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PREFACE

The twelve short plays in this book are intended to serve
a3 a broad and enjoyable introduction to Shakespeare. The
seriecs of playlets represents abridgments from cleven of
Shakespeare's principal plays. The texts have been simpli-
fied by the omission of difficult Elizabethan expressions and
references which have been obscured by time. Occasional
obsolete words have also been replaced by other words from
the same contexts. Familiar lines, however, such as are
memory gems, have not been touched.

The omissions have greatly shortened the dialog and
quickened the action. The plays can be handled readily as
units in a high school recitation or study period. Kach can
be read in dialog form, with good preparation, in thirty-five to
forty minutes, and should be read for the first time by
a good silent reader — that is, one whose eye skims the page
for ideas and who does not pronounce the words either with
his lips or mentally —in forty-five minutes. Dramatic
readings takc longer, as do elaborate presentations with
incidental music and pauses between acts and scenes.

An appendix has been added summarizing the different
styles of presentation for entertainment and furnishing helps
for the dramatic presentation of the plays, as well as special
motes for staging cach of them.

Undoubtedly the most enjoyable handling of the playlets
in class is that which allows for a free choice of roles, and
reading in dialog on different days with different casts. Each
of the playlets represents the most interesting dramatically
of the several plots which Shakespeare intertwined in the
great play from which it was taken, and the principal char-
acters.include many of the brightest and greatest figures in
Shakespeare. These characters, once impersonated and loved
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vi PREFACE

in the playlets, should move certainly with greater interest
and sympathy through the wider scenes of the complete
plays. Their speeches and stories, like the early-learned
molifs of an opera, should take on richer meanings when the
great works themselves are studied.

As an aid to oral reading, the proper names have been pro-
nounced. The marking of the names has been extremely
difficult. From the time of Shakespeare himself, actors have
pronounced foreign names with reckless inconsistency. Ang-
licized and foreign pronunciations mingle in the same play,
and sometimes in the same word. In selecting but one pro-
nunciation for such names it is necessary to be more or less
arbitrary. Consistency is well-nigh impossible, due to the dif-
ferent sources of the names; for example, Greek, Latin, Ital-
ian, French,—some names in the original orthography and
some Anglicized either in spelling or pronunciation or in both.

The illustrations in the book are principally those of
amateur performances, showing what can be done by school
children and non-professionals. Where it has been possible to
secure a picture of a famous actor to illustrate a favorite
role, the portrait has been used to show the height of artistry
the presentation may reach.

Acknowledgment is made to the Salt Lake Costuming Com-
pany which kindly lent the costumes for the amateur pictures.

Acknowledgments of assistance on the text and other
parts of the book are due the works on Shakespeare and the
stage memoranda now generally accessible in libraries. I have
received personal help from Professor B. Roland Lewis and his
staff of the English Department of the University of Utah
(who have reviewed the notes and verbal transpositions as well
as all of the plays) and from other members of the faculty,

who deserve most grateful thanks.

UNIVERSITY OF UTAH, Frep G. BARKER.

July, 1924
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THE MAN WHOVROTE ' THE' PLAYS

The man who wrote the plays was William Shakespeare,
who lived in the days of Queen Elizabeth and her successor,
King James I of England.

Both Queen Elizabeth and King James took great delight
in plays and often summoned the actor Shakespeare with his
fellow actors to perform their plays at court.

The players acted also in a roughly built theatre called
The Globe. James Burbage, the father of one ot the actors,
had built the first theatre in London. You may guess from
this that the plays that Shakespeare wrote were among the
earliest in the English language, and so indeed they were.
Others had preceded them, of curious types, but we can trace
in the plays of Shakespeare and his contemporaries the actual
beginnings of writing for the theatre in English literature.

There had been rude farces, written for the strolling actors
who played in the inn yards; there were a few comedies and
tragedies written after the style of ancient Latin plays; and
preceding these had come the sacred dramas played at first by
the clergy but afterwards by the tradesmen’s guilds. About
the time that Shakespeare reached the theatre an epoch of
playwriting began. Tragedies, histories, and comedies of a
new type called romantic made their appearance.

The romantic_ drama reached its greatest height in Shake-
speare’s work. As the actor-playwright-poet experimented
with each of the kinds of plays existing in his day, he wrote
the greatest plays in each, and as his insight into the good,
great, and beautiful was keen, he wrote for all time.

Seven years after Shakespeare’s death, two of his fellow
actors assembled his plays and published them in a great
volume — the First Folio. That was in 1623, three hun-
dred years ago.

X1






INTRODUCTION

ANTECEDENTS

Shakespeare has been played almost constantly during the
three hundred and odd years since the plays were written,
and as nearly all of the plays are long and difficult, making
heavy demands upon a large cast, many abridgments of
onc type or another have been made. The Forty-minute
Plays have had their forbears dating back almost if not quite
to the time of Shakespeare himself. The earliest playlets can
only be conjectured, because the records are fragmentary and
perhaps inaccurate in the naming of the plays. But playlets
of the Restoration period, fifty years later, are extant.

Tue EARLIEST PLAYLETS

The earliest printed reference to what may have been a
Shakespearean playlet is in a book published in 1624,! eight
years after Shakespeare’s death, in which there is a passage
complaining of the high price of certain other entertainments
and continuing, “As for flashes of light, we might sce very
cheape in the Comedie of Piramus, where one comes in with a
Lanthorne and Acts Moonshine.” This may be identified with
the interlude from A Midsummer Night's Dream. Charles I
wrote ‘Piramus and Thisby” on the title page of A Aid-
summer Night's Dream in his copy of the Second Folio of 1632,
preserved at Windsor Castle.

At any rate Bottom and his fellows, the actors in the inter-
lude of Piramus and Thisbe, were well known and much be-
loved before the Puritans closed the theatres in 1642. In
1631 the Bishop of Lincoln was accused by his Puritan

1 Gee’s New Shreds of the Old Snare.

xiii



xiv INTRODUCTION

cnemies of having had performed at his house on a Sunday
evening a play in which a Mr. Wilson acted the part of
Bottom, — this actor afterwards for punishment having to
sit “with his feete in the stocks, and attyred with his asse
heade, and a bottle of hay sctte before him, and this sub-
seription on his breast, —

Good people I have played the beast,
And brought ill things to passe:

I was a man, but thus have made
Myselfe a silly asse.”

The name of the play presented at the Bishop’s house is
unknown, the name, A Midsummer Night's Dream, being,
we are informed, “a forgery in a later hand” than that of the
manuscript from which we learn of the performance. In
view of the private nature of the entertainment and its having
10 be given sceretly, an abbreviated version of the play must
have been used, but evidently one that contained somewhat
more of the story of Bottom than merely the interlude.

Afterward, during the period of Puritan domination, says
Franecis Kirkman, “when the publique theatres were shut up
and the actors forbidden to present us with any of their
tragedies, because we had enough of that in ernest; and com-
edies, because the vices of the age were too lively and smartly
represented; then all that we could divert ourselves with
were these humours and pieces of plays, passing under the
name of a merry conceited fellow called Bottom the Weaver

. . orsomesuch title . . . and that by stealth too, and under
the pretence of rope dancing and the like.”

Immediately after the restoration of Charles II there was
published, The Merry Conceited Humours of Bottom the Weaver,
as it hath been often publikely acted by some of his Majesties
Comedians, and lately privately presented by several apprentzces
for thewr harmless recreation, with great applause.



INTRODUCTION Xv

OTHER VERY EARLY SHORT PLAYs

It is not unlikely that the example of playing such excerpts
was set by Shakespeare’s own company. An excerpt of the
episode of Benedick and Beatrice from Much Ado about
Nothing seems to have been played as early as 1613, which
would have been during Shakespeare’s lifetime. In a warrant
made out in the Lord Treasurer's accounts for Much Ado
about Nothing as one of seven Shakespearcan plays performed
at the festivities of the Princess Elizabeth’s wedding, the
second paragraph calls for “one other” play ‘“called Bene-
dicte and Betteris,”” acted before the king. The episode
of Benedick and Beatrice scems to have been a favorite with
the royal family; the king’s son, Charles I, added the name
Benedick and Beatrice to the title of Much Ado about Nothing
in his copy of the Second Folio.

If “Benedick and Beatrice” may have become a playlet
at this early date, the discrepancy of a number of other
titles of plays listed for that time! may possibly be reconciled
as indicating cuttings rather than mercly mistakes in the
titles of complete plays. The following titles are odd if they
refer-to the complete plays rather than to episodes: “The
Hotspur” (Henry IV, Part 1?), “ Robin Goodfellow” (4 Mid-
summer Night's Dream?), ‘“Tom Bedlam, the Tinker” (King
Lear?) and “Malvolio” (Twelfth Night?). The calling of a
play for a lesser rolc than the one which most appealed to
the public in the great play is not improbable but is strange
enough to provoke some question of the fact.

LaTter Curtings THaT ARE DEFINITELY KNOwN

In 1662 Francis Kirkman published in The Wits, or Sport
upon Sport a Falstaff playlet called The Bouncing Knight

1¢itles of plays listed for that time. See Fleay, A Chronicle Hustory
of the London Stage 1569-1642.
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(based on the scenes in Henry IV, Part I, in which Falstaff
figured) and also a “droll” of The Grave-Makers, from
Hamlet, both of which had been acted by stealth during the
period of Puritan ascendancy. Another Falstaff playlet,
curiously named, The Boaster; or Bully-Huff catch’d in a
trap, was printed in 1698.

In 1738 “George Lillo presented a successful adaptation
of the last two acts of Pericles at Covent Garden.” This
playlet began with the same scene as Charles Elliott’s cutting
of Pericles (1922), and the two playlets would probably be
found much alike, if Lillo’s were preserved, since the play-
writing dictum of Lillo’s time required compression of the
action with a view to securing dramatic unity of time and
place, and the exigencies of the now popular one-act play
impel Mr. Elliott to follow the same course.

In 1754 Morgan acted and printed a cutting of A Winter’s
Tale, Florizel and Perdita, or the Sheep Shearing. David
Garrick, the cclebrated actor at Drury Lane, followed with
a Dramatic Pastoral, Florizel and Perdita, in 1756, in which
the text was not only cut, but considerably altered.

