d,likc old men of lefle truth then tongue,
 And your true rights be termd a Poets rage,
 And ftretched miter of an Antique fbng.

 But were fome childe of yours aliue that time,
 You fhould liue twife in it,and in my rime.

 18.

 SHall I compare thee to a Summers day? Thou art more iouely and more temperate:
 Rough windes do fhake the darling buds of Maie,
 And Sommcrs leafe hath all too fhort a date:
 Sometime too hot the eye of heauen fliincs,
 And often is his gold complexion dimrn d,
 And euery faire from faire fome-time declines,
 By chance,or natures changing courfe vntrirnd:
 But thy cternall Sommer (lull not fade,

 Nor loofe poflefflon of that faire thou ow'ft,
 Nor (hall death brag thou wandr'ft in his fhade,
 When in eternal I lines to time thou grow'ft,

 So long as men can breath or eyes can fee,
 So long Hues this,and this giues life to thee,

 19
 T"\Euouring time bfunt thou the Lyons pawes,
 ^And make the earth deuoure her owne fwcet brooi,
 Plucke the keenc teeth from the fierce Tvgers yawes,
 And burne the long liu'd Pharnix in her blood,
 Make glad and forry feafons as thou fleet'ft,
 And do what ere thou wilt fwift-footed time

 To the wide world and all her fading fweets:
 But I forbid thee one mo ft hainous crime,

 O
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 SoNNBtS.
 130

 MY Miftres eyes are nothing like the Sunne, C urrall is farre more red,then her lips red,
 Jf frow be \% hitc why then her brefls arc dun:
 ]f haircs be wiers,black wicrs grow en her head:
 I haue fcene Rofcs damasktpred and white,
 But no fuch Rofes fee I in her checkes,

 And in feme perfumes is there more delight,
 Then in the breath that from my Miftres reekes.
 I loue to heare her fpeake,yet well I know,
 That Mufickc bath a farre more pleafing found:
 1 gtaunt I neuer faw a goddefle goe,

 My Miftres when fhec waikes treads on the ground.
 And yet by heauen I thinke my loue as rare,
 As any (he beli'd with falfe compare.

 T*3*
 Hou art as tiranous,fo as thou art.
 As thole whole beauties proudly make them cmell;

 For well thou know'ft to my deare doting hart
 Thou art thefaireft and moft precious IcwelL
 Yet in good faith fome fay that thee behold,
 Thy face hath not the power to make loue grone;
 To fay they errc,l dare not be (b bold,
 Although 1 fweare it to my felfe alone.
 And to oe Aire that is not falfe I fweare

 A thoufand grones but thinking on thy face,
 CMe on anothers necke do witneffe beare

 Thy blackc is faircft in my iudgements place.
 In nothing art tboublacke foue in thy deeds,

 And thence this (launder as I thinke proceeds,
 *3?

 Tffine eies I loue,andthey as pittying me, Knowing thy heart torment me with difdaine,
 Haue put on black,and louing mourners bee,
 Looking with pretty ruth vpon my paint.  A*d

 Fig. 20
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 Fig. 21
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 ShAKH-SM A*HS
 He lends thee vertuc,and he ftole that word,.
 From thy behautour,beautie doth hegtue
 And found it in thy chceke: he can afroord
 No praife to tbee,but what in thee doth liue.

 Then thanke him not for that which he doth fay,
 Since what he owes thee,thou thy felfe dooft pay, 80

 OHow 1 faint when I of you do write, Knowing a better Ipirit doth vfe your name,
 And in the praife thereof (pends ali his might,
 To make me toung-tide (peaking of your fame.
 But fince your worthy wide as the Ocean it)
 The humble as the proudeft faile doth beare,
 My fa wfic barke f inferior farre to his)
 On your broad mainc doth, wilfully appcare.
 Your (hallo weft helpe will hold me vf a floate,
 Whilft he vpon your fbundlcilc deepe doth ride,
 Or ( being wrackt) I am a worthleiTe bote,
 He of tall building.and of goodly pride.

 Then If he thriiic and 1 be caft away,
 The worft was this,ray loue was my decay, 8% -

 OR I (hall liue your Epitaph to make, Or you (iiruiue when I in earth am rotten;.
 From hence your memory death cannot take,
 Although in me each part will be forgotten.
 Your name from hence immortall life (hall haue,
 Though I (once gone) to all the world mud dye,
 The earth can yeeldmc but a common graue,

 When yoiiintombed in mens eyes (halflye,
 Your monument fliall be my gentle verfe.

 Which eyes not yet created (hall ore-read,
 And toungs to be, your beeing (hall rcbearfr,.
 When all the breathers of this world are dead,

 You ftill (hall liue ffiich rcitue hath my Pen)
 Where breath moft bfcathfceuon in the mouths of men.

 Ig??t
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 simply gesture toward a series of more or less
 representative interruptions, before closing
 with an extended reading of monumentality
 interrupted in 55. First, the quarto interrupts
 at least three sonnets at their turns: 2,14, and

 110. In the latter two poems, the interruption

 forces the reader across the divide of facing
 pages. More emphatically, the interruption of
 2 forces the reader to turn over a page (Blr) to

 reveal both page Blv and the poem's resolu
 tion. We turn a page to turn the sonnet (figs.
 16 and 17). In all three of these examples, in
 terruptions reinforce and yet also complicate
 the nature of the conventional sonnet turn.

