
 

This Side Idolatry 

Ben Jonson, “Fine Grand” and the Droeshout Engraving 

 

 
In November 1623 Mr. William Shakespeares Comedies, Histories & Tragedies, commonly 

referred to as the First Folio, was published.  The locations “Swan of Avon” and “Stratford 

Moniment” noted in two separate introductory poems presented the public with the impression 

that a man from Stratford-Upon-Avon named William Shakspere and the great writer William 

Shake-speare were one and the same. This notion has endured in spite of the fact that there are 

no contemporary references that support the theory that the Stratford Man was a writer, nor any 

proof explaining where, when, or how he would have acquired the vast amount of knowledge 

that is apparent in the canon.  It is the absence of these important pieces of evidence that has led 

some lovers of Shake-speare’s works to question the traditionally held claim that William 

Shakspere of Stratford-Upon-Avon was, in fact, the author Shake-speare. In 1920, J. Thomas 

Looney recognized Edward de Vere, the 17
th

 Earl of Oxford, as the most likely candidate to be 

the True Author of the Shake-speare canon. 

 

Since the Man from Stratford was connected to the theaters
i
 it would not take a great leap of faith 

to believe he was the similarly named author of some plays performed by these theatre 

companies. For those who choose to accept this explanation and look no further (particularly at 

the tremendous amount of education and expansive realm of knowledge that the True Author 

exhibits in the works), William Shakspere of Stratford-Upon-Avon has become the ultimate self-

made man; a genius born in a provincial town who went to London and somehow proceeded to 

outwit and out-write the talented, educated poets and playwrights of the Elizabethan literary 

scene.  

 

The origin of this legend hinges on information provided by another poet and playwright: Ben 

Jonson.  Initially, Jonson’s First Folio accolades seem straightforward and complimentary.  At 

the time the Folio was compiled, however, Jonson was serving particular patrons
ii
 and may have 

been commissioned to construct the deception intended to shield Edward de Vere’s identity 

while preserving his works for posterity.  For those who looked only at the surface, Jonson could 

have appeared to be honestly eulogizing the Man from Stratford.  For those who knew better, 

Jonson’s words could take on an alternate meaning, memorializing de Vere and his family. This 

alternate meaning is evident in images and verses within the paratexts of the First Folio and 

supported by text and images included in other contemporary publications.   

 

 

 

 



The Droeshout Engraving - Fine Grand’s Partie-per-pale Picture 
 

“To Fine Grand” is a poem included in Epigrams, a section of Jonson’s own collection, The 

Workes of Benjamin Jonson.  In this poem Jonson calls on his subject to pay up for services 

rendered; services that led to Grand’s public image of “greatness.”  In the first half of the poem, 

the poet presents an itemized list of things he has done for “Grand” including; lending him a jest, 

a story or two, a song, and a poesie for a ring that led “Grand” to fool or trick a “learned 

Madame” in some way. Jonson indicates that he wants to set the record straight: without him, 

“Grand” would not be the well-known person he is. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

From Workes of Ben Jonson, 1616 
http://sceti.library.upenn.edu/sceti/printedbooksNew/index.cfm?TextID=jonson_works&PagePosition=800 

 

 

In his biography Ben Jonson: A Life Ian Donaldson reports that although the Stationers Register 

lists a book titled “Ben Jonson his Epigrams” in May, 1612, “no copy is known to exist, and it is 

likely the project came to nothing.”  It can be assumed then that “Epigrams” made its first 

appearance in print in The Workes of Benjamin Jonson, printed by William Stansby in 

November, 1616.   