Garrick’s version of The Tamaing of the Shrew, Katharine
and Petruchio, was printed in the same year, and though it
contains several queer distortions of the original, it was
“highly praised, and held the stage till the end of the cen-
tury.” Indeed, it held the stage to the virtual exclusion of
the complete play, until nearly the end of the next century,
when John Drew appeared in the restored original in 1887.

In 1762 The Comedy of Errors was altered by Hull, and in
1783 another cutting of the same play, by William Woods,
appeared under the title The Twins. The latter cutting was
made with such care and respect as would almost satisfy a
modern critic.

In 1764 A Midsummer Night’s Dream was ‘“‘cut down to
two acts” by Colman and played as an “after piece” at
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Drury Lane. Revived in this form fourteen years later, it
held the stage for the next half century. The complete play,
as Shakespeare wrote it, was not presented again in England
until 1856.

There have been “sclections from Shakespeare” since, and
shortened plays,! but the abridgment is usually that of the
stage manager in limiting his performance to the two or two
and a half hours of an evening’s entertainment.

¢

THE PrRESENT PLAYLETS

The Forty-minute Plays were projected in the winter of
1913-14, when eight of them were outlined under the inspira-
tion of witnessing performances of Reinhardt’s admirable
company. The first of them to be played, however, Shylock,
was not presented until 1917. Since then revision, experi-
mentation, and trial have consumed much time. An earnest
attempt has been made to keep the playlets more faithful
to the original than their predecessors of the eighteenth and
nincteenth eenturies.

Several excellent cuttings of about the same length have
appearcd during the present century: Miss Frances I8, Clark’s
Oberon and Titania (1915), a Katharine and Petruchio staged
by Professor Maud May Babcock of the University of Utah
(1915), and Charles Elliott’s cutting of Pericles (1922).

In 1921 appeared outlines by Roy Mitchell for twenty-five
acting episodes, irregular in length and somewhat more frag-
mentary in character than the playlets included here. Mr.
Mitchell did not print the texts, but his book, Shakespeare

Lshortened plays. Among them were: Shakespeare’s Much Ado about
Nothing, arranged in two acts for amateur presentation, by Leshe
Warren (Walter H. Baker and Company, 1894); Bell’s Reader’s Shake-
speare, a complete series of abridgments for dramatic reading, in three
volumes (Funk and Wagnalls Company, 1895); the Ben Greet Shakespeare,
five of the plays in separate volumes, arranged by the English Shake-
spearean actor, Ben Greet (Doubleday Page). These versions were rather
long and not altogether adapted to children’s purposes.
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for Community Players (Dutton), is a boon to the producer of
any Shakespearcan play. Mr. Mitchell has been technical
director of the Greenwich Village Theatre, New York, and
filled his book with illustrations and suggestions for the staging
of Shakespearean plays.

Some of the cuttings whose history has been traced are
subjected to the bitter criticism, and justly so, that has been
directed at the work of Dryden, Davenant, Cibber, and others
who attempted to rewrite Shakespeare, “improving” his
plots and changing his characters to make the plays come out
more satisfactorily to themsclves; but in the main the abridg-
ments of Shakespeare have been legitimate attempts to pre-
sent parts of the complete plays when circumstances have
made cuttings appropriate. For the short plays in this volume,
all intention is disclaimed of attempting to do more than
select and simplify portions of the plays that fall naturally
into units. The Supplementary Readings will give a further
taste of the complete plays, and it is hoped that the reader
will later study them in their entirety.
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Rosalind. [Reads.] From the cast to weswern Ind.
No jewel is like Rosalind.




AS YOU LIKE IT
(Condensed)

THE PERSONS IN THE PLAY
Dukg, living in exile.

Duke Freperick (fréd’ér-1k), his usurping brother.
AMieNs* (8'mi-8nz),

Jaques (ja'kwdz), } lords attending on the exiled Duke.

L Beau (le-bd’), a courtier attending on Duke Frederick.
CHARLES (chiirlz), Duke Frederick’s wrestler.

First Lord,*
S:z::in dOIr;),r A+ } attending on Duke Frederick.

OLIVER (8l'f-vEr),

Jaques pE Boys (ja’kwéz déboiz),
OrraNDpO (Or-18n'dd),

Apam (3d’dm),
DenNis* (dén'ls),
RosaLiND (roz'a-1Ind), daughter of the exiled Duke.
CeLia (sél'ya), daughter of Duke Frederick.

sons of Sir Roland (ro'13nd)
de Boys.

servants to Oliver.

. SYNOPSIS

Acr 1. Scene 1. Oliver’s orchard. The persons represented are
Adam and Orlando, Oliver, Charles.

Scene 2. A lawn before the Duke’s palace. Duke Fred-
erick, Celia and Rosalind, Le Beau.

* The 15 reading roles may be assumed, if necessary, by 11 people—
Jaques de Boys “doubling” for Amiens, Charles for the Iirst Lord, and
Le Beau for both the Second Lord and Dennis.

3



4 FORTY-MINUTE PLAYS FROM SHAKESPEARE

Act II. In the forest of Arden. The senior Duke and his friends.

Act III. Scene, the same. The curtain will fall twice during
this act, the first time to indicate an interval of a day, the second
time to show the lapse of two hours.

Acr IV. Scene, the same.

Act V. Scene, the same. The arrival of Jaques de Boys.

Nore For a formal presentation of the play, the Synopsis might be
placed on the board or mncluded in a prmnted program  The Prolog
would also not be out of place there, and this would obviate speaking
it. The songs could constitute a third part of such a blackboard an-
nouncement or printed program. An audience will appreciate the songs
much better 1if 1t can read them before a performance starts

PROLOG-INTRODUCTION®

In As You Like It the beauty of language is so striking that onc
often pauses to enjoy a tone or phrase in the music of the lines. The
wit and imaginative qualities also awaken a realization of the won-
derful expressiveness of speech. The play in this respect presents
an odd contrast to a moving picture; our interest is in what the actors
say even more than in what they do.

When the heightening effect of voice is lent, the rhythm of the
poetry falls clearly upon the ear and the cadence of the prose?
rings out. The sweetness of existence, which is the theme of the
play, becomes a reality, and its strong impression can be enhanced
only if we personify the characters.

The first scene of the play is at the estate of the deceased Sir
Roland de Boys; the second at the court of the usurping Duke.

1 This mtroduction should receive careful attention preliminary to
a first reading of the play, after which 1t may be laid aside for class
work except when presentation before an audience makes an mtrodug-
tion again desirable. In this case the Prolog lines may be taken by an
extra character, named Prolog for this part, or they may be assumed by
the Duke. Prolog has a number of short speeches, introducing characters
and scenes durmg the progress of the play. In this office, Prolog fulfills
somewhat the same function as the Chorus m old plays.

2 cadence of the prose More than half of As You Like It is in prose,
much of which shows the mnfluence of the highly ornate style popular in
Shakespeare's day, called “Euphuism.” Shakespeare was able to use
such language with rare good taste, and the prose in As You Like It is
very beautiful.
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The remainder of the play Shakespeare has enveloped in an at-
mosphere of the woods. The scenes are in the Forest of Arden,! in

~
LW pwick-
¢'SHIRE

-~

. .
Amiens

o There was also a Forest of Arden in central England.  Warwickshire was
Shakespeare’s home, and the setting of As You Like I¢1s probably more truly
Warwickshire than Flanders.

In London was the theatre in which Shakespeare served his apprenticeship
as an actor and afterwards became playwright and part owner.

French Flanders. The influence of the forest is so manifest that,
as has well been said, “its delicate freshness steals into the heart”;

1the forest of Arden (dr'dén). properly the Forest of Ardennes.
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we feel it everywhere. It works in the thoughts and characters of

the persons in the play, until those who have been saddened by

misfortune find happiness and those who have been unjust experi-

ence regeneration. The story is of the effect of Nature upon man.
It was probably while thinking of this play that Milton wrote:

“Then to the well-trod stage anon,
If Jonson’s learnéd sock ! be on,
Or sweetest Shakespeare, Fancy’s child,
Warble his native wood-notes wild.”

The dramatic persons in the playlet are: Oliver, who deprives his
younger brother Orlando of his inheritance; Duke Frederick, who
has usurped his brother’s dukedom; the two lovely daughters of
the dukes, Celia and Rosalind; several lords of the usurper’s court,
and the little group who followed the elder Duke into his exile. The
role Shakespeare himself assumed, according to tradition, is that of
the old servant, Adam, who enters at the opening of the first scene,
with Orlando.

ACT 1
Scene 1. Oliver’s orchard
Adam and Orlando enter [L.).2

Orlando. As I remember, Adam, it was upon this fashion:
bequeathed me by will but a thousand erowns, and, as
thou sayest, charged my brother, on his blessing, to breed
me well; and there begins my sadness. His horses are
bred better. He lets me feed with his servants, bars me
the place of a brother. I will no longer endure it, though
yet I know no wise remedy how to avoid it. .

Adam. Yonder comes my master, your brother.

L Jonson's learned sock. Jonson was one of the brlliant dramatists
of the age of Elizabeth and was still alive when Milton wrote this  He
was learned m classical literature and therefore in his day greatly ad-
mired. The sock was the distinctive footwear of the actor in a comedy.

2 L., from the left-hand side of the stage as one faces the audience;
R., from the right; C., from the door or opening at the back of the stage
in the center.
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Orlando. Go apart,! Adam, and thou shalt hear how he will
shake me up.

[Adam retires to the back of the stage.]?
Oliver enters [R.].

Oliver. Now, sir! what make you® here?

Orlando. Nothing. I am not taught to make anything.

Olwer. What mar* you then, sir?

Orlando. 1 am helping you to mar that which Heaven made,
a poor unworthy brother of yours, with idleness.

Oliver. Be better employed, and be naught’ awhile.

Orlando. Shall I keep your hogs and eat husks with them?

Oliver. Know you where you are, sir?

Orlando. O, sir, very well; here in your orchard.

Oliver. Know you before whom, sir?

Orlando. Ay,® better than he I am before knows me. I
know you are my eldest brother. The courtesy? of nations
allows you my better, in that you are the first-born; but
I have as much of my father in me as you, although, I con-
fess, your coming before me is nearer to his reverence.8

Oliver. What, boy!

He tries to strike Orlando, who in return seizes him by the collar
near his throat.

Orlando. Come, come, clder brother, you are too young in
this.

Oliver. Wilt thou lay hands on me, villain?

Orlando. 1 am no villain.

Adam. |Comang forward.] Sweet masters, be patient; for

syour father’s remembrance, be at accord.