 Yes, the interruption of or at the turn empha
 sizes the shift in tone and rhyme scheme that
 occurs between each poem's three quatrains
 and its rhyming couplet, effecting a material
 caesura that forces readers to pause as their
 gaze moves from page to page. At the same
 time, these interruptions of or at the turn also

 effect a sort of attentive slippage in which the
 reader's visual and interpretive gaze is dis
 placed, delayed, and deferred. Such a slippage
 functions then as a sort of material enjamb
 ment. Poetic enjambment can be character
 ized as a "run[ning]-on" or "striding over" in

 which "the pressure of the incompleted syn
 tactic unit toward closure carries on over the

 end of the verse-line" (Abrams 163). Thus Q's

 material enjambment might be thought of in
 terms of the pressure toward closure that the
 poem carries over the fold or, more dramati
 cally, over the turn of the page. The effect of a

 poem's resolution running on to another page
 cannot be overstated. In addition to rupturing
 the continuity of the strict sonnet form, this

 enjambment also momentarily disappoints
 readerly expectations of poetic denouement
 and closure. One might think here of Spiller s
 three-part rubric and ask: If the turn is dis
 placed, delayed, or deferred, is this poem still
 a sonnet? What must the reader do to recog
 nize this fractured poem as a sonnet?

 In addition to these ruptured turns, Q
 also presents a series of poems whose the

 matics seem grounded on or implicated in
 their interrupted representation on the page.
 For instance, 108, one of the quarto's most
 self-reflexive poems, appears as a palimpsest
 printed on both sides of page G3r (figs. 22 and
 23). To read this poem in Q is to attend to a
 doubled writing, its figurative traces, and ma
 terial bleeding of "Inck" through porous paper.
 Locally, line 12's reference to "page" changes
 significantly when we read this figure against
 the material presentation (an "outward forme")

 of a single poem printed on two sides of a page.
 Likewise, 36 engages a theme of unity between

 two seemingly autonomous subjects: "we two
 muft be twaine." The poem also appears pa
 limpsestically, but it is interrupted at a crucial

 moment: "In our two loues there is but one

 refpect, / [page break] Though in our Hues a
 feperable fpight" (lines 5-6). What is the effect

 of placing a conjunction ("Though") immedi
 ately after a severe page break? Does this place

 ment support or undermine the unity that the
 poem offers its subjects?

 Finally, there is 126 (fig. 24)?with its ex
 cised lines and final encomium to the "louely
 Boy," perhaps the quarto's most deviant poem.

 Number 126 is often posited as the linchpin
 or pivot point for what many critics con
 sider to be the sonnets' two narrative strains.

 While Joel Fineman and numerous others
 read these strains in terms of gender and sex
 ual difference, Margreta de Grazia reads the
 strains in terms of racial and class difference

 ("Scandal").24 Yet despite concurring that 126
 marks the end of narrative strain one, neither

 camp has attended to the material presenta
 tion of the poem relative to the poems that
 accompany it. Even a cursory glance at 126
 in the quarto tells us that the poem rests
 conspicuously at the center of its page, bridg
 ing 125 (narrative strain one) and 127 (nar
 rative strain two) within the field of a single
 page.25 Thus 126 becomes monumentalized
 on page H3r, but at a cost: both 125 and 127
 are interrupted. Again, what are we to make
 of this rather fortuitous material fact? Is it
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 coincidence? Or, does it encourage us to read
 a narrative into the poems? Imagine a reader
 opening Shake-speares Sonnets to pages H2v
 H3r. What would catch the eye? Perhaps the
 "structural peculiarity" of 126 (Booth, "Com

 mentary" 430)? If so, that reader would find
 only one unified, whole poem on H3r. If one
 wished to read the poems that frame 126, one
 would be forced to read back across the fold

 to page H2v or over to H3v. Such a material
 presentation forces readers to move their field
 of vision out from 126 back or forward across

 Q's pages. The materiality of such a presenta
 tion constructs an eerily perfect visual bridge
 between these two narrative strains.

 Poem 126 represents a crux; importantly,
 a crux through which critics have in fact paid
 attention to the materiality of Q. In consid
 ering the present absence of lines 13-14 and
 the brackets that seem to extend the quietus
 of line 12, critics have shown how visual pre
 sentation produces poetic meaning in this
 sonnet. In short, these blank lines maintain

 or project a poetic structure without a con
 comitant poetic content, frustrating readerly
 expectations of content while meeting read
 erly expectations of form.26 For Booth, 126,
 "composed of six rhymed iambic couplets, is
 not a sonnet in any technical sense." Given
 the poem's "structural peculiarity," Booth
 concedes that "there is therefore some basis

 for the widespread critical belief that sonnet
 126 is intended to mark a division" between
 the narratives that de Grazia, Fineman, and

 others chart ("Commentary" 430). Yet in view
 of Q s various "structural peculiarities"?all
 those broken sonnets and delayed turns?
 other poems in the volume might be similarly
 deemed not sonnets in any technical sense.