 



Donaldson notes that the “long gestation period” of Jonson’s Workes was:  

 

due partly to the complexity of the task, partly to the volume of business that 

Stansby was currently handling and his difficulty in obtaining full rights to 

publish the material, and partly to Jonson’s own last-minute tinkering with certain 

of the texts intended for inclusion.” 
iii

 

 

If “To Fine Grand” is addressed to William Shakspere of Stratford, who died in April 1616, 

Jonson could be revealing that he was in the process of preparing the paratexts of the First Folio, 

and the other elements of the authorship deception mentioned in the poem as early as 1616, 

while he was in the process of “tinkering” with his own collection of texts.  In Shakespeare 

Suppressed, Katherine Chiljan explains that the authorship deception was planned during this 

period; “Jonson composed most of the Folio preface and … plans for the identity switch were 

afoot before the Stratford Man had died…” 
iv

 

 

Along with the form of the poem being reminiscent of a business transaction (and documentary 

evidence of William Shakspere indicates he was not a writer, but a businessman, moneylender 

and broker), each of the “items” Jonson includes has explanations that could relate to Shakspere.   

Here it will focus on the three lines of the poem that allude to the Droeshout engraving and the 

First Folio paratexts.
v
  

 

 

 

 
 

 

 

These three lines continue Jonson’s “bill” listing a charme surrounding a picture drawn in cypres 

and lawne.  To understand precisely what type of picture Jonson is describing, it is necessary to 

be familiar with heraldry.  Jonson’s knowledge of heraldry is apparent in his works, most 

memorably in the coat of arms attained by Sogliardo in Every Man Out of His Humour 
vi
 

 

In heraldry, partie-per-pale refers to a shield that is halved vertically.  Jonson 

is not referring to a shield here; however, he notes a “picture” that is halved 

somehow, drawn in cypres and lawne.   The colors (called tinctures) 

represented in heraldry were customarily: Argent (white/silver), Azure 

(blue), Gules (red), Or (yellow/gold), Purpure (purple), Sable (black), and 

Vert (green). 
vii

  A Partie-per-pale picture drawn in cypres and lawne does 

not follow the usual tinctures’ description.    Cypres is “a fabric, especially a 

fine silk, lawn or crepe like material, often black and worn as mourning,” 

while lawne is “a light cotton or linen fabric of a very fine weave.” 
viii

 

 



In The Winter’s Tale, Autolycus enters singing about the wares he is selling which include these 

two fabrics; 

“Lawn as white as driven snow;  

Cyprus black as e'er was crow; 

Gloves as sweet as damask roses;  

Masks for faces and for noses…” 

The Winter's Tale [IV, 4]
ix
 

 

A description of a black and white heraldic shield would typically be described as “argent” and 

“sable,” not “cypres” and “lawne.”  Jonson’s use of colors ascribed to fabrics indicates a picture 

of a person whose clothing was somehow extraordinary, or at the very least, black and white.  

The clothing of the person pictured in the Droeshout engraving on the frontispiece of the First 

Folio is both.  The sitter wears an odd black and white doublet with a sheer white collar.   

Two heraldic tinctures in the Droeshout engraving are visible in the background of the image 

where two distinct hatchings can be seen.   Hatchings are: 

distinctive and systematic patterns of lines and dots used for 

designating heraldic tinctures or other colours on uncoloured surfaces, such 

as woodcuts or engravings, seals and coins. Several systems of hatchings were developed 

during the Renaissance as an alternative to tricking, the earlier method of indicating 

heraldic tinctures by use of written abbreviations. The present day hatching system was 

developed during the 1630s by Silvester Petra Sancta and Marcus Vulson de la 

Colombière. Some earlier hatching methods were also developed, but did not come into 

wide use.
x
 

 

 

 

 

 

 

 

 

http://commons.wikimedia.org/wiki/File:Coa_Illustration_Tinctures_HUN_2.svg 
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According to the hatching systems being used circa 1623, the tinctures (colors) represented in the 

background of the Droeshout engraving are sable (black) on the left and vert (green) on the right.  