L Go apart: go a hittle wav off.

2 An oral reader should omit all stage directions n brackets [ ].
3 what make you? old style for what are you doing?

4 mar (mar): damage, spoil.

b be naught: be nothing; a slang expression of those times.

6§ Ay (1): yes.

7 courtesy: custom.

8 nearer to his reverence. This was undoubtedly said ironically.
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Oliver. Let me go, I say.

Orlando. 1 will not till I please. You shall hear me. My
father charged you in his will to give me good education.
You have trained me like a peasant. The spirit of my
father grows strong in me, and I will no longer endure it;
therefore allow me such exercises! as may become? a
gentleman, or give me the poor allotment my father left
me.

[He loosens his hold on Oliver.]

Oliver. And what wilt thou do? Beg, when that is spent?
Well, sir, get you in. I will not long be troubled with you;
you shall have some part of your will. Leave me.

Orlando. 1 will no further offend you than becomes me for
my good.

[Exit L.]3

Oliver. [To Adam.] Get you with him, you old dog!

Adam. Is “old dog” my reward? Most true I have lost
my teeth in your service. Heaven be with my old master!
He would not have spoken such a word.

[Ezit L)

Olwer. Is it even so? Begin you to grow upon me?* Yet

I will give no thousand crowns. — Dennis!

[Enter Dennis R.].

Dennis. Calls your worship?®
Oliver. Was not Charles, the Duke’s wrestler, here to speak
with me?

! exercises: activities, pursuits. .

2 as may become: as may be becoming to, or as may be fitting for.

3 The exits which need to be mentioned aloud m a reading will not be
enclosed in square brackets and will be described i different words from
exit or eveunt. These words should always be omitted, and the reader
should show by his expression that the characters are dismissed.

4 Begin you to grow upon me? Olver, talking to himself, speaks as
if he were addressing Orlando, “Do you begin to get the best of me?”’

5 your worship: a respectful way of addressing one of high. rank in
Shakespeare’s time.
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Dennis. So please you,! he is here.
Oliver. Call him in.
[Exit Dennis R.]
"Twill be a good way; and tomorrow the wrestling is.

Charles enters [R.).

Charles. Good morrow to your worship.

Oliver. Good Charles, what’s the new news at the new court?

Charles. There’s no news at the court, sir, but the old news:
the old Duke is banished by his younger brother the new
Duke; and three or four loving lords have put themselves
into voluntary exile with him, whose lands and revenues
enrich the new Duke.

Olwer. Is Rosalind, the old Duke’s daughter, banished with
her father?

Charles. O, no; for the new Duke’s daughter so loves her
that she would have followed her exile. She is at the
court, and never two ladies loved as they do.

Oliver. Where will the old Duke live?

Charles. They say he is already in the forest of Arden, and
many a merry man with him; and there they live like the
old Robin Hood of England.

Oliver.  You wrestle tomorrow before the new Duke?

Charles. 1 do, sir; and I came to acquaint you that your
younger brother, Orlando, hath a disposition? to come in

+ against me to try a fall. Tomorrow, sir, I wrestle for my
credit®; and he that escapes me without some broken limb
shall acquit him* well.  Your brother is young and tender;
I would be loath to foil® him.

Oliver. 1 have, by underhand® means, labored to dissuade
him, but he is resolute. I’ll tell thee, Charles, it is the stub-

1 So please you: if it so please you. 4 him- himself.
2 disposution: inclination. S fou: throw.
3 credit: reputation. ¢ underhand. indirect.
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bornest young fellow of France, full of ambition,! an en-

vious emulator of every man’s good parts, a secret and

villainous contriver against me his brother. Therefore use
thy discretion; I had as lief thou didst break his neck as
his finger.

Charles. If he come tomorrow, I'll give him his payment.
If ever he walk alone again, I’ll never wrestle for prize
more. And so Heaven keep your worship!

[Exit L.]

Oliver. Farewell, good Charles. (And talking to himself, he
says) T hope I shall see an end of himn; for my soul, yet I
know not why, hates nothing more than him. Yet he’s
gentle; never schooled, and yet learned; full of noble
device; of all sorts enchantingly beloved; and indeed so
much in the heart of the world, and especially of my own
people, that I am altogether misprized.

[Exit R.]
Scene 2. A lawn before the Duke’s palace
[Enter Prolog.]

[Prolog.] At the wrestling appear the usurping Duke Fred-
erick, his daughter, and his nicce Rosalind, the daughter
of the exiled Duke. [Exit.]

[Enter Duke Frederick R., with his court; Celia, Rosalind, Le Beau,
the First and Second Lords,? Charles, Orlando, Adam, and Dennis |?

Duke Frederick. Come on. Since the youth will not be
entreated, his own peril on his forwardness. .
1 fuldl of ambition  Oliver savs this sneeringly.

2 Farst and Second Lords: These two characters appear in this sc¢ne
onlv to make the erowd at the wresthing larger.  If Charles and Le Beau
are doubling for these parts, of course the crowd will be small.

3 Stage directions beginning with the words enter or reenter are put
in brackets [] and should not be read aloud. IEntrances which 1t 1<
necessary for a reader to announece have been worded differently, as
Olwer enters, or Celia and Rosalind again  'The assumption by the
oral reader of the voice and manner typical of a character already mtro-

duced is .often enough to show that this character has made his appear-
ance again on the stage.
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Rosalind. Is yonder the man?

Le Beau. Even he, madam.

Celia. Alas, he is too young!

Dulke Frederick. How now, daughter, and cousin? Are you
crept hither to sce the wrestling?

Rosalind. Ay, my licge, so please you give us leave.

Duke Frederick. You will take little delight in it, T can tell
vou; there is such odds in the men. In pity of the chal-
lenger’s youth, I would dissuade him, but he will not be
entreated.

Celia. [To Orlando.] Young gentleman, your spirits are too
bold for your years.

Rosalind. The little strength that I have, I would! it were
with you.

Duke Frederick. You shall try but one fall.

They wrestle, and Charles is thrown?

Duke Frederick. No more, no more.

Orlando. Yes, I beseech your Grace. I am not well
breathed.?

Duke Frederick. How dost thou, Charles?

Le Beau. Tlc cannot speak, my lord.

Duke Frederick. Bear* him away.— What is thy name,
young man?

twould: wish.

2 They wrestle, and Charles is thrown. On the stage Charles usually
*has much the better of the match until he loses patience and springs
at Orlando, who suddenly drops on one knee and lets Charles go hurtling
over im. If the wrestling must be omitted, the curtan for this scene
raay rise on a tableau: Orlando rising and looking back of him at Charles,
who lies upon his face several feet beyond; Duke Frederick rising from
his chair at the back center of the stage; Le Beau rushing to Charles
and stooping over him; Adam starting toward Orlando; Celia and
Rosalind, side by side, clasping cach other’s hands tightly, in excite-
ment and fear. .

Orlando must remember that in order to arise from a prone or kneeling
posture gracefully he must first get his legs well under him.

8 hredthed: out of breath.

4 Bear: carry.



Duke Frederick How dost thou, Charles”
Le Bean. He cannot speak, my lord.
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[S)

Orlando. Orlando, my liege;! the youngest son of Sir Roland
de Boys.

Duke Frederick. 1 would thou hadst been son to some man else.
The world esteemed thy father honorable,
But I did find? him still* mine enemy.
— Fare thee well; thou art a gallant youth.
I would thou hadst told me of another father.

[Exit the Duke with his train R., Le Beaw and Dennis drag-
ging Charles out ahead, and all following except Orlando, Rosa-
lind, and Celia.)

Orlando. 1 am more proud to be Sir Roland’s son,
His youngest son, — and would not change that calling,
To be adopted heir to Frederick.
[Walks toward the back of the stage.]
Celia. [As she and Rosalind cross the stage to R.] Were I my
father, coz,* would I do this?
Rosalind. My father loved Sir Roland as his soul,
And all the world was of my father’s mind.
Celra. Gentle cousin,
Let us go thank him and encourage him.
My father’s rough and envious disposition
Sticks me at heart.? — Sir, [Orlando comes forward.] you
have well deserved.
If you do keep® your promises in love,
Your sweetheart shall be happy.
RBosalind. Gentleman, [Giving him a chain from her neck.]
wear this for me,
Jhat could give more, but that her hand lacks means. —
Shall we go, coz?

Y my hege (16j): my lord. The word allegiance is related in meaning.
2 dad find: old style for found. Ihd was not emphasized.

3still: always.

4 coz (kiiz): cousin. .

5 Sticks me at heart. The usual expression is “stabs me to the heart.”
8 do keep: old style for keep. Comparce with did find.?
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Orlando. I rest much bounden to you; fare you well.
[Exit Le Beau R.]
Thus must I from the smoke into the smother,
From tyrant Duke unto a tyrant brother.
But heavenly Rosalind!
[Exit L.}

Now Celia and Rosalind again enter [R.].

Celia. Why, cousin! why, Rosalind! Cupid have mercy!
not a word?

Rosalind. Not one to throw at a dog.

Celia. But is all this for your father?

Rosalind. No, some of it is for my father’s child.

Celia. Is it possible, on such a sudden you should fall into
so strong a liking for old Sir Roland’s youngest son?

Rosalind. The Duke my father loved his father dearly.

Celia. Doth it thercfore ensue that you should love his son
dearly? By this I should hate him, for my father hated
his father dearly; yet I hate not Orlando.

Rosalind. No, faith, hate him not, for my sake.

Celia. Why should I? Doth he not deserve well?

Rosalind. Let me love him for that, and do you love him
because I do.

Celia. Look, here comes the Duke — with his eyes full of

anger.
[Reenter Duke Frederick R.]

Puke irederick. Cousin,’
Get you from our court.
*Within these ten days if thou be’st found
So near our public court as twenty miles,
Thou diest.
Celia. Pronounce that sentence then on me;
I cannot live out of her company.

1 Cousin: a word more loosely used in Shakespeare’s time than now,
to mean cousin or niece, nephew, uncle, etc.



mer vonot ew

Ceha. Why, cousin! why Rosalind' Cupid hnv
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Duke Frederick. You are a fool. — You, niece, provide your-
self.
If you outstay the time, upon mine honor,
And in the greatness of my word, you die.
[Exit R.
Celia. Oh, my poor Rosalind, whither wilt thou go?
Prithee, be cheerful; knowest thou not, the Duke
Hath banished me, his daughter?
Rosalind. That he hath not.
Celra. Hath not? Rosalind lacks then the love
Which teacheth me that thou and I are one.
Let my father seck another heir.
Therefore devise with me how we may fly,
For, by this heaven, now at our sorrows pale,!
Say what thou canst, I'll go along with thee.
Rosalind. Why, whither shall we go?
Celia. (Width sudden inspiration.) To seek my uncle in the
forest of Arden.

