Editorial Procedures
The Vow Breaker has been edited in accordance with general guidelines and conventions for editors.
 In order to simplify the production of this modern edition of The Vow Breaker, full explanatory notes, unusual vocabulary and the ‘band of terror’ do not appear on each page of text but are fully referenced and included in a Commentary. Line numbers are counted in fives, even when the text is wholly or partly in prose, and a second (and subsequent) speaker’s portion of a line is indented to indicate that a single line is being shared.
Although scene divisions are unmarked in the 1636 edition, I have indicated these in this edition. Gary Taylor and John Lavagnino point out that a ‘scene’ in early modern theatrical practice was not considered a unit of fictional space defined by a location, but a unit of action defined by the movement of actors.
 Actors would have been able to identify the development of action and would naturally identify the changes within the play and so, in this edition, scene changes are shown when all actors have left the stage and they usually coincide with a complete change of mood or environment. Sounds offstage (music, drums, alarms) are generally indicated in the 1636 edition and stage directions are usually clearly marked. For example:

· After a ‘skirmish’ against the English:

‘Alarums, the French beate of, place themſelves on the Walls hanging out a head, Enter Clifton, Souldiers’. (Dv)

· the instructions surrounding Young Bateman’s suicide:

‘Young Bateman ins ſhirt, a halter about his necke’ (Ev)

‘Falls, hangs, Enter old Bateman i’ns ſhirt, & Torch’ (E2v)

· Just after the birth of Anne’s baby:

‘A bed covered with white.  Enter Pratle, Magpy, Long-tongue, Barren with a Child, Anne in bed.’ (G3v)

I have retained all exits and entrances almost exactly as those printed in the 1636 edition, amendments being made in the modern edition only where I feel that they clarify interpretation. These additions, with asides, have been inserted in the text within square brackets. No attempt has been made to insert full stage directions in the play although where stage directions have been given in the original text, I have sometimes  re-positioned these to ensure clarity, and these changes have also been placed within square brackets. All headings for all acts and scenes are printed in arabic numerals. The wording of the original stage directions has been retained except where emendation is essential. Where stage directions have been written in Latin these have been retained, amended where necessary, and a translation given in the Commentary. All entries have been centralised and exits set to the right and printed in italics, names being written in roman type, small capitals (for minor characters) or large (for important players). Asides are written in square brackets.
In this edition the black-letter font has been converted into modern roman font. I have normalised the archaic and irregular spelling in order to bring the text, wherever possible, into line with current correct English usage, but the vocabulary is retained where appropriate. Clifton’s cursing has been standardised to ‘halidom’. The lineation has been regularised, capitalisation and the use of italics have generally been modernised, and punctuation silently normalised where necessary to reinforce the original meaning of the text to be in accordance with modern practice. Cramped or large spaces between words are not imitated but are typed normally. The prose passages remain as written and the poetry amended only occasionally in order to sustain the metrical pattern. 

For ease of reading I have modernised spellings and contractions, although there are particular instances where genuine forms of early spellings are retained: e.g.‘’a’ (=he), ‘an’ (=if). Where forms of the verb end in ‘ed’, ‘-ed’, this is used for non-syllabic terminations, ‘-èd’ is reserved for clearly syllabic endings; ‘ied’, ‘-ied’, when monosyllabic and ‘-ièd’ when disyllabic. The ‘-est’ termination retains this ending when syllabic and ‘’st’ or ‘st’ when non-syllabic, depending on modern usage. There is always an apostrophe when ‘e’ is part of the verb stem, e.g. ‘dar’st’. When elisions involve two words pronounced as one, the modernised form has the same number of syllables as the copy-text with no space between the words, e.g. ‘y’are’. In the case of superlatives, there is no elision in the ‘–est’ termination. The long ſ is always transcribed as the modern short s. Letters Ii/Jj and u/v/VVw have been modernised and the õ [o tilde] has been expanded, as appropriate, to ‘on’. ‘Then’ is transcribed where relevant as ‘than’.

The Scottish dialect has been left unaltered to strengthen its intended effect and, although it has not been possible to make a positive translation, I have suggested meaning in the Commentary. The proper names of places and people have been modernised, thus Edenburgh becomes Edinburgh, Gram becomes Graham. Although Sampson spells the name of the elderly suitor ‘Germane’ or ‘Jervis’, I have standardised this to ‘Jermane’ which is a common spelling in the folk legend as well as clearly differentiating him in the play from Gervase Clifton. The spelling of Anne Boote’s name has been standardised, and ‘Croix’ is referred to throughout as ‘Rouge Croix’. 

Speech prefixes are shown in full and where these are unclear in the original text, I have placed the name within square brackets and given an explanation in the Commentary. There is no list of characters in the original text and I have compiled this and placed it before the text, using brief information obtained from the play and expanded in the Commentary. The characters are ordered in two broad groups: those connected with the Maid of Clifton, and the soldiers involved in the Siege of Leith.
I have recorded in the Collation all editorial departures from the copy-text as far as substantive readings are concerned, and this applies to stage directions as well as text.

It would appear that the manuscript may have been misread during the preparation of the title page and so, in order to correct the Aeneid quotation and reference, I have emended and recorded these in the Collation and given an explanation in the Commentary. I have explained customs in the Commentary that may not generally be understood, have commented on vocabulary, and illustrated references or usage with parallel passages from Elizabethan literature where appropriate.

A Glossary to the Commentary indexes names and topics referred to, with act-scene-line references. A list of general abbreviations precedes the Introduction: the abbreviated titles of works by Shakespeare are those generally recognised.
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