Sable (like cypres) can refer to black clothing worn in mourning.
xii

  It is the left side of the 

Droeshout engraving that is intended to invoke feelings of grief and remembrance.  The right 

side is hatched as vert not to invoke feelings, but to give readers specific instructions.  While 

“vert” is the French word for “green” it is also the Latin root of vertere 

“to turn in some direction.”  
xiii

 

Because of Jonson’s reference to a partie-per-pale picture that led to Grand’s greatness, along 

with the distinct hatchings in the background of the First Folio engraving, it appears that the 

Droeshout engraving was created with the intention that the observer turn the page (i.e. fold the 

page in half) and only look at the left half of the image. Interestingly, the Droeshout engraving in 

the Meisei copy of Shakespeare’s First Folio reproduced here actually appears to have vertical 

creases down the page.  
xiv

  

 

 

Used with permission from Meisei University Library 



Another indication that demonstrates this was the intended purpose of the engraving can be seen 

upon closer examination of the sitter’s clothing.  A chapter in Shakespeare Beyond Doubt? 

quotes a 1911 article from The Gentleman’s Tailor where the doublet is described as being “so 

strangely illustrated that the right-hand side of the fore part is obviously the left-hand side of the 

backpart; and so it gives a harlequin appearance to the figure, which it is not unnatural to assume 

was intentional, and done to express object and purpose.” 
xv

 

 

By folding the page in half so that the back part of the doublet is placed in its natural position 

behind the front part, we see a leaner and more neatly mustached face.  If one is to then hold the 

folded page up to the light, the head sits properly on the shoulders, and the dark sections of the 

sitter’s face (now behind the lean silhouette) become a shadow resembling a wreath of laurel 

leaves framing the face. 
xvi

 

 

 

 

 Figure 1 Droeshout Left Side 
http://shakes.meisei-u.ac.jp/search.html 

 

Figure 2 Droeshout Left side with right side 
folded behind it and illuminated from behind 
http://shakes.meisei-u.ac.jp/search.html 

 

http://shakes.meisei-u.ac.jp/search.html
http://shakes.meisei-u.ac.jp/search.html


The Charme 
 

At www.theshakespeareunderground.com the Droeshout engraving is described as being 

 

“… unlike other portraits of the period. The style of the times included serious 

ornamentation: elegant accessories like classical pedestals, inscribed ribbons, and 

heraldic devices typically surrounded the authorial face. Laurel leaves are notably absent 

here – these were a must for writers, symbolizing intellectual accomplishment and poetic 

triumph.”
xvii

 

 
The hatchings described above have provided a heraldic device, and by folding the page the 

laurel leaves are also now visible.  Several other indications are given that the engraving was 

intended to be folded before viewing. 

 

In “To Fine Grand” Jonson wrote that there was a charme surrounding the picture. An 

examination of Jonson’s poems surrounding the Droeshout engraving in the First Folio reveals 

this charme.   

 

 

 

 

 

 

 

 

 

 

Used with permission from Meisei University Library 

 

The first of Jonson’s contributions to the First Folio is his poem “To the Reader.”  In it,  Jonson 

seems to discourage the readers from stopping to look upon the face in the engraving.  But in 

“The Ambiguous Ben Jonson: Implications for Addressing the Validity of the First Folio 

Testimony” Richard Whalen warns:  

 

To accept unquestioningly the prefatory matter as proof of Shakspere’s authorship is to 

ignore the fact that deliberate ambiguity was a common literary practice in the dangerous 

political climate of Jonson’s day and that writers like Jonson resorted to it when 

expressing unwelcome truths that might offend or lead to reprisals or punishment.  
xviii

 

 

 



Jonson’s ambiguity is noticeable in “Reader, looke… Not on his Picture, but his Booke.” Jonson 

could be telling the reader not to waste time looking at the picture, and to instead, look at his 

writings for a true sense of what the author was like. It can also be understood as saying “Reader, 

(you) looke not on his picture, but his Booke” (Or, “Reader, you are looking at Shake-speare’s 

works, but you are not looking at his picture.”) 

Significantly, in this poem Jonson refers to “Gentle Shakespeare.”  In the poems signed by Ben 

Jonson included in the First Folio, Shakespeare is referred to several times.  Only here and once 

in line 56 of the poem “To the Memory of my beloved, The Author, Mr. William Shakespeare 

and what he hath left us” does Jonson precede “Shakespeare” with the adjective “gentle.” 
 