[Exeunt L.]2

ACT 1I
[Prolog.] In the forest of Arden [Exit.]

The Duke, Amiens, and Jaques enter [C.].

Duke. Now, my co-mates and brothers in exile,

Hath not old custom made this life more sweet

Than that of painted pomp? Are not these woods

More frec from peril than the envious court?

Here feel we not the penalty of Adam.

Y heaven, now at our sorrows pale: The stage lights may be dimmed
perceptibly just before Celia’s ery of alarm, “Look, here comes the
Duke, with his eyes full of anger.”” The sudden dimming of stage lights
has an influence upon an audience greater than one can entirely realize.

2 Unless the stage has no curtain, 1t is better for the actors to hold
their pose until the curtain falls, in such a scene as this.
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The scasons’ difference, as the icy fang
And churlish chiding of the winter’s wind,
Which, when it bites and blows upon my body,
Even till I shrink with cold, I smile and say,
“This is no flattery: these are counsellors
That feelingly persuade me what I am.”
Sweet are the uses of adversity,
Which, like the toad, ugly and venomous,
Wears yet a precious jewel! in his head;
And this our life, exempt from public haunt,
Finds tongues in trees, books in the running brooks,
Sermons in stones, and good in everything.
I would not change it.
Amiens. Happy is your Grace,
That can translate the stubbornness of fortune
Into so quict and so sweet a style.
Duke. Come, shall we go and kill us venison?
And yet it irks? me the poor dappled deer,
Being natives of this desert ecity,
Should in their own confines with forkéd heads,?
Iave their round haunches gored.
Jaques. Indeed, my lord,
I have often grieved at that;
And in that kind, think you do more usurp
Than doth your brother that hath banished you. —

They leare [R 1.

And Rosalind appears (L.}, travel-stained and dressed in boy's
clothes, with Celia, who s dressed like a shepherdess.

Rosalind. O Jupiter, how weary are my spirits!
Celia. 1 care not for my spirits, if my legs were not weary.

1jewel: toadstone, which people thought grew in the heads of old and
large toads.

2 2rks" pains.

3 forkéd heads: the barbed heads of arrows.
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Rosalind. 1 could find in my heart! to disgrace my man’s
apparel and ery like a woman; but I must comfort the
weaker vessel; therefore, courage, good Aliena.?

Celia. I pray you, bear with me; I can go no further.

Rosalind. 1 had rather bear with you than bear you. — Well,
this is the forest of Arden.

Celia. Ay, and travellers must be content.

They drag thewr way on farther anto the forest [R.].
Orlando and Adam have also sought refuge in the forest. They
come in [L.], Orlando almost carrying Adam.

Adam. Dear master, I can go no further. O, I die for food!3
Here lic I down and measure out my grave. Farewell,
kind master.

Orlando. Why, how now, Adam! no greater heart in thee??

Jomfort a little; cheer thyself a little. If this uncouth
forest yield anything wild, I will either be food for it or
bring it for food to thee. — Well said! thou leok’st cheerly,
and I'll be with thee quickly. Yet thou liest in the bleak
air. Come, I will bear thee to some shelter. Thou shalt
not die for lack of dinner if there live anything in this

forest.
Orlando carries him away [RR.].

The Duke, Jaques, and Amwens appear with food. [They spread
a cloth and sit down to eat |
Orlando reappears, with his sword drawn.

Orlando. Forbear, and cat no more.

Jagues. Why, I have cat none yet.

Orlando. Nor shalt not, till necessity be served.

Duke. [Rising.] Art thou thus boldened, man, by thy distress?
Or else a rude despiser of good manners?

1 could find in my heart: 1 feel almost inclined.

2 Aliena (iil-1-6'na), a name they have adopted for Celia in her dis-
guise as a shepherdess.

3 die*for food: die for want of food.

4no greater heart in thee? no greater courage?
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Orlando. You touched my vein at first. The thorny point
Of bare distress hath taken from me the show
Of smooth civility.

Duke. What would you have? Your gentleness shall foree,
More than your force move us to gentleness.

Orlando. I almost die for food; and let me have it.

Duke. Sit down and eat, and welcome to our table.

Orlando. Speak you so gently?  Pardon me, I pray you.
I thought that all things had been savage here,
And therefore put I on the countenance
Of stern commandment.  But whate’er you are,
That in this forest inaccessible,

Under the shade of melancholy boughs,

Lose and negleet the creeping hours of time;

If ever you have looked on better days,

If ever been where bells have knolled to chureh,
If ever sat at any good man’s feast;

If ever from your eyelids wiped a tear,

And know what ’tis to pity and be pitied,

Let gentlencss my strong enforcement be;

In the which hope I blush, and hide my sword.

Duke. True is it that we have seen better days,
And have with holy bell been knolled to church,
And sat at good men’s feasts, and wiped our eyes
Of drops that sacred pity hath engendered;

And therefore sit you down in gentleness
And take upon command what help we have,
That to your wanting may be ministered.

Orlando. Then forbear your food a little while.
There is an old poor man,

Who after me hath many a weary step
Limped in pure love; till he be first sufficed,
I will not touch a bit.
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Duke. Go find him out,!
And we will nothing waste till you return.

Orlando. I thank ye; and be blest for your good comfort!

[Exit R.)

Duke.  Thou seest, we are not all alone unhappy.
This wide and universal theatre
Presents more woeful pageants than the seene
Wherein we play in.

Jaques.? All the world’s a stage,
And all the men and women mervely players.
They have their exits and their entrances,
And one man in his time plays many parts,
His acts being seven ages. At first the infant,
Mewling® and puking* in the nurse’s arms.
Then the whining school-boy, with his satchel
And shining morning face, ereeping like snail
Unwillingly to school. And then the lover,
Sighing like furnace, with woeful ballad
Made to his mistress™ eyebrow.  Then a soldier,
Full of strange oaths,® and bearded like the pard,?
Jealous in honor, sudden and quick in quarrel,
Secking the bubble reputation
Even in the cannon’s mouth.  And then the justice,
In fair round belly, with good capon lined,
With eyes severe and beard of formal® eut,
Full of wise saws? and modern instances'™;
1 Qo find him out- equivalent to go and find lam

o 2 Jaques Though a very clever man, Jaques 1s eynieal, and he draws

for us 1n this speech what we should now call a cartoon.
3 Mewhing erving peevishly.
4 puking (puking)® vomiting.
5 mastress’: sweetheart’s.
8 strange onths oaths n a foreign language, beeause of travel.
7 bearded like the pard. hke the leopard, shaggly.
8 formal cut. Vandyke

° W88 SAWS: WISE SAYINES.
19 ymodern instances: commonplace examples.
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And so he plays his part. The sixth age shifts
Into the lean and slippered pantaloon,

With spectacles on nose and pouch?! on side,

His youthful hose, well saved, a world too wide
For his shrunk shank; and his big manly voice,
Turning again toward childish treble, pipes

And whistles in its sound. ILast scene of all,

That ends this strange eventful history,

Is second childishness and mere? oblivion,

Sans 3 teeth, sans eyes, sans taste, sans everything.

Orlando comes with Adam [R.].
Duke. Welcome. Set down your venerable burden,
And let him cat.
Orlando. 1 thank you most for him.
Adam. So had you nced;
I scarce can speak to thank you for myself.
Duke. Welcome; fall to.! I will not trouble you
As yet, to question you about your fortunes. —
Give us some music; and, good cousin, sing.
Amiens. [Sings.]*

Blow, blow, thou winter wind,
Thou art not so unkind
As man’s ingratitude;
Thy tooth is not so keen,
Because thou art not scen,
Although thy breath be rude.

Freeze, freeze, thou bitter sky .
Thou dost not bite so nigh
As benefits forgot;
1 pouch: bag, purse. 3 sans: without.

2 mere: entire, complete. 4 fall to- help yourself.
5 Sings. See note on music, p 372.
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Though thou the waters warp,
Thy sting is not so sharp
As friend remembered not.!

[’I]’he Duke and Orlando have been whispering together during the
song.
Duke. If you are the good Sir Roland’s son,

As you have whispered to me that you are,

Be truly welcome hither. I am the Duke

That loved your father.

Give me your hand,

And let me all your fortunes understand.

[Exeunt R.

Duke Frederick arrives in the forest? with two of his lords®|L |.
Duke Frederick. Can it be possible that no man saw her?
First Lord. 1 cannot hear of any that did sce her.

Her ladies

Saw her a-bed, and in the morning ecarly

They found the bed untreasured of their mistress.

Second Lord. The princess’ gentlewoman

Confesses that she seeretly o’erheard

Your daughter and her cousin much commend

The parts and graces of the wrestler

That did but lately foil the sinewy Charles;

And she believes, wherever they are gone,

That youth is surely in their company.

1 friend remembered not: friend who does not remember.

2 Duke Frederwck arrwes wn the forest.  In Shakespeare’s day this short
episode took place upon ghe outer stage, before the curtains, which meant
that 1t did not necessarily have a defimite lyeation m the minds of the
audience at all. As more scenery eame to be used on the stage, editors
gave the episode a definite setting, as wn the palace or on the palace grounds,
according to their own ideas and the facilitics of the stage in their own
times. We shall take the hberty of having it oceur n the forest, as our
stage is small, and our facilities for changing scenes are limited.

3 It is more convenient for playing if Charles 1s the Iirst and Le Beau

the Second Lord, though the playlet will scem a little more consistent
if two other lords are used.
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Duke Frederick. Bring me his brother. Fetch that gallant!
hither.
They return immediately with Olwer.
[To Olwver.] Look to it.
Find out thy brother, whereso’er he is.
Bring him dead or living
Within this twelvemonth, or return no more
To seek a living in our territory.
Thy lands and all things that thou dost call thine
Worth seizure do we seize into our hands,
Till thou canst quit? thee by thy brother’s mouth
Of what we think against thee.
Oliver. O that your lHighness knew my heart in this!
I never loved my brother in my life.
Duke Frederick. More villain thou!—Well, push him out of
doors;
And let my officers of such a nature
Make an extent upon his house and lands
And turn him going.
[Exeunt Duke Frederick R., the others L.]