 By way of closing this discussion of Q's
 monuments and interruptions, I consider
 55, a poem that promises monumentality
 but whose material presentation breaks that
 promise (figs. 2 and 3). In many important
 ways 55 mirrors 81, both in its thematics
 and in several of its tropes. Poem 55 begins,

 however, with a more emphatic rejection of
 physical permanence: "Not marble, nor the
 guilded monument, / Of Princes fhall out
 liue this powrefull rime...." Echoing the
 truth-distilling "verfe" of 54, 55 s "powrefull
 rime" thus promises to outlive or out-endure
 several sites of physical permanence. Indeed,
 "you" (now transubstantiated into a written
 subject) is opposed to "vnfwept ftone" and
 uStatues ouer-turne[d]." All this builds to a
 crescendo as line 8 announces the "contents"

 and stakes of the "rime": "The liuing record of
 your memory." But as Booth points out, "Even
 as they assert the immortality of the poem
 [lines 7-8] remind a reader of the flimsiness

 and vulnerability of anything written on pa
 per" ("Commentary" 229). Booth is no doubt
 thinking here of the figures "Mars" "quick
 fire," and "fhall burne," all seeming threats to
 the paper on which the speaker would write
 this "Huing record." Yet this reference to the
 flimsiness and vulnerability of paper forces us
 to confront the material presentation of this
 poem, to think of this vulnerability in terms
 of the very paper on which 55 is printed. After
 line 8, Q readers must turn over the page, thus

 taking fragile paper into their hands. Here the
 thematic that Booth identifies is underscored

 by both the material presentation of the poem
 (i.e., the page break after line 8) and its stag
 ing of a physical reader-text interaction (i.e.,
 the actual touch or contact between reader

 and quarto). Through this touch, metaphoric
 paper materializes.

 Before turning the page, however, we
 would do well to put pressure on the punc
 tuation mark that ends line 8. The period
 that follows "memory" ensures that line 8 is
 not enjambed onto page D4v. Thus 55 s page
 break enacts more of a material caesura than

 a material enjambment. However, this break
 fractures the poem into two nearly autono

 mous poetic units. Although there are several
 resonances between the two, one could think

 of these units as being somewhat distinct. As
 such, does this fracture fragment the poem?
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 SoM*ftT.ft.< }'

 \%J Hen in the Chronicle of wafled time,.

 I fee difcriptions of the faireft wights,
 And beautie making beautiful! old rime, ' '
 In praife of Ladies deid,andlo*cly Knights,

 Then in the blazon of fwort beauties bcft,
 Of hand,of foote,of lip,ofcye,of brow,
 I fee their antique Pen would haue cxpreft*.
 Euen fuchabeauty asyoumaifler now.
 So all their praifesarebut propbefies
 Of this our time>all you prefiguring.
 And for they lopfc'd but with deutning eyes,
 They had not ftill enough your worth to ting:

 For we which now behold thefc prdent dayes,.
 Haue eyes to wonder?but Jack toungs to praife.

 N- J07
 Ot mincowocRareSjPor tbeprophetick (bule,
 Of the wide workWreaming on things to cooic^

 'Can yet the IcaJeofafr taw lone controulc,
 Suppofde is fbcfckto fcoanfin'd doomo.
 The mort all Mootcbath her cdipfcindurdcv
 And the fad Angara mods their owne pelage*
 Incertentiespowctownetbem?ftloeaalliirilc? .
 And peace proclain^sQlke^<tfendle(feage, ..
 Now with the drops of this ?oft balmie time,
 My loue lookesfireflUnd death to moAbfi^ibes,.
 Sincefpightof him tic fioefe this pboi?tfiBe,

 While heinfuJtfoc* dnUamlif tacfartfr tribes.
 And thou inthisfhakfiMJethynmnumcnt,

 When tyrants atfbandt?hi rfhiaftatrrfpent. * ?io8 ' .

 V Whicbfad^%??d*oW?yinMftirit?
 What's new to fii i ihftilwi w to wgiftii,
 ThatnwyeiprcflciByliMy ihy frnt?iito)
 rimliiiHL fin 11 \n\jjm)n Bhifuj ?i<lniin.

 Fig. 22
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 t tnuft each day fay ore the ray fame,
 Counting no old thing old,thou mine,I thine*
 Euen as when firft 1 hallowed thy faire name*
 So that eternall loue in loues fircfti cafe,

 Waighes not the duft and tniury of age*
 Nor giues to ncccftary wrincklcs place,
 But makes antiauitie for aye his page.

 Finding the hrft conceit of loue choc bred.
 Where time and outward forme would fhew it deal*

 109

 ONcucr fay that I was f al(e of heart, rhough abfence feernM my flame to quatli^
 As cafic might I from my felfe depart,

 As from my foulc which in thy breft doth ly?:
 That is my home of louc.if I haucrang'd.
 Like him that trauels I returne againe,
 luft to the timc,notwith the time exchanged,
 So that my felfe bring water for my flaine,
 Neuer bdeeue though in my nature rajgn'd.
 All frailties that bdicge all kindes of blood,
 That it could fo prepofterouflic be ftain*d,
 To leaue for nothing all thy fumme of good 1

 For nothing this wide Vniuerlc I caS,
 Saue thou my RoleM it thou art my alL

 11a

 A Las 'tis true,! haue gone here and there, And made my felfe a motley to thcriew,
 Gor'd mine own thought^ fold cheap what ia moft deare. Made old offences of aftcttioas new.
 Moft true it is,that I haue lookt on truth

 Afconce and ftrangdy: But by allaboue,
 Thefcblenches gaue my heart an other youth,
 And worfe effaics prou d thee my beft of loue,
 Now all is donejiauc what (hall haue no end,
 Mine appetite I neuer more will grin'dc
 On newer proofc,to trie an older friend,
 ACodinloue,towbomI amconfind.