To the Reader     Line 2 “gentle Shakespeare” 

To the Memory of My Beloved  Title line 3 “Mr William Shakspeare” 

         Line 1 “Shakespeare” 

        Line 19 “My Shakespeare” 

Line 56 “My gentle Shakespeare” 

(Line 67 “Shakespeare’s minde”) 
 

A “charme” is defined as “the chanting or reciting of a magic spell.” The word shares its root 

with the word “chant” which implies the repetition of words or sounds.
xix

 The term “Gentle 

Shakespeare” is part of the charme Jonson mentions in “To Fine Grand.”  Its usage a second 

time and its placement in the second poem are meant to catch the reader’s attention.  In fact, the 

word “charme” even appears a few lines prior to the phrase. 

 

From “To the Memory of my beloved, The AUTHOR, Mr. William Shakespeare AND what he hath left us.” 

Used with permission from Brandeis University Library 



A second part of the charme is easily overlooked by the modern reader.  In “To the Reader” 

Jonson refers to the engraver’s attempt to reproduce the author’s wit “as well as he hath hit his 

face.”  In line 60 - 61 of “To the Memory...” Jonson repeats this sentiment.  After he addresses 

“Gentle Shakespeare” for the second time, Jonson uses the phrase “strike the second heat Vpon 

the Muses anvile.”
xx

  In metalworking, an anvil is struck upon its face, so “strike…anvile” 

repeats the earlier engraving reference that also requires a workman to hit a “face.” 
xxi

   

Since both the “Gentle Shakespeare” and the reference to a face have now been reprised, 

it is apparent that Jonson has the Droeshout engraving in mind at this point in the poem. He 

proceeds to give instructions about the folding the page in half; 

 

The instructions can be understood as “Remember the face mentioned earlier? Turn it first, and 

then look at it.” In addition, he writes that if you don’t do this, instead of laurels the poet “may 

gain a scorne.”  Indeed, the Droeshout engraving has been ridiculed for its oddities for centuries. 

By folding it and then looking at it, the sitter does gain the laurels and the peculiarities disappear. 

The use of the phrases “brightly shines” and “well-torned and true-filed lines” (turning the 

engraved (filed) lines) reiterate the turning instruction and indicate that the next step is to hold 

the folded picture up to the light so the intended face can be seen.  After doing this, we can share 

Jonson’s gleeful exclamation; the well-known “Sweet Swan of Avon!” as we see the more 

angled face we were intended to see. 

Jonson then describes the “sight” of the poet appearing in the waters of the Thames.  With the 

reading provided above, it may be that the names of two bodies of water were included to imply 

a process similar to viewing a watermark on paper.  In order to see a watermark, a page must be 

held up to the light; only by doing so will the previously overlooked image become visible.  To 

“see thee in our ‘waters’ yet appeare” the same must be done with the Droeshout engraving.  

Finally, Jonson repeats that he can “see thee in the Hemisphere” and from there the Starre of 

Poets will “shine forth.” Half of the “sphere” in the engraving Jonson is referring to would be 

half of the head, while repeating the word “shine” reinforces that light is necessary in the process 

of seeing the intended face. 

 



Supporting Evidence 

In addition to the instructions for turning the page provided by Ben Jonson in the First Folio, two 

other publications affirm that this was the intention of the engraving.  In the Second Folio, an 

unsigned poem titled “Upon the Effigies of my worthy Friend, the Author Master VVilliam 

Shakespeare, and his VVorkes” repeats the instructions.  
xxii

 

 
Here we are directed once again to 

“looke” as the author addresses a 

“Spectator” and not a “Reader.”  The 

title indicates we need to look to an 

image (effigy) of the author but then we 

are told it is only a “Shaddow.”  In 

addition to its modern meaning, the 

word “shaddow” meant “shelter,” 

“protect” or “conceal” 
xxiii

  Its use here 

supports the theory that True Author is 

hidden.  As in “To the memory…” we 

are instructed to “turne” the effigy in 

order “to see… The truer image and a livelier he.” 
xxiv

   

 

 
 

Another indication of the intended turning of the 

Droeshout engraving can be observed on the 

frontispiece of John Benson’s 1640 publication of 

POEMS: VVRITTEN BY WIL. SHAKE-SPEARE. 