ACT III

[Scene, the samel

Orlando, wandering happly through the forest [L.] stops to pin a

paper to a tree.
Orlando. Hang there, my verse, in witness of my love. —

O, Rosalind! these trees shall be my books, '
That every eye which in this forest looks
Shall see thy virtue witnessed everywhere.—
! gallant (gil’dnt, usually pronounced gd-lint’): young man of mettle.

The Duke uses the word 1ronically.

? quat. acquit. . .
3 [Scene, the sume.] Of course when there is no change in seene, the

stage direction should not be read aloud.
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Run, run, Orlando; carve on every tree,
The fair, the chaste, the unexpressive ! she.
And he is away again [L.].

Rosalind enters [R.], disguised in her boy’s clothes, takes the paper
from the tree, and reads.

From the cast to western Ind,?
No jewel is like Rosalind.

All the pictures fairest lined,
Are but black to Rosalind.

Celia enters [R.] wuth another paper, reading.

Why should this a desert be?
For it is unpeopled? No!
Tongues I’ll hang on every tree,
And upon the fairest boughs,
Or at every sentence end,
Will I Rosalinda write.
Heaven would that she all gifts should have,
And I to live and dic her slave.

Rosalind. O most gentle Jupiter!

Celia. Know you who hath done this?

Rosalind. Is it a man?

Celia. And a chain, that you once wore, about his neck.
Change you color?

Rosalind. 1 prithee, who?

Celia. O wonderful,® wonderful, and most wonderful won-

! unexpressive: inexpressible, or indescribable.

2 The humor of the scene will be well begun by bringing out the lame-
ness of some of Orlando’s poetry, pronouncing Ind, for mstance, with a
short 12, Rosalind 1n the line below it with a short 2, then lined (drawn)
with a long 1, and Rosalind next with a long «. This phase of humor
reaches its height in the attempt to rhyme have and slave m the closing
couplet of the poem that Celia reads.

3 wonderful. Celia remarks upon the wonderful color of the blushes
that mount to Rosalind’s cheeks.
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derful! and yet again wonderful, and after that, out of all
whooping.!

Rosalind.  Good my complexion, dost thou think, though I
am dressed like a man, T have a doublet and hose in my
disposition? — What manner of man?

Celia. 1t is young Orlando, that tripped up the wrestler’s
heels and your heart both in an instant.

Rosalind. Nay, but no mocking.

Celia. T’ faith, coz, 'tis he.

Rosalind.  Orlando?

Celia.  Orlando.

Rosalind.  Alas the day! what shall T do with my doublet
and hose? What did he when thou saw’st him? What
said he? What makes he here? Did he ask for me?
Where remains he?  How parted he with thee?  And when
shalt thou sec him again?  Answer me in one word.

Celia. ’Tis a word too great for any mouth of this age’s
size.?  Soft! comes he not here?

[Reenter Orlando L.}

Rosalind. ’Tis he. Slink by, and note him. — I will speak
to him. — Do you hear, forester?

Orlando. Very well. What would you?

Rosalind. 1 pray you, what is it o’clock?

Orlando. You should ask me what time o’day. There’s
no clock in the forest.

Rosalind. Then there is no true lover in the forest; else’

¢ sighing every minute and groaning every hour would detect
the time as well as a clock. '

Orlando. Where dwell you, pretty youth?

Y out of all whooping means beyond all deseription. This whole speech
must be analyzed so that it may be read rapidly with good phrasing.

2 too great for a mouth of this age's size. Ceha means that only a mouth
such as a giant would have had could answer 1n one great word all of
Rosalind's questions.
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Rosalind. With this shepherdess, my sister; here in the
forest.

Orlando. Your accent is something finer than you could
purchase in so remote a place.

Rosalind. There is a man haunts the forest, that abuses our
young trees with carving “Rosalind”” on their bark. If
I could meet him, I would give him some good counsel.

Orlando. I am he that is so love-shaked.

Rosalind. T profess curing it by counsel.

Orlando. 1 would! not be cured, youth.

Rosalind. T would cure you, if you would but call me Rosa-
lind, and come every day to woo me.

Orlando. Now, by the faith of my love, T will. Tell me
where.

Rosalind.  Go with me, and I will show you. Will you go?

Orlando. With all my heart, good youth.

Rosalind. Nay, nay, you must call me Rosalind. — Come,
sister, will you go?

[Exeunt R.}

[The curtain falls for a moment. When it rises, it reveals Prolog.]
[Prolog.] And the next day— [Baid]
Rosalind comes here with Celwa [R.].

Rosalind. Never talk to me?; T will weep.

Celia. Do, I prithee; but yet have the grace to consider that
tears do not become a man.?

Rosalind. But have I not cause to weep?

Celia. As good cause as one would desire; therefore weep.

Rosalind. But why did he swear that he would come this
morning, and comes not?

Celia. He attends here in the forest upon the Duke, your
father.
twould. Again in the sense of wish.

2 Never talk to me: do not talk to me. )
3do not become a man: we say now, ‘“are not becoming to a man.”
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Rosalind. 1 met the Duke yesterday, and had much talk
with him. He asked me of what parentage I was. I
told him of as good as he; so he laughed and let me go.
But what talk we of fathers, when there is such a man as
Orlando?

But just then Orlando comes [L.].

Orlando. Good-day, and happiness, dear Rosalind!

Rosalind.  Why, how now, Orlando! Where have you been
all this while?  You a lover! If you serve me such another
trick, never come in my sight more.

Orlando. My fair Rosalind, I come within an hour of my
promise.

Rosalind. Break an hour’s promise in love! He that will
divide a minute into a thousand parts, and break but a
part of a thousandth part of a minute in the affairs of love,
it may be said of him that Cupid hath clapped him on the
shoulder;! I’ll warrant him heartwhole.

Orlando. Pardon me, dear Rosalind.

Rosalind. Nay, if you be so tardy, come no more in my sight.
I had as lief be wooed of a snail.

Orlando. Of a snail!

Rosalind. Ay, of a snail; for though he comes slowly, he
carrics his house on his head; a better bargain, I think,
than you can make a woman. Come, woo me, woo me;
for now I am in holiday humor and like enough to consent.
What would you say to me now if I were your very, very
Rosalind?

Orlando. I would kiss before I spoke.

Rosalind. Nay, you had better speak first; and when you
were at a loss for words, you might take occasion to kiss.
Orlando. Who could be at a loss, being with his beloved

sweetheart?

L Cumd hath clapped him on the shoulder: i.e in a friendly way —
instead of shooting at him.
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Rosalind. Am I not your Rosalind?

Orlando. 1 take some joy to say you are, because I would
be talking of her.

Rosalind. Well, in her person, T say -— I will not have you.

Irlando. Then, in mine own person, I die.

Rosalind. No, faith; not for love.

Orlando. Then love me, Rosalind.

Rosalind.  Yes, faith, will I, Fridays and Saturdays and all.

Orlando. And wilt thou have me?

Rosalind.  Come, sister, you shall be the priest and marry us.
— Give me your hand, Orlando.—What do you say, Aliena?

Celia.  Will you, Orlando, have to wife this Rosalind?

Orlando. 1 will.

Rosalind. Ay,' but when?

Orlando. Why now; as fast as she can marry us.

Rosalind. Then you must say, “I take thee, Rosalind, for
wife.”

Orlando. 1T take thee, Rosalind, for wife.

Rosalind.  Now, tell me how long you would keep her after
you have her?

Orlando. Forever and a day.

Rosalind. Say ‘“‘a day,” without the ‘“ever.”” No, no,
Orlando; men are April when they woo, December when
they wed.

Orlando. Tor these two hours, Rosalind, T must leave thee;
I must attend the Duke at dinner. By two o’clock T will
be with thee again.

Rosalind. Ay, go your ways, go your ways; 1 knew what
you would prove. — Two o’clock is your hour?

Orlando. Ay, sweet Rosalind.

[Exeunt, Orlando L., others R.]

' Ay. This word occurs so frequently in Shakespeare that you are
reminded of 1ts pronunciation (i) and 1t meaning (yes). Be careful
not to confuse the word with aye (a), which means always or ever.
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[Curtain down for a moment. Then Prolog appears.]
[Prolog.]
Under! the greenwood tree
Who loves to live with me,
And tune his merry note
Unto the sweet bird’s throat,
Come hither, come hither, come hither:
Here shall he see
No enemy
But winter and rough weather.
[Ezit.]
Rosalind and Celia, strolling back again [R.], are met by
Oliver, [L.].
Oliver. Orlando doth commend him to you both,
And to that youth he calls his Rosalind
He sends this bloody handkerchief. Are you he?
Rosalind. T am. What must we understand by this?
Olwer. Some of my shame, if you will know of me
What man I am, and how, and why, and where
This handkerchief was stained.
Celia. I pray you, tell it.
Oliver.  When last the young Orlando parted from you
He left a promise to rcturn again
Within an hour; and pacing through the forest,
Chewing the food of sweet and bitter fancy, —
Under an oak, whose boughs were moss’d with age,
And high top bald with dry antiquity,
He saw a wretched ragged man, o’ergrown with hair,
Sleeping on his back; about his neck
A snake had wreathed itself; but suddenly,

! An oral reader may recite this lyric here without explanation: it
serves to call attention away from the action, so that the impression
may be given of an interval of time elapsing. For a stage presentation,
especially if no curtain 1s used, Prolog may recite this lyric as an inter-
lude, or the song may be sung off stage. See notes on music, p. 372.
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Seeing Orlando, it unlinked itself,
And, with indented glides did slip away
Into a bush:
A lioness
Lay couching, head on ground, with catlike watch,
When that the sleeping man should stir.
This seen, Orlando did approach the man
And found it was his brother, his elder brother.
CTelia. O, I have heard him speak of that same brother —
The most unnatural that lived ’mongst men.
Rosalind. But to Orlando. Did he leave him there,
Food to the hungry lioness?
Olwer. Twice did he turn his back and purposed! so;
But kindness, nobler ever than revenge,
And nature, stronger than his just occasion,?
Made him give battle to the lioness,
Who quickly fell before him; in which hurtling
From miserable slumber I awaked.
Celia. Arc you his brother?
Rosalind. Was it you he rescued?
Celia. Was it you that did so oft contrive to kill him?
Oliver. ’Twas I, but ’tis not I. I do not shame
To tell you what I was, since my conversion
So sweetly tastes, being the thing I am.
Rosalind. But, for the bloody handkerchief?
Olwer. Upon his arm
The lioness had torn some flesh away,
» Which all the while had bled; and now he fainted
And cried, in fainting, upon Rosalind.
Celia. Why, how now, Rosalind, sweet Rosalind!
Rosalind faints.
Oliver. Look, he recovers.