 Then
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 SofttTBTS.
 Or layd great bafcs for eternity,
 Which proues more (hort then waft or ruining?
 Haue 1 not feene dwellers on forme and fauor

 Lofe all,and more by paying too much rent
 For compound fweet;Forgoing (imple fauor,
 PittifuU thriuors in their gazing fpent.
 Noe,let mc be obfeouious in thy neart,
 And take thou my oblacion,poore but free,

 Which is not mixt with (econds,knows no art,
 But mutual 1 render, onely me for thee.

 Hence,thou fubborndlnfarmer, a trew fbule
 When moft impeacht,ftands leaft in thy controule* iao"

 f "} Thou my louely Boy who in thy power,
 ^Doeft hould times fickle glaflfe.his (icklc,hower:
 Who haft by wayning growne,and therein (hou'ft>
 Thy louers withering,as thy fwect felfe grow'ft*
 If Nature(fouerainc mifteres ouer wrack)
 As thou goeft onwards ftill will plucke thee backe,
 She keepes thee to this purpofc,that her skill.

 May timedifgracc,and wretched mynuit kill.
 Yet fcare her O thou minnion of her pleafure,
 She may dctaine,but not ftill keepe her trefufel
 Her ^W/f<r(though delayd Janfwer'd muft be,
 And her Quietm is to render thee.
 ( X
 ( )

 IN the ould age blacke was not counted (aire,. Or if it weare it bore nor beauties name:
 But now is blacke beauties fucceflftue heire,
 And Beautie flanderdwith a baftard fhame,
 For fince each hand hath put on Natures power,
 Fairing the foulc with Arts faulfe borrow d face,
 Swcfet beauty hath no name ho holy boure,
 But is prophan d,if not litfes in difgrace.

 H 3 Therefore

 Fig. 24

 Shake-speares

 Sonnets (1609) H3r.

 Reproduced by

 permission of the

 Huntington Library,

 San Marino, CA

 (RB 69381), and

 of ProQuest
 Information

 and Learning
 Company. Further

 reproduction is

 prohibited without

 permission.
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 6o Breaking the Book Known as Q PMLA

 To ask that question, we must first ask where
 the sonnet's turn occurs. Is it, pace the con
 ventions of the "Shakespearean sonnet," after
 line 12, or, following a Petrarchan tradition,
 after line 8?27 If the turn occurs after line 12,
 then it seems that the fracture does indeed

 fragment the poem. If after line 8, then the
 fracture accentuates in dramatic ways the
 sonnet's turn. Both sets of questions are in
 tegral to an interpretation of this poem, es
 pecially given the sonnet's couplet: "So til the
 iudgement that your felfe arife, / You liue in
 this, and dwell in louers eies." While the final

 phrase, "louers eies," resonates strongly with
 81s "mens eyes," here "You liue in this" proves

 far more complicated than 81's similar occu
 pancy of verse: "Your monument fhall be my
 gentle verfe." The space substantiated by "this"
 proves fractured and fragmented in 55. Given
 the page break discussed above, one must ask,
 would the poem's addressee want to "liue" in
 a space jeopardized by its own materiality?
 Can a poem written on paper in fact "out
 Hue" "marble"? More urgently, what is the
 status of a poem that promises permanence
 but is already fractured and fragmented?

 Reading Past the Page

 Thus far a spectral presence has haunted the
 margins of this essay?and not, fortunately,
 Auden's "horrified" Shakespeare. As the essay
 has progressed, it has made increasingly ur
 gent apostrophes to a Active reader who might
 find him- or herself confronting the materi
 ality of Shake-speares Sonnets. As these re
 peated invocations suggest, this Active reader
 is essential to the reading practice advocated
 herein. It is this reader who will or will not

 recognize these poems as sonnets, who will
 or will not read across an opening, who will
 or will not tear out a page of the quarto. With
 its final section, this essay will home in on an

 instance of the early modern scene of reading
 and ask, speculatively, What might an early
 modern reader have done with Shake-speares

 Sonnets? While such a consideration will stop
 short of a phenomenology of early modern
 reading practices, it will begin to account for
 what Tony Bennett has dubbed a "reading for
 mation": "a set of discursive and intertextual

 determinations that organize and animate
 the practice of reading, connecting texts and
 readers in specific relations to one another
 by constituting readers as reading subjects of
 particular types and texts as objects-to-be
 read in particular ways" (66). The challenge
 of the reading practice this essay espouses
 lies in reconstructing the "specific" or "par
 ticular" ways early modern readers oriented
 themselves physically, visually, and herme
 neutically to their objects-to-be-read.28

 While the proliferation of sonnet se
 quences in early modern England may tell us
 much about the literary marketplace of the
 late sixteenth and early seventeenth centu
 ries, this proliferation tells us next to nothing
 about how those sequences were read or ex
 perienced. For instance, did the early modern
 reader approach Q linearly (i.e., beginning
 with the first poem and then proceeding, in
 order, through to poem 154) or indexically
 (i.e., skimming the volume more or less at
 random)? Latter-day literary critics often im
 pose a desire for linear reading and narrative
 development onto the sonnets, without ask
 ing if this imposition is consistent with early

 modern reading formations. More broadly,
 how would an early modern reader have
 received a fractured or fragmented poem?