Gent.   

 

Along with the use of the word “shadowe” and the 

question marks that are scattered throughout the poem 

insinuating that its claims are questionable, the image on 

Benson’s book is a replica of the Droeshout engraving 

that has been turned around and had laurel leaves added 

to it.   In addition, a bright light shines behind the 

sitter’s head.
xxv

 

 

 

 

 

Used with Permission from  

State Library of New South Wales [b2013317~S2] 

http://library.sl.nsw.gov.au/record=b2013317~S2


The Subject in the Droeshout Engraving 

The Droeshout engraving on the front of the First Folio was created using the technique of 

intaglio engraving;  

 

…from the Italian “intagliare,” to cut in…The printing areas on an intaglio 

printing plate are depressed so that when the entire plate is flooded with ink and 

then wiped, ink remains in these depressed areas in proportion to their depth.  

This is the opposite of relief printing where the ink is held by the raised surface, 

as on type or woodcuts. 
xxvi

 

 

This method is confirmed as being the one used by Droeshout in The First Folio of Shakespeare 

where Peter Blayney writes: 

 

The engraved portrait on the Folio title-page was not printed on the same press that 

printed the text. The letter on a printing type stands out in relief, and the ink on the raised 

surface is printed by pressing the paper vertically down on it. The lines of an engraving, 

on the other hand, are cut into a copper plate. After inking, the surface of the plate is 

wiped clean, and the ink remaining in the cuts is then printed by forcing the plate and the 

paper between two rollers under heavy pressure. 
 

Unlike some London printers, Jaggard may have had a rolling press of his own. But the 

Folio title-page was printed on a separate leaf rather than as part of a quire, which 

suggests that the portrait may have been printed elsewhere by a rolling press specialist. If 

so, the most likely candidate is the engraver himself, Martin Droeshout. Like many pages 

in the text, the portrait is variant. In the first few copies printed, there is so little shading 

on the ruff that Shake-speare’s head seems to be floating in mid-air. The plate was 

therefore modified, most notably by shading an area of the ruff below Shake-speare’s 

left ear. Not long afterwards, the plate was modified a second time, when minor changes 

were made to the hair and to the highlights in the eyes. It is unlikely that anyone but 

Droeshout would have considered those alterations necessary.
xxvii

  

 

The italicized notes above suggest that buyers could have easily folded the engraving page in 

half and held it up to the light, as it was not connected to any other pages when unbound copies 

of the collection were purchased. 
xxviii

  In addition, Droeshout’s particular attention to the area on 

the engraving that produces the shadow of what appear to be laurels when the page is folded 

implies that the image of leaves was intended and re-worked to be distinct and noticeable. 

When contemplating what portrait the Droeshout was copied from (as well as when examining 

any supposed images of Shakespeare), a point that needs consideration is the direction the sitter 

is facing. “Both intaglio and relief, as well as planographic printing processes, print a reversed 

image (a mirror image of the matrix), which must be allowed for in the composition, especially if 

it includes text.”  
xxix

 



Because of his distinct facial features, it is easy to see this demonstrated in a portrait and 

engravings of Ben Jonson.
xxx

  Where his portrait shows him having a drooped right eyelid and a 

wart to the left of his nose, two engravings of his face present the reverse to the onlooker. 

 

 

 

 

 

 

 

 
 
 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

Ben Jonson, Abraham van Blyenberch, 

painted portrait NPG 2752 
 

Ben Jonson by Robert Vaughan 

line engraving, circa 1640 NPG D27953 
 

Benjamin Jonson by George Vertue, after Gerrit van 

Honthorst, after Abraham van Blyenberch, line 

engraving, 1711 (circa 1617)  NPG D36738 

Vertue engraving reversed and overlaid on van Blyenberch portrait 



This being the case, when attempting to match the left half of the Droeshout engraving from the 

First Folio to an actual portrait, the image of the engraving needs to first be reversed, then 

matched with a portrait of a sitter who is facing right.
xxxi

  Limited access to Renaissance portraits 

naturally makes it difficult to declare with certainty that the Droeshout was copied from any 

particular portrait, but it does resemble Geeraerts’ portrait of Henry Wriothesley, the 3
rd

 Earl of 

Southhampton.
xxxii

 

 

 

 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Henry Wriothesley, 3rd Earl of Southampton (1573-1624) studio of Marcus Geeraerts, the younger  

(Bruges 1561/2 - London 1635/6) National Trust Inventory Number 453777 

 

 

Jonson’s lines from “To the Memory…” include the phrase “Looke how the fathers face lives in 

his issue.”  

