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to teach me about the history plays. This intuition led me to an essay in the 
exhibition catalog by Peggy Phelan, whose work I only passingly knew at the 
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Long after this book is out in the world, I will continue to be enriched by Me-
lissa’s magnanimous feedback and her example of  scholarly generosity. Jo-
seph Drury, Matt Kozusko, Zachary Lesser, and Kristen Poole have been 
readers, dear friends, and fonts of  moral support through the tricky process 
of  bringing this unusual project into being. I have learned from collaboration 
and conversation with Rebecca Bushnell and Gina Bloom, whose curiosity 
about territory new to early modernists has been a precedent for my own. I am 
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