 Would such fragmentation have alienated
 the reader, or would it have been experienced
 in concert with an indexical reading prac
 tice?29 One notorious seventeenth-century
 reader of Q, John Benson, may help us to ap
 proach these questions. Benson's 1640 edi
 tion of Poems: Written by Wil. Shakespeare,
 Gent.?largely based on the text of Q?has
 been maligned by generations of scholars
 for being "outrageously piratical and mis
 leading" (Duncan-Jones, Introduction 42), a

 work of base editorial "chicanery" (Rollins
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 22). At stake in such a lambasting is Benson's
 decision to omit from his edition sonnets 18,
 19, 43, 56, 75, 76, 96, and 126; to conflate and

 reorganize 115 of the remaining sonnets into
 longer poetic units made up of between two
 and five sonnets; to give the resulting poems
 titles such as "Loves crueltie"; to include in his

 edition poems from the apocryphal collection
 The Passionate Pilgrime (1612); and, most fa
 mously, to change many of the sonnets' mas
 culine pronouns to feminine ones, radically
 revising Q's gender and sexual politics.30

 While Benson's pronoun shifts have re
 ceived the lion's share of critical attention,

 his conflation and reorganization of sonnets
 demands more careful explication. In her im
 portant reconsideration of Benson, de Grazia
 speculates that in such a conflated form it is
 "possible that readers could not recognize the
 sonnets as such when they were combined to
 form longer poetic units" (Shakespeare Verba
 tim 164). Here again we encounter the prob
 lem of readerly recognition. Would Benson's
 readers have recognized these longer poetic
 units as being conflated sonnets? (Again, Ben
 son drew the text of his 1640 edition largely
 from Q, a volume whose page breaks already
 pose a number of problems of readerly recog
 nition.) In Benson's edition, Q's sonnets were,

 Rollins fumes, "jumble[d] together in a new,
 unauthorized, and deceptive order" that gave
 them a "totally unfamiliar appearance" (20).
 Yet Benson's conflation evinces an editorial

 logic that has gone all but uncommented on:
 nearly every poem in the 1640 edition con
 flates sequential sonnets?sonnets, that is, that
 appeared on the same page, page opening, or
 leaf of Q: sonnets 67-69, 53-54, 92-95,153-54,

 and so forth. For instance, the poem "Love
 sicke" (D3v-D3r) conflates sonnets 80 and 81,
 whose dual monumental status is discussed
 above. Likewise, sonnets 2,14, and 110, whose

 turns are interrupted by page breaks in Q, are
 conflated with adjacent sonnets in Benson's
 edition: 1-3, 13-15, and 109-10. The implica
 tions for such reorganization are significant.

 In these examples, two monumental Q sonnets
 have been collapsed together, and three son
 nets with delayed turns have been subsumed
 into longer poetic units in which their inter
 rupted turns would be less conspicuous.

 In all these examples, the conflations seem
 sensitive to Q's page breaks?even as Benson
 imposes new page breaks. Indeed, given the se
 quential logic of the reorganization, such con
 flations necessarily respond to the presence and

 absence of page breaks, regardless of editorial
 intentionality. Had Benson conflated a series of

 universally monumental sonnets?sonnets sans
 page breaks?we could perhaps describe his
 editing as a piece of "misleading" "chicanery."
 However, Benson edited a series of sonnets

 already broken by recurrent page breaks. The
 poetic units he found in the 1609 quarto were
 already "jumbled," riddled with indeterminate
 turns, widowed couplets, and broken monu
 ments. Especially when read sequentially, two
 to three pages at a time, Q's breaks may have

 suggested connections between adjacent poems
 that would not have been visible had Q followed

 the lead of so many of its peer sonnet sequences

 and presented its sonnets as visually unified po
 etic units. As such, Benson's act of editorial "chi

 canery" may well have been "authorized" by the
 abnormal materiality of Q. In Benson we find
 then a reader who engaged the sonnets in se
 quential but nonnarrative and nonlinear ways;
 a reader with a seemingly fluid sense of poetic
 form, who may have made the most of Q's frac

 tured and fragmented poems: editing them to
 gether into longer poetic units. Benson's edition
 grants us at least partial access to a seventeenth

 century reading practice in which page breaks
 made legible or possible linkages between indi
 vidual sonnets. If nothing else, Benson's much
 maligned editorial decisions force us again to
 take seriously Q's page breaks and to consider
 the ways those breaks have haunted the Shake
 spearean editorial tradition.31

 Shakespeare studies has long used the
 rhetoric of scandal to discuss Q. Given the
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 recurrent, seemingly diurnal outpouring of
 scholarly articles and books about the sonnets,
 it is a minor scandal that no one has tended

 to this remarkable aspect of Q's materiality. It
 might make for a more significant one were it
 not that, historically, little attention has been
 paid?by literary critics, historians of the
 book, bibliographers?to the page break as a
 unit of meaning. While contemporary bibliog
 raphy and literary criticism does well to tend
 to the most minute of textual elements, we

 have as yet been unable to find a language with
 which to discuss that most primary of textual
 units, the page. Metacritically, we even lack
 bibliographical notation for the page break.