! purposed (par'pist): intended
2 gccasion: provocation.
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Rosalind. I would I were at home.

Celia. We'll lead you thither.

Olwer. 1Be of good cheer, youth. You a man!
[Exeunt, helping her, I2.]

ACT IV
[Scene, the same] t
There enter Orlando and Oliver [L.|.

Orlando. Is’t possible that on so little acquaintance you
should like her? That but secing you should love her?
And loving woo? And, wooing, she should grant?

Oliver. Neither call the giddiness of it in question, the
poverty of her, the small acquaintance, my sudden wooing,
nor her sudden consenting; but say with me, I love Aliena;
say with her that she loves me; consent with both: it shall
be to your good; for my father’s house and all the revenue
that was old Sir Roland’s will T estate 2 upon you, and here
live and dic a shepherd.

Orlando. You have my consent. Let your wedding be to-
morrow; thither will I invite the Duke and all his con-
tended followers.  Go you and prepare Alicna; for look
you, here comes my Rosalind.

[Oliver leaves R.)
[Enter Rosalind L.}

Rosalind. Your brother and my sister no sooner met but,
they looked; no sooner looked but they loved; no sooner
loved but they sighed; no sooner sighed but they askeyl
one another the reason; no sooner knew the reason than
they sought the remedy; and in these degrees have they
made a pair of stairs to marriage.

! Between Acts III and IV the song “What shall he have that killed
the deer?” may be sung behind the scenes.  See list of musie for As You
Lake It on page 372.

2 estate: bestow.
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Orlando. They shall be married tomorrow, and I will bid
the Duke to the wedding. But, O, how bitter a thing it
is to look into happiness through another man’s eyes!
Tomorrow I shall be at the height of heart-heaviness.

Rosalind.  Why then, tomorrow I cannot serve your turn for
Rosalind?

Orlando. I can live no longer by thinking.

Rosalind. 1 will weary you, then, no longer with idle talking,
If you do love Rosalind, I know into what straits of fortune
she is driven, and it is not impossible for me to set her
before your eyes.

Orlando. Speak’st thou in sober meaning?

Rosalind. By my life, I do; which I value dearly, though I
say I am a magician.

[Exeunt R.)
ACT V
[Scene, the same]
The Duke, Orlando, Oliver, and Jaques have assembled.

Duke. Dost thou believe, Orlando, that the boy
Can do all this that he hath promised?
Orlando. I somctimes do believe, and somctimes do not;
As those that fear they hope,
And know they fear.
Duke. T do remember in this shepherd boy
Some lively touches of my daughter’s favor.
Orlando. My lord, the first time that ever I saw him,
» Methought he was a brother to your daughter.
But, my good lord, the boy is forest-born.
Jaques de Boys ' enters [I.].
Jagques de Boys. Let me have audience for a word or two.
I am the second son of old Sir Roland,
That bring these tidings to this fair assembly.
t Jaques de Boys 1s the brother of Oliver and Orlando.
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Duke Frederick, purposing to take
His brother here and put him to the sword,
Came to the skirts of this wild wood;
But meeting with an old religious man,
Has been convertéd from the world:?
His erown bequeathing to his banished brother,
And all their lands restorca to them again
That were with him exiled.
Duke. Welcome, young man:
Thou offer’st? fairly to thy brother’s wedding.
Rosalind and Celwa enter, dressed as at the court [C].
Rosalind. [To the Duke.] To you I give myself, for I am
yours.
[Gives him her hand.]
[To Orlando.} To you I give myself, for I am yours.
[Orlando takes her other hand.]
Duke. If there be truth in sight, you are my daughter.
Orlando. If there be truth in sight, you are my Rosalind.
Duke. (And to Celia, who now approaches and gives her hands
to Oliver and the Duke.) Oh, my dear nicce, welcome thou
art to me!
Even daughter, welcome? in no less degree. —
Jaques. [Addressing Jaques de Boys.] Sir, if T heard you
rightly,
The Duke hath put on a religious life
And thrown into negleet the pompous court?
Jaques de Boys. e hath.
Jaques. To him will I.  Out of his conversion
There is much to be heard and learned.
Duke. Stay, Jaques, stay.
L converted from the world. The old “religious man" or hermit referred
to has converted him to withdraw from public hife and become a monk.
2 offerest: Jaques de Boys brings a good present to offer at the wedding.

3 Even daughter, welcome: you are as welcome as if you were my
daughter; or I welcome you as an adopted daughter.
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Jaques. To sce no pastime, I.  What you would have
I’ll stay to know at your abandoned cave.
[Exit R.]
Duke. Proceed, proceed. We will begin these rites,
As we do trust they’ll end, in true delights.
[Music, as they exeunt L.] !

ADDITIONAL READINGS

You may be interested in reading some of the other stories in the
complete play of As You Like [t.

Touchstone, the Court Fool.
Act I, Scene ii, lines 60-1572; Scene iii from line 108.
11, iv, 1-19, 41-100; vii, 12-43.
III, ii, 11-171; iii.
V, i, iii, iv, 35-112.
Jaques.
11, i, from 25; v; vii, 1-88.
IIL, ii, 268-312; iii.
1v, i, 1-39; ii.
Adam.
11, iii.
Silvius and Phoebe.
11, iv, 20-43.
I11, iv from 50; v.
1V, iii, 6-74.
V, ii, from 82; iv, 5-25, 126-156.
U [Music, us they exeunt L.]: or the play may end with a dance.

2'The line numbers refer to The Macmillan Pocket Classics edition of
As You Like It.



SHYLOCK

A Short Play from
THE MERCHANT OF VENICS
CAST OF CHARACTERS
ANTONIO (3n-t0'ni-0), a merchant of Venice.
Bassanio (ba-si/ni-0), his friend, and suitor to Portia.
SuyLock (5hrlok), a rich Jew.
Launcerot Gospo (lan’sé-16t gob’s), servant to Shylock.
Jessica (jos't-ka), daughter to Shylock.
Lorenzo (16-rén’zd), in love with Jessica.
GRATIANO (gri-shi-d'nd),
SALANIO (sa-ld'nl-0),
SALARINO (s#-lg-re'nd),
SALERIO (sd-1a'11-0),
TusaL (t@'bdl), a Jew, Shylock’s friend.
Portia (pdr'shad), a rich heiress.
Barraasar (bil-thia'zér), servant to Portia.
The DUKE oF VENICE (vén'ls).
14 reading parts
SETTING: Partly at Venice and partly at Belmont 'bél'mént), Italy.

friends to Antonio and Bassanio.

SYNOPSIS

ActI. Scenel. A street in Venice. Antonio and Bassanio.
Scene 2. The same. Bassanio, Shylock.
Act I1. A street before Shylock’s house. Launcelot, Jessica,
Lorenzo. )
Acr II1. A street tn Venice. Salanio and Salarino, Tubal.
Actr IV. Belmont. A room in Portia’s house. The visit of Lo-
renzo and Jessica, Salerio.
Act V. Scene 1. Venice. A courtof justice. The bond.
Scenc 2. Belmont. Outside of Portia’s house. Lorenzo

and Jessica.
36
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PROLOG-INTRODUCTION t

Note. The Prolog-Introductions are especially useful in case there
are no costumes or scenery. They are largely for the purpose of giving
atmosphere and settings for the plays  They will also serve m a measure
to replace a printed program — which 1s almost a necessity for the play-
lets 1n this book, unless the same matenal can be placed before the
audicnee i some other way.  In a school room of course 1t may be put
upon a sign or written on the blackboard.

The scene is laid in Italy, in the age of the Renaissance. The
city of Venice was one of the beauty spots of the earth, and the
Venetian merchant carried trade to every part of the civibzed world.
To Veniee flowed the gold of the West, the precious things and fine
workmen of the Iast.  The artist, architeet, and fine carver in metals
and wood brought Venice masterpicees of art and left her exam-
ples of design which are her pride to this day, and of richness, beauty,
and delicacy of execution incomparable for all time.

Of one of her ecitizens in the sixteenth century, the Merchant of
Vemee is an example.  Rich, cultured, generous, he is a man who
thoroughly enlisted the sympathy of Shakespeare’s time.  Iis
environment, however, made hun cultivate a rehgious prejudice
against the Jews, who were wronged and mistreated by the Chris-
tians at almost every turn.  Shylock, a Jewish money lender, was
treated by the Merchant with especial insult and contempt.

Small wonder that there burned in Shylock’s soul the embers of
revenge! If Shylock became narrow, his cramped soul was not
entirely his own fault. If you can identity yourself with Shylock
and feel the injustice that is done him, you can realize the bitterness
that welled up m his heart; for from every seed of injustice sown
into this world, there springs up, with weedy strength, revenge.
The story of Shylock’s embittered soul and the terrible lesson that
the Merchant learns through him represent a mightier idea in the
world than merely a good play. Whatever the play may have
meant in Shakespeare’s day, to-day it has beeome a plea for those
who, isolated and looked down upon, cannot be expected to see and
feel and act as other people may. When will ungenerous customs,
un-understanding minds, unsympathetic hearts perceive the disaster
they invite?

! Prolog-I ntroduction  The Prolog lines may be taken by Salerio.
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To all of Shylock’s kind the lesson should be evident. Revenge is a
barren, worthless, futile thing. It never will succeed in anything but
harm unto one’s self.

Other characters to be recognized are Shylock’s daughter, Jessica,
and his servant, Launcelot, who both desert him—one for young
Lorenzo; the other for Bassanio.

The story of Portia and of her wooing by Bassanio cannot be
included, except as the scenes bear directly on the story and experi-
ences of Shylock. Their story is another playlet.

However, Rassanio appears first in our opening scene, accom-
panied by his friend the Merchant, who is named Antonio.

ACT 1T
Scene 1. A street in Venice
Antonio and Bassanio enter [R.}.!