 

 



Traditionally “fathers face” has been interpreted as the writer being the “father” or creator of the 

plays themselves.  But after turning the engraving and finding a face that resembles Henry 

Wriothesley, Jonson’s use of “looke how the fathers face lives in his issue” can be understood to 

mean that the engraving is the not the face of the True Author, but of his offspring.   

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

The Prince Tudor theory (also known as Tudor Rose theory) could explain the phrase “fathers 

face” and explain why the engraving that is supposed to depict the author Shake-speare would 

have been copied from a portrait of the Third Earl of Southhampton.  This theory is described as  

a variant of the Oxfordian theory of Shakespeare authorship, which asserts that Edward 

de Vere, 17th Earl of Oxford was the True Author of the works published under the name 

of William Shakespeare. The Prince Tudor variant holds that Oxford and Queen 

Elizabeth I were lovers and had a child who was raised as Henry Wriothesley, 3rd Earl of 

Southampton.
xxxiii

 

 

Black and white close up Henry Wriothesley, 3rd Earl of 
Southampton (1573-1624) studio of Marcus Geeraerts, 
with black and white left side of Droeshout reversed. 

Black and white close up Henry Wriothesley, 3rd 
Earl of Southampton (1573-1624) studio of Marcus 
Geeraerts 
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http://en.wikipedia.org/wiki/Henry_Wriothesley,_3rd_Earl_of_Southampton


The Price Tudor Theory is currently frowned upon by many Oxfordians, but if the Droeshout 

engraving depicts the Third Earl of Southhampton and Jonson’s poem indicates the sitter in the 

picture resembles his father, the True Author, then the combination of the two may support both 

the Oxfordian Authorship Theory as well as the validity of the Prince Tudor Theory.   

 

Certainly, proof that the Droeshout engraving was modeled after a portrait of Southhampton 

would have severe implications for the traditional theory that the Man from Stratford was the 

author since it would indicate that Ben Jonson was deliberately misleading readers by attributing 

the great works to William Shakspere.  Jonson presented this façade so cleverly that it has been 

believed for hundreds of years.  Fortunately, he was able to do so while still providing enough 

veiled information within the First Folio and his own works to ensure that the True Author could 

still be recognized by those who choose to look for him.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

“… let your reason serve  

To make the truth appear where it seems hid,  

And hide the false seems true.” 

Isabella, Measure for Measure [V, 1] 

 

 

 

http://www.opensourceshakespeare.org/views/plays/playmenu.php?WorkID=measure
http://www.opensourceshakespeare.org/views/plays/play_view.php?WorkID=measure&Act=5&Scene=1&Scope=scene
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 Word Origin and History for VERT 

 

http://dictionary.reference.com/browse/vert  n. mid-15c., from Anglo 

French, Old French vert, from Latin viridem, viridis "green" (see verdure) 

v."to turn in some direction," 1570s, from Latin vertere (see versus) 

 

http://www.perseus.tufts.edu/hopper/resolveform?type=start&lookup=verto&lang=la 

verto - to turn, turn up, turn back, direct 

 
xiv

  The Meisei copy of the First Folio is inscribed as belonging to William Johnstone – There 

was a Scottish nobleman named William Johnstone, 2nd Earl of Annandale and Hartfell, 

1st Marquess of Annandale KT (17 February 1664 – 14 January 1721).   Beside the poem “To 

the Memory of my beloved…” is handwritten what appears to read “To the memory of… my 

uncle…the author.” Notes included on the Meisei website indicate this “uncle” was not 