 Why is it that critical convention so carefully
 registers line breaks but has no conventional
 impetus toward, or symbol for, representing
 page breaks: "Canst thou O cruell, fay I loue
 thee not, / When I againft myfelfe with thee
 pertake : / [page break] Doe I not thinke on
 thee when I forgot / Am of myfelfe, all tirant

 for thy fake?" (poem 149)?32 We will tend
 to the ways a line break helps effect a given
 rhyme (e.g., "not" and "forgot") but ignore
 how a page break helps effect a given theme.
 (In this example, the page break elegantly
 complements the self-divisions the poem la
 ments: "I... myfelfe," "thee," "pertake").

 Page breaks have implications for all
 forms of lyric poetry, not simply the sonnet.
 In his criterion study Poetic Meter and Poetic
 Form, Paul Fussell underscores not only the
 relation between form and meaning but also
 the relation between "typographic shape"
 and meaning (128). Fussell observes, "And
 now that we are fully accustomed to using
 printed texts for apprehending poems, our
 sense of stanzas has become a very complex
 act of mediation between what our eyes see
 and what our inner ears hear" (128). (This es

 say has shown in some detail the complexity
 of such mediation.) Particularly in his chap
 ter "Some Critical Implications of Stanzaic
 Forms," Fussell acknowledges that "the white
 space between stanzas means something,"

 since such space forces readers to ask, "Why
 is that white space there, and what am I sup
 posed to do with it?" (155). No doubt Fussell
 is thinking here of intentional stanza breaks,
 not potentially incidental page breaks. How
 ever, his insistence on the interpretative pos
 sibilities and critical responsibilities that
 attend such typographic forms necessarily
 comprises page breaks. If, as Fussell argues,
 readers "expect every short poem to justify its

 form and to lay upon its form the obligation
 of speaking an appropriate part of its mean
 ing" (158), why do not the same readers ask,
 "Why is that page break there, and what am I
 supposed to do with it?"33

 Not reading page breaks is itself a read
 ing practice, a historically specific, socially
 determined act in which certain elements of

 materiality are granted attention and author
 ity while others are not. When, following
 critical convention, we read past the page, we
 return to an earlier definition of textuality in
 which the page is transparent, a "clean and fa
 miliar textual surface [that] allows reading to
 proceed unencumbered past matter and into
 the heart of the matter?into Shakespeare's

 leaning'" (de Grazia and Stallybrass 280).
 Espousing instead an approach to the mate
 riality of Shake-speares Sonnets that would
 take seriously the matter of Q's page breaks,
 this essay has understood the page and the
 page break to be units of meaning with urgent

 implications for the recognition of poetic form
 and for the interrelations between a history of
 the book and the idea of literature. Given that

 the essay has put pressure on issues of author
 ship and authority, this closing emphasis on
 the reader and not the author?on the matter

 rather than the heart of the matter?supports
 both Barthes's contention that "the birth of
 the reader must be at the cost of the death of

 the Author" (148) and Foucault's suggestion
 that the author is "the principle of thrift in the

 proliferation of meaning" (118). In the absence
 of a disciplining authorial figure?no horri
 fied Shakespeare need lurk over the quarto
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 reader?the book known as Q authorizes
 readers to open the multiplicity or "prolifera
 tion of meaning" to and at the level of materi

 ality and to ask after those quiet but obtrusive
 breaks we find in every book we read.

 Notes
 This essay has benefited in innumerable ways from inci

 sive and appropriately skeptical readings by Lisa Freinkel,
 Carol Thomas Neely, Jay Grossman, Hunt Howell, Chris
 topher Lane, Glenn Sucich, and Wendy Wall. My thanks
 go first and foremost, however, to Jeffrey Masten for his

 encouragement and example.
 1. See, e.g., Giroux.

 2.1 emphasize seemingly arbitrary. There is at work
 in Q a precise logic as to where these breaks occur: the
 pages that contain sonnets 22-93, 106-17, and 142-53
 break their poems in a five-page pattern that finds the
 following number of lines from fractured sonnets at the
 bottom of each page: 5, 11, 2, 8, and 0. The remaining
 sonnet pages differ only slightly from this pattern. Such
 a pattern suggests precision and care in composition, as
 if some agent were, for instance, laboring to fit as much
 print as possible onto each page. I am grateful to Carol
 Thomas Neely for helping me to articulate the unarbi
 trariness of these breaks. For a discussion of the care

 with which later seventeenth-century compositors "cast
 off copy," see Moxon 239-44 and Gaskell 41. For a related
 discussion of the "relatively arbitrary nature of [Q's typo
 graphical] distinctions," see Freinkel 226-36.