Antonio. Well, tell me now what lady is the same
To whom you swore a sceret pilgrimage,
That you today promised to tell me of.
Bassanio. In Belmont is a lady richly left;?
And she is fair and, fairer than that word,
Of wondrous virtues. Sometimes? from her eyes
I did receive fair speechless messages.
Her name is Portia.
Nor is the wide world ignorant of her worth,
For the four winds blow in from every coast
Renownéd suitors; and her sunny locks
,Hang on her temples like a golden flecee,*
And many Jasons come in quest of her.

1 R., from the right-hand side of the stage as one faces the audience;
L., from the left-hand side; (', from the center (the door or opening at
the back of the stage, in the center).

2 richly left: left a rich orphan.

3 Sometimes* at one time, formerlﬁr. )

4 golden fleece. In Grecian mythology Jason went in quest of the
golden fleece.
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O my Antonio, had I but the means
To hold a rival place with one! of them!
Antonio. Thou know’st that all my fortunes are at seca;
Neither have I money nor commodity
To raise a present?® sum.  Therefore go forth;
Try what my credit can in Veniee do.
That shall be racked, even to the uttermost,
To furnish thee to Belimont, to fair Portia.
Go, presently inquire, and so will T.
[Exeunt Antonio L, Bassanio R.] ¢

[Scene 2 The same]
A little later Bassanio returns, with Shylock [R.).

Shylock. 'Three thousand dueats;* well

Bassanio. Ay, sir, for three months.

Shylock. For three months; well.

Bassanio. For the which, as I told you, Antonio shall be
bound.?

Shylock. Antouio shall become bound; well.

Bassanio. Shali I know your answer?

Shylock. Antonio is a good man; that is, he is sufficient.
Yet his means are in supposition: he hath an argosy®
bound to Tripolis,” another to the Indies, a third at Mexico,
a fourth for England, and other ventures he hath, squan-
dered abroad. But ships are but boards, sailors but men;
there be land-rats and water-rats, water-thieves and land-
thieves, I mean pirates, and then there is the peril of waters,

Lone: any onc.

2 present: immediate.

3Stage directions beginning with the words enter, exu, or emtnt
should not be read aloud, nor should any other expression enclosed 1n
square brackets [ ].

4 ducats (dik’ats): A silver ducat was worth about a dollar.

5 shall be bound. will give his bond; 2. a wntten promise to pay,
sealed with his seal, and with a specmed forfeiture 1n case of nonfulﬁf,
ment.

8 argosy (ar’gd-s!): a large ship

7 Tripolis: pronounced trip’o-lI.
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winds, and rocks. The man is, notwithstanding, sufficient.
Three thousand ducats; I think I may take his bond.

Bassanio. Be assured you may.

Shylock. I will be assured I may; and, that I may be assured,
I will bethink me. May I speak with Antonio?

Bassanio. If it please you to dine with us.

Shylock. Yes, to smell pork; to eat of the habitation which
your prophet the Nazarite! conjured the devil into.2 I
will buy with you, sell with you, talk with you, walk with
you, and so following; but I will not eat with you, drink
with you, nor pray with you. What news on the Rialto??
Who is he comes here?

Bassanio  This is Signior* Antonio.

[Exits L., to meet him.]
Shylock. [Aside.] How like a fawning publican he looks!
I hate him for he is a Christian,
But more for that in low simplicity
He lends out money gratis,® and brings down
The rate of usance® here with us in Venice.
If I can catch him once upon the hip,
I will feed fat the ancient grudge I bear him.
He hates our sacred nation, and he rails,
Even there where merchants most do congregate,
On me, my bargains, and my well-won thrift,
Which he calls interest. Curséd be my tribe
' If T forgive him!
! Nazarite (niiz’a-rit): Nazarene.
® conjured (kiin’jérd) the deml wnto  Matthew vii 31-32 gives the
story of how Jesus allowed the devils he had cast out of two afflicted men

to enter a herd of swine, and of how the swine then ran down nto the

sea and were drowned.

3 Rialto (r1-81't5): the board of trade at Venice, also a certain bridge
near there.

4 Sugnaor (sén’yér): Mr.

5 gratis (gra’tls): for nothing. )

6 usance (z’dns): interest. To charge any interest at all was wrong
according to the Christians of that time.



Courtesy of Belasco  Production of ““The Merchant of Venice
David Warheld as Shylock
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Antonio and Bassanio have entered conversing, and now they
approach.
Antonio. Shylock, although I neither lend nor borrow,
Yet, to supply the ripe wants of my friend,
I'll break a custom.
Shylock. Signior Antonio, many a time and oft
In the Rialto you have rated! me
About my moneys and my usances.
Still have I borne it with a patient shrug,
For sufferance? is the badge of all our tribe.
You call me misbeliever, cut-throat dog,
And spit upon my Jewish gaberdine,?
And all for use of that which is mine own.
Well then, it now appears you need my help.
Go to,* then! You come to me, and you say,
“Shylock, we would have moneys”: you say so —
You, that did void your rheum® upon my beard,
And foot me as you spurn a stranger cur
Over your threshold; moneys is your suit.
What should I say to you? Should I not say,
“Hath a dog money? Is it possible
A cur can lend three thousand ducats?”’
Antonio. T am as like to call thee so again,
To spit on thee again, to spurn thee too.
If thou wilt lend this money, lend it not
As to thy friends,
But lend it rather to thine enemy,
Of whom if he break, thou mayst with better face
Exact the penalty.

Lrated: berated, abused. )

2 sufferance: bearing with patience.

3 gaberdine (giih'cr-den): the long outer garment or frock that the
Jews wore.

4Go to: an expression of admonition or rebuke. The accent, which
falls upon the second word, shows much of the strength of the feeling.

5 rheum: spittle, saliva
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Shylock. Why, look you, how you storm!

I would supply your wants, and take no doit?

Of usance for my moneys.

Go with me to a notary, scal me there

Your single? bond; and, in a merry sport,

If you repay me not on such a day,

In such a place,

Let the forfeit

Be a pound

Of your fair flesh, to be cut off

In what part of your body pleaseth me.
Antonio. Content, i’ faith® I'll seal to such a bond.
Bassanio. You shall not scal to such a bond for me.
Antonio. Why, fear not, man; I will not forfeit it.

Within these two months, that’s a month before

This bond expires, I do expect* return

Of thrice three times the value of this bond.
Shylock. If you will take it, so; if not, adicu.
Antonio. Yes, Shylock, I will scal unto this bond.
Shylock. Then meet me forthwith at the notary’s.
Antonio. Come on; in this there can be no dismay;

My ships come home a month before the day.

[They cross in front of Shylock, and he follows them away R.]

ACT 1I

A street before Shylock’s house
Bassanio enters [R.], tagged at the heels by Launcelot.

Bassanio. [To Launcelot.] What would you?®
Launcelot. Serve you, sir.

Y dout: a Dutch coin of insignificant value.

2 Your single bond  Shylock means that he will require no signatures
of endorsers; Antonio’s own signature will be enough.

39 faath: m faith: pronounced I-fath’.

4 do expect old style for expect. Do 1s not emphatic.

5 What would you? What would you have? What do you wish?
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Bassanio. 1 know thee well; thou hast obtained thy suit.
Shylock thy master spoke with me this day,
And recommended thee,  If thou dost wish
To leave a rich Jew’s service to become
The follower of so poor a gentleman,

Take leave of thy old master, and inquire
My lodging out.
Return in haste, for T do feast tonight
My best estcemed acquaintance.  1lie thee, go.
[Exit Bassanio L.]
Launcelot goes into the Jew's house [(".].
He returns presently with Jessica.

Jessica. T am sorry ' thou wilt leave my father so.
But fare thee well, there is a ducat for thee;
And Launcelot, soon at supper shalt thou see
Lorenzo, who is thy new master’s guest.

(iive him this letter; do it seeretly;
And so farewell.

Launcelot. Adicu! tears stop my tongue.

Jessica.  Farewell, good Launcelot.

She turns to go into the house, and thinking Launcelot gone, says,
half to herself,

() Lorenzo,
If thou keep promise, T shall end this strife,
Become a Christian, and thy loving wife.
(Bt Jesseea.

Launcelot mores away regretfully, and from looking backward
and not watehing where he 1s going, almost bumps into Lorenzo and
Gratwano, who are entering 1L .

Lorenzo.  Friend Launcelot, what’s the news?

Launcelot. I it shall please you to open this [Gives him the
letter], it shall seem to signify.

Ysorry  Jessiea regrets Launcelot’s departure not only out of polite-
ness, but beeause Shvloek’s household s naturally a very sad and solemn
one, and Launcelot, who has been one of the servants, 15 a merry fellow
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Lorenzo. 1 know the hand; in faith, ’tis a fair hand,
And whiter than the paper it writ on
Is the fair hand that writ.

Gratiano. Love-news, in faith.

Launcelot. By your leave, sir.  [He s going.]

Lorenzo. Whither goest thou?

Launcelot. To bid my old master the Jew to sup tonight
with my new master the Christian.

Lorenzo. 1old,' here, take this [a letter]. Tell gentle Jessica
I will not fail her; speak it privately.

[Exit Launcelot L., after glancing once or twice in the direction

of the house but deciding to find Shylock before he delivers Lorenzo’s
letter to Jessica.]

[To Gratiano.] WIill you prepare you for this masque? to-
night?
I am provided with a torch-bearer.
Gratiano. Was not that letter from fair Jessica?
Lorenzo. I must needs tell thee all.  She hath directed
How I shall take her from her father’s house,
What gold and jewels she is furnished with,
What page’s suit she hath in readiness.
Come, go with me; peruse this [Hands him the letter.] as
thou goest.
Fair Jessica shall be my torch-bearer.
[Ereunt R |

Dusk.

Shylock and Launcelot come, Shylock speaking to Launcelot a8 he
begins to read the letter.
Shylock.  Well, thou shalt see, thy eyes shall be thy judge,
The difference of old Shylock and Bassanio. —
Jessica!

Y Hold: wait. 2 masque (mask): masquerade.
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[Enter Jessica from house.]

Jessica. Call you? What is your will?
Shylock. I am bid forth to supper, Jessica.
There are my keys. — But wherefore should I go?
I am not bid for love; they flatter me.
But yet I'll go in hate, to feed upon
The prodigal Christian, — Jessica, my girl,
Look to my house. T am right loath to go:
There is some ill a-brewing towards my rest.
Launcelot. 1 beseech you, sir, go. My young master doth
expect you.