Shakespeare but more likely that the “uncle” referred to is Ben Jonson, the author of “To the 

memory…” If this copy was owned by a relative of Jonson, then it is even more interesting that 

this copy of the Droeshout appears to be folded in the same way suggested here.  

http://shakes.meisei-u.ac.jp/ALL.html    

xv
 Rollett, John M., M.A., Ph.D. “Shakespeare’s Impossible Doublet.” Shakespeare Beyond 

Doubt? Llumina Press. 2013.  Pg 115  

xvi
 Image printed on 25% rag vellum paper 

 
xvii

 http://www.theshakespeareunderground.com/2013/01/droeshoutportrait/ 

 
xviii

 Whalen, Richard F. “The Ambiguous Ben Jonson: Implications for Addressing the Validity 

of the First Folio Testimony.” Shakespeare Beyond Doubt? Llumina Press. 2013.  Pg 126 

 
xix  http://www.merriam-webster.com/dictionary  

CHARM  

1a :  the chanting or reciting of a magic spell :  INCANTATION 

b :  a practice or expression believed to have magic power 

Origin of CHARM 

Middle English charme, from Anglo-French, from Latin carmen song, from canere to 

sing — more at CHANT   

 

CHANT 

: to say (a word or phrase) many times in a rhythmic way usually loudly and with other 

people 

Origin of CHANT   

Middle English chaunten, from Anglo-French chanter, from Latin cantare, frequentative 

of canere to sing; akin to Old English hana rooster, Old Irish canid he sings   

http://dictionary.reference.com/browse/vert
http://dictionary.reference.com/browse/verdure
http://dictionary.reference.com/browse/versus
http://www.perseus.tufts.edu/hopper/resolveform?type=start&lookup=verto&lang=la
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http://en.wikipedia.org/wiki/Order_of_the_Thistle
http://shakes.meisei-u.ac.jp/ALL.html
http://www.theshakespeareunderground.com/2013/01/droeshoutportrait/
http://www.merriam-webster.com/dictionary/incantation
http://www.merriam-webster.com/dictionary/chant
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  Muses are traditionally associated with poetry, music and celestial objects – in art they are 

represented with writings, masks, lyres, flutes, planets and stars.  One of them carries love 

arrows and one carries a bat, but none of them are associated with blacksmithing/metal working 

that would utilize anvils.   

In this section of “To the memory…” Jonson could be quoting his favorite writer, Horace.  

Jonson translated Horace’s Ars Poetic (The Art of Poetry) which includes the following anecdote 

about a writer revising his work: 

 

The use of Quintilian’s metaphor of re-working lines of poetry as a blacksmith would reheat 

metal objects and fashion them into new pieces on an anvile, gives Jonson an opportunity to 

provide a veiled reference to a face.   

Quintillian’s advice to “blot all” could also be where the “Would he had blotted a thousand” 

comment Jonson made about Shakespeare originated.  In what was posthumously published as 

Discoveries,  Jonson wrote; 
 

De Shakespeare Nostrat   I REMEMBER the players have often mentioned it as an honor to 

Shakespeare, that in his writing, whatsoever he penned, he never blotted out a line. My answer 

hath been, “Would he had blotted a thousand,” which they thought a malevolent speech. I had not 

told posterity this but for their ignorance, who chose that circumstance to commend their friend 

by wherein he most faulted; and to justify mine own candor, for I loved the man, and do honor 

his memory on this side idolatry as much as any. He was, indeed, honest, and of an open and 

free nature; had an excellent fancy, brave notions, and gentle expressions, wherein he flowed with 

that facility that sometime it was necessary he should be stopped. “Sufflaminandus erat*,” as 

Augustus said of Haterius. His wit was in his own power; would the rule of it had been so too. 

Many times he fell into those things, could not escape laughter, as when he said in the person of 

Cæsar, one speaking to him: “Cæsar, thou dost me wrong.” He replied: “Cæsar did never wrong 

but with just cause;” and such like, which were ridiculous. But he redeemed his vices with his 

virtues. There was ever more in him to be praised than to be pardoned.   