 3. Cloud s essay on Herbert s "Easter-Wings" takes seri
 ously the representation of a shape poem across the openings

 of a book. See also Targoff; McLeod, "Gerard Hopkins."
 4. In the Arden edition of the sonnets, Katherine

 Duncan-Jones follows Vendler in re-presenting the poems
 as visually unified objects, despite assuring the reader
 that in "wording, format and punctuation, Q has been
 followed more closely than in any previous modernized
 edition" (Introduction 103; my emphasis). That an editor
 as sensitive to the materiality of the Shakespearean text as
 Duncan-Jones neglects to include these page breaks in her
 modern edition speaks to the transparency and pervasive

 ness of a reading practice that would ignore page breaks.
 5. See also Duncan-Jones, "What." It should be noted

 that Q evinces several forms of "contextual pressure,"
 chief among these the use of oversized first-letter capitals
 and the indentation of the first and final couplets of each
 poem. While several of Q's peer sequences mark the be
 ginning of their sonnets with large capitals, Q uses a par
 ticularly big font to do so. Likewise, while several other
 sequences indent couplets, only two others indent their

 final couplets, and neither of those uses large-font first
 letter capitals (see figs. 4-15). It seems likely that these un

 usual material elements would have indeed applied some
 contextual pressure, perhaps helping readers to recognize

 the beginning and end of each sonnet and mitigating the
 disruption caused by Q's page breaks. One would also do
 well to consider the pressure applied by the catchwords
 that appear at the bottom of every page. Though common

 in early modern books, these too help to mitigate individ

 ual page breaks, cuing the reader to read past page breaks,

 even if this was not their original or practical purpose. To

 acknowledge such pressures is not, however, to accede to
 them. That such pressures would be necessary for a reader

 to recognize these poems as sonnets speaks to the herme
 neutic disruptions these page breaks may have caused.

 6. See also Duncan-Jones, "Unauthorized" 155 and
 Introduction 46.

 7. In counting fourteen sequences, I follow Wall and
 Kuin in excluding collections of various verse forms (e.g.,
 John Davies s Wittes Pilgrimage), which Spiller includes in

 his count. My count also elides multiple editions or print
 ings of the same sequence, for instance Daniel's six edi
 tions of Delia and Drayton's nearly compulsive reissues of

 Ideas?though the iteration of the form in succeeding edi
 tions also supports my point. Tellingly, the first two poems

 in The Passionate Pilgrime?poems that appear, revised,
 as Q sonnets 138 and 144?are also monumentalized, as
 are all of Thomas Watson's one hundred "passions" in The
 Hekatompathia, the 1582 collection that predated Philip
 Sidney and anticipated the 1590s sonnet sequence craze.
 Regrettably, I am not able to reproduce images of William
 Smith's Chloris and Barnabe Barnes's Parthenophil and
 Parthenophe because the British Library was not willing to
 grant permanent permission for electronic reproduction.

 8. Interestingly, Sidney's 1591 sequence also interrupts

 its sonnets. By 1598, however, the sonnets appear (mostly)
 as unified, monumental visual objects. See Wall 72. Wall
 addresses these differing arrangements of Astrophel and
 Stella as an "evolution into a more ordered form" (70).

 While Wall's discussion is persuasive and while Barnes's
 sequence raises several questions about genre, I do not
 want to dismiss these sequences and their interruptions
 too quickly. The heuristic or reading methodology this
 essay advocates forces us to consider how the breaks in
 Parthenophil and the 1591 Astrophel might also matter.

 9. For example, Marotti is interested in the peculiar
 naming of Q: "rather than [having] a title alluding to a
 love object... or to a fictional amorous relationship," Q
 bears the name of its author ("Shakespeare's Sonnets" 154).

 See also Duncan-Jones, "What," and, on the gender inde
 terminacy of the beloved, de Grazia, "Scandal" 39-40. For

 instances of mislabeled catchwords and page signatures,
 see Rollins 4. Duncan-Jones draws attention to variations

 in the fonts and font sizes of the capital letters W, H, S, and

 O and to the sonnets' thirty-three italicized words (Intro
 duction 39). See also Freinkel 226-36. Given the reading
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 practice I am advocating here, these equally abnormal
 aspects of Q's materiality are worthy of attention in their

 own right, since they too have influenced the processes of
 meaning making that have informed Q's reception.

 10. The number of studies that would distance Shake

 speare from Shake-speares Sonnets is staggering; a repre
 sentative example is that of Robert Giroux, who intimates

 that William Shakespeare "apparently had nothing to do
 with the production of Q, because, among other rea
 sons, it was so badly proofread" (8). Giroux underscores
 several "absentminded" and even "blatant" "mistakes,"

 "gaffes," and "errors" in the text of the poems (8-10). In
 stead of attending to how those "mistakes" might either
 matter or themselves be intended, Giroux blames these

 textual cruxes on sloppy or meddling compositors; see
 Jackson. For a critique of compositor study, see McKen
 zie; Masten, "Pressing Subjects"; and de Grazia, "Essen
 tial Author." Giroux goes on to count between fifty-three

 and eighty-four "errors" (11). This startling variance?a
 range of fifty-three to eighty-four being remarkable?be

 trays the subjective, arbitrary nature of such author
 centric methodology; the inability to determine what is
 and what is not a mistake or error undermines the claims

 to truth to which Giroux's study aspires. Especially given
 the complexity and indeterminacy we so often associate
 with poetic discourse, what looks like a sloppy composi
 tor error to one reader might look like a deft poetic effect

 to another. See also Rollins; McLeod, "Unemending"; and
 Duncan-Jones, Introduction.