As Shylock reads, Launcelol gives Lorenzo’s letter to Jessica.
She glances at it sccretly and hudes it. [Masque music in dislance.)

Shylock. What, are there masques?'  Hear you me, Jessica.
Lock up my doors; and when you hear the drum
And the vile squealing of the fife,
Clamber not you up to the casements then,
Nor thrust your head into the publie street
To gaze on Christian fools,
But stop my house’s ears, I mean my casements.
Let not the sound of shallow foppery enter
My sober house. — By Jacob’s staff, T swear
I have no mind of feasting forth tonight;
But I will go. — Go you before me, sirrah; ?
Say I will come.
Launcelot. T will go before, sir. —Mistress, look out at window,
.for all this;
There will come a Christian by,
Will be worth a Jewess’ eye.

[Exit R.]

1 are there masques? It may be assumed that Shylock has learned of
the masques from the letter.

2sirrah (sir'a): a term of familiar address in Shakespearc's time,
usually used toward servants.
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Shylock. What says that fool, ha? I part with him
To one that I would have him help to waste
is borrowed purse. Well, Jessica, go in.
Perhaps I will return immediately.
Do as I bid you, shut! doors after you.
[Exit L]
Jessica.  Farewell; and if my fortune be not crossed,?
I have a father, you a daughter, lost.
[Exit C.]

Darkness falls, and Gratuuno and Salarino approach in the
shadows [1..].
Salarino. Ilere comes Lorenzo. Ilis hour is almost past.
[Enter Lorenzo R.]
Lorenzo. Sweet friends, your patience for my long abode.
Here dwells my father Jew. — Ho' who's within?
[Enter Jessiwca, above, in boy’s clothes.]
Jessica.  'Who are you?
Lorenzo. Lorenzo, and thy love.
Jessica.  Lorenzo, certain, and my love indeed,
For whom love I so much?  And now who knows
But you, Lorenzo, whether I am yours??
Lorenzo. Heaven and thy thoughts are witness that thou art.
Jessica. Here, cateh this casket;! it is worth the pains.
[T'osses 1t down.]
Lorenzo. We are stayed for at Bassanio’s feast.
Jessiea. T will make fast the doors, and gild myself
With some more ducats, and be with you straight.
[Exit above.)

1 shut: lock.

2 crossed - thwarted.

3. 0ho knows but you . . . whether I am yours? Who but you will recog-
nize me in these bov's clothes?

teasket: a small box, probably filled with jewels and money.
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Gratiano. Now, by my hood, a Gentile and no Jew.!
Lorenzo. Beshrew me but I love her heartily;
For she is wise, if I can judge of her,
And fair she is, if that mine eyes be true,
And true she is, as she hath proved herself.
[To Jessica, who comes masked.] Come, for you must be my
torch-bearer.
Jessica. Cupid himself would blush to see me thus
Transforméd to a boy.
Lorenzo. On, gentlemen; away!
Our masking mates by this time for us stav.
[Exit with Jessica and Salariro R.

Gratiano. while departing in the opposite direction from the
others, ts met by Antonio [L.].
Antonro. Who's there?
Gratiano. Signior Antonio!
Antonio. Fie, fie, Gratiano! where are all the rest?
"Tis nine o’clock: our friends all wait for vou.
No masque tonight; the wind is come about,
Bassanio presently will go aboard.
I have sent twenty out to seck for you.
[Exeunt L.]

The scene becomes darker still, till Shylock returns to his house.t

Shylock. Jessical — Jessica! — Jessica! —
[He breaks wnto the house and strikes o hght. e remains but a few
seconds; then he bursts out again ]
My daughter! O my ducats! O my daughter!
Fled with a Christian! ) my Chrnistian ducats!
Justice! the law! my ducats, and my daughter!
[Exit L.)

t Now, by my hood, a Gentile and no Jew Gratiano is wearing a black
masking costume with a hood. Gratiano calls Jessica a Gentile because
he thought it was a Gentile trick to run away with Shylock’s money.
The public in those days enjoyed any trick plaved on a Jew.

2 The fragment of a scene beginning here is an interpolation from
another part of the play, and may be omitted. It 18 comm»n practice
?‘f_ t{lxe theatre, however, to let the audience witness Shylock’s return to

is house.
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ACT III
A street in Venice
Salanio and Salarino [enter L.].

Salanio. Now, what news on the Rialto?

Salarino.  Why, Antonio hath a ship of rich lading! wrecked
on the narrow seas;® the Goodwins, I think they call the
place; a very dangerous flat, where the carcases of many a
tall ship lie buried.

Salanio. I would it might prove the end of his losses.

Shylock enters [R.].
How now, Shylock! what news among the merchants?

Shylock. -— You knew, none so well, none so well as you, of
my daughter’s flight.

Salarino.  That’s certain. I, for my part, knew the tailor
that made the wings she flew withal.?

Shylock. My own flesh and blood to rebel!

Salarino. But tell us, do you hear whether Antonio have
had any loss at sea or no?

Shylock. There I have another bad mateh: a bankrupt, a
prodigal, who dare scarce show his head on the Rialto; a
beggar, that was used to come so smug upon the mart;?*
let him look to his bond. e was wont to lend money for
a Christian courtesy; let him look to his bond.

Salarino.  Why, T am sure, if he forfeit, thou wilt not take
his flesh.  What’s that good for?

Shylock. To bait fish. If it will feed nothing else, it will
feed my revenge. He hath disgraced® me, and hindered
ading (1ad"Ing): cargo
2 the narrow seas® the Enghsh Channel. The Goodwin Sands were

the scene of many a disastrous wreck.
3ythal: an emphatie form of with.

4 mart: market
8 disgraced: lowered me m the estimation of others.
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me half a million;! laughed at my losses, mocked at my
gains, scorned my nation.— 1 am a Jew. Iath not a
Jew eyes? IMath not a Jew hands, senses, affections, pas-
sions; fed with the same food, hurt with the same weapons,
healed by the same means, warmed and cooled by the same
winter and summer, as a Christian is? If you prick us,
do we not bleed? If you tickle us, do we not laugh? If
you poison us, do we not die? And if you wrong us, shall
we not revenge?  If a Jew wrong a Christian, what is his
humility?? Revenge. If a Christian wrong a Jew, what
should his sufferance be by Christian example? Why,
revenge. The villany you teach me, I will execute, and it
shall go hard but I will better the instruction.

Salerio appears [L 1.
Salerio. Gentlemen, Antonio is at his house and desires to
speak with you both.
Salarino. 'We have been up and down to seek him.
[Salerio, Salanio, and Salarino exeunt L.]

Tubal eniers [R.].

Shylock. Tlow now, Tubal! what news from Genoa? Ilast
thou found my daughter?

Tubal. 1 often came where I did hear of her, but cannot
find her. — Antonio hath an argosy cast away,’ coming
from Tripolis.

Shylock. I thank God, I thank God. TIs’t true, is’t true?

Tubal. 1 spoke with some of the sailors that escaped the
*wreck.

Shylock. 1 thank thee, good Tubal; good news, good news!

Tubal. Your daughter spent in Genoa, as I heard, in one
night fourscore ducats.

Lhalf a malluon: probably half a mullion ducats.
2 humility- humanity.
2 an argosy cast away: a large merchant vessel wrecked.
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Shylock. Thou stick’st a dagger in me: I shall never see my
gold again.

Tubal. There came divers! of Antonio’s creditors in my
company to Venice, that swear he cannot choose but
break.

Shylock. T am very glad of it. I'll plague him; T'll torture
him. I am glad of it.

Tubal. One of them showed me a ring that he had of your
daughter for a monkey.

Shylock. Out upon her! Thou torturest me, Tubal. It was
my turquoise; I had it of Leah when I was a bachelor. I
would not have given it for a wilderness of monkeys.

Tubal. But Antonio is certainly undone.

Shylock. 'That’s true, that’s very true.

[Ereunt.]

ACT IV

Belmont. A room in Portia’s house

Bassanio enlers [R.] with Portwa, her hand resting upon his arm.
A moment later there enter [L.] Lorenzo, Jessiea, and a messenger from
Veniee—Salerio.

Bussaniwo.  Lorenzo and Salerio, welcome hither,
If the youth of my new interest here
Have power to bid you welcome. — By your leave,
I bid my friends and countrymen,
Sweet Portia, welcome.
Portia. So do I, my lord;®
They are entirely welcome.
Lorenzo. 1 thank your honor.
Salerio. Signior Antonio
! dwers (di'vérs): different ones.

2y lord* Portia’s term of respectful address to the man who 1s to
become her husband.
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Commends him?! to you. [(lives Bassanio a letter.]
Bassanio. Ere I ope his letter,

I pray you, tell me how my good friend doth.
Salerio.  His letter there will show you his estate.?

[Bassanio reads.]

Portia. There are some shrewd ¥ contents in yon same paper,
That steal the color from Bassanio’s cheek.
— What, worse and worse!
With leave, Bassanio; I am half yourself.

[Comes up and with lam looks at the letter.)

Bassanio. O sweet Portia, here are a few of the unpleasantest
words
That ever blotted paper! — Is it true, Salerio?
Have all his ventures failed? What? not one hit?
From Tripolis, from Mexico, and England,
From Lisbon, Barbary, and India?
And not one vessel scape the dreadful touch
Of merchant-marring rocks?

Salerio. Not one, my lord.
Besides, it should appear, that if he had
The present money to discharge the Jew,

He would not take it.

Bassanio. [Reads.] “Sweet Bassanio, my ships have all
miscarried, my creditors grow cruel, my estate is very
low, my bond to the Jew is forfeit; and since in paying
it, it is impossible I should live, all debts are cleared be-
tween you and me, if T might but sce you at my death.
Notwithstanding, use your pleasure; if your love do not
persuade you to come, let not my letter.”

Portia. O love, dispatch all business, and be gone!

! commends ham* commends himself, asks to be remembered.

2 estate* condition
3 shrewd - keen, panful, or evil.
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Bassanio. Since I have your good leave to go away,
I will make haste; but, till I come again,
No bed shall ¢’er be guilty of my stay,
No rest be interposer ‘twixt us twain.
[Exeunt L.)

A moment later Portia comes back with Lorenzo, Jessica, and her
servant Balthasar.
Portia. Lorenzo, I commit into your hands
The husbandry and manage! of my house