*”He should have been clogged”                                  http://www.bartleby.com/27/2.html 



                                                                                                                                                                                           

 

Jonson’s sentiments here about doing honor to “his memory on this side idolatry” echoes his 

poem “To the memory…” while the mention of “side” and “idolatry” are reminiscent of the 

looking to only half the effigy in the Droeshout engraving.  This line inspired the title of this 

paper.  

xxi
 “Tool geometry is extremely important for accuracy in hand engraving. When sharpened for 

most applications, a graver has a "face" which is the top of the graver, and a "heel" which is the 

bottom of the graver; not all tools or applications require a heel.” 

 http://en.wikipedia.org/wiki/Engraving 

 
xxii http://internetshakespeare.uvic.ca/Library/facsimile/book/SLNSW_F2/15/?zoom=800 

 
xxiii

 http://www.merriam-webster.com/dictionary/shadow 

xxiv
 This poem also indicates that there are “two contraries.”   In the First Folio, there are two 

images that exemplify two contraries – two different people making up “Shakespeare.”   The 

word “two” can be read vertically on the page opposite the Droeshout engraving.  Additionally, 

the letter W in William Shakespeare under “The names of the Pricipall Actors in all these 

Workes”  is a woodcut exhibitting two faces.  The ‘two faced W’ woodcut is absent from this 

cast list page in subsequent Folios. 

                  

Two faced W used in the name William Shakespeare  

listed on Image Number = 17 (πB2) of the First Folio 

 http://shakes.meisei-u.ac.jp/2search.html 

 
xxv

 POEMS: VVRITTEN BY WIL. SHAKE-SPEARE. Gent.  Frontispiece 

http://en.wikipedia.org/wiki/File:Shake_poems2.jpg 

http://en.wikipedia.org/wiki/Engraving
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xxvi

 Peters, Jean, Editor, The Bookman’s Glossary, R.R. Bowker Company, New York and 

London, 1983, pg 114 

 
xxvii

 Blayney, Peter W.M.  The First Folio of Shakespeare, Folger Library Publications, 

Washington, DC 1991 - The full text, as well as photos showing “alterations, the most obvious 

being the addition of a shadow between the face and the ruff.” Can be seen at: 

 http://Shake-speare.folger.edu/other/folio/Octavo/BlyFFS.pdf 

 
xxviii

 http://Shake-speare.folger.edu/other/folio/Octavo/BlyFFS.pdf   

“Books were not usually bound before they reached the retailers, and many were not bound until 

after purchase. (Most small books were sold without bindings; the same may have been true of folios, 

but the percentage was probably lower.) A bookseller who bought several copies at once would have 

had at least one copy bound in one or other of the ‘standard’ forms. Most booksellers subcontracted 

the work to a local bindery, and would have added the price of binding to the cost price before 

marking up. Some large bookshops had resident binders, and probably increased their profits by 

matching the usual prices of their rivals. Many purchasers, however, preferred either to commission a 

specified kind of binding when they paid for the as-yet-unbound book, or else to avoid the 

bookseller’s mark-up by taking the book to a binder themselves.”  p 29 

 

xxix
  http://en.wikipedia.org/wiki/Intaglio_%28printmaking%29 

 
xxx

 Images from National Portrait Gallery website npg.org.uk  Reproduced under Creative 

Commons License. Reversed using Word Picture Tools formatting. 
 
xxxi

 It seems unlikely; therefore, that any portraits claimed to be of William Shakespeare where the 

sitter is facing the same direction as the Droeshout engraving would have been the portrait 

Droeshout was copying from. Most paintings claiming to be Shakespeare picture the sitter facing 

left.  See http://en.wikipedia.org/wiki/Portraits_of_Shakespeare 
 
xxxii

 This painting has been re-identified several times and is now identified as Southhampton.  For 

the portrait’s provenance and earlier identifications, see 

http://www.nationaltrustcollections.org.uk/object/453777 

 
xxxiii http://en.wikipedia.org/wiki/Prince_Tudor_theory 
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