 11. The literature that treats sexuality in Q is enormous.

 Recent studies include: Bredbeck 167-80; Pequigney;
 Sedgwick 28-48; Bruce R. Smith 228-70; and Stallybrass.

 12. Recent criticism has troubled readings such as
 Auden's. Putting pressure on several governing terms
 (e.g., "authorized," "literary property") and paying
 close attention to the materiality of the Shakespearean
 text, critics such as Marotti and de Grazia have rendered
 anachronistic our concern for authorization, book con

 tracts, proprietary claims, and authorial proofing. See
 also Tribble; Roberts.

 13. The most recent example: Duncan-Jones de
 votes some seventeen pages of her Arden sonnets
 introduction to the issue of Q's authenticity and autho
 rization (Introduction 29-45). See also Duncan-Jones,
 "Unauthorized."

 14. Freinkel goes on to offer readings of the "self-tres

 passing poetic authority that unites?authorizes" Q (189).
 15. For a discussion of such a complex network of

 agents and intentions, see de Grazia, Shakespeare Verba
 tim 169; Kastan 5; Marotti, "Shakespeare's Sonnets" 143,
 165-66; McGann; and Masten, "Textual Deviance."

 16. All references to Q are to the Huntington Library's

 Chalmers-Bridgewater copy of the Aspley imprint, which
 is reproduced in facsimile in Booth, Shakespeare's Son
 nets (1-133). For a discussion of the "small variations"
 between the extant copies, see Rollins 5.

 17. See Moxon 242-43; Gaskell 41; and Blayney 12-14.

 18. See also Barbara Herrnstein Smith, Contingencies 4-5.

 19. Elsewhere Marotti suggests that "short quarto
 pamphlets of poetry or drama [were] among the most
 perishable of printed words" (Manuscript 286), often "lit
 erally read out of existence" (Hyder Edward Rollins, qtd.
 in Marotti, "Shakespeare's Sonnets" 158).

 20. On the circulation of these poems in manuscript,
 see Taylor.

 21. Likewise, twenty-four of the thirty-two sonnets in

 cluded in the Longman Anthology (Damrosch et al.) are
 monumental in the 1609 text. A more comprehensive sta
 tistical study than I am able to undertake here would be re

 quired to support or refute the speculation that poems that

 appear as unified objects on the quarto page have fared
 better with critics than those that were broken. For now,

 the interrelations between quarto and anthology simply
 allow us to posit page breaks as yet another "contingency
 of value" that affects how and which poems enter our criti

 cal canon (Barbara Herrnstein Smith, Contingencies).

 22. On Shakespeare's troubling couplets, see Dubrow,
 "Monologues" 62, and Barbara Herrnstein Smith, Poetic
 Closure 142-45.

 23. Similarly, it seems telling that a poem that de
 clares "Let me not to the marriage of true mindes / Admit

 impediments" (poem 119) would appear without mate
 rial impediments, resting unified and unbroken near the
 center of its page.

 24. On the difficulties of such "narration," see Du
 brow, "Tncertainties."'

 25. A similarly conspicuous center-of-the-page place
 ment attends two of Q's other "structurally] peculiar"
 poems: 99 and 145. Poem 99 is composed of fifteen lines;
 145 is rendered in tetrameter rather than pentameter.

 26. Numerous readers have commented on this as

 pect of the poem, many even deploying the quietus as
 evidence of a meddling compositor. See Giroux 8-9 and
 Booth, "Commentary" 430.

 27. Duncan-Jones affirms that Shakespeare was "fully
 aware of the Italian form" (Introduction 96).

 28. On the early modern reader as a daunting and a
 promising subject of study, see Zwicker 11 and Roberts 4.

 Roberts's study tends admirably to the "composite" nature
 of Q, reading the intra- and intertextual relations between
 "Shake-speares Sonnets" and "A Louer's Complaint"?
 regrettably, something this essay neglects entirely.

 29. On the presence of the fragment in early modern
 humanistic pedagogy, see Bushnell 135-38.

 30. For important recuperations of Benson, see Ma
 rotti, "Shakespeare's Sonnets"; and de Grazia, "Scandal."

 31. On the importance of Benson's edition to the
 seventeenth- and eighteenth-century reception of Shake
 speare's sonnets, see Marotti, "Shakespeare's Sonnets"
 163; and de Grazia, Shakespeare Verbatim, 132-76.

 32. See Gibaldi 111-12.
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 33. In his 1968 collection Incarnations, Robert Penn

 Warren attempted to answer that question for his read
 ers. Throughout the volume Warren uses a symbol to "in
 dicate a space between sections of a poem wherever such

 spaces are lost in pagination" (2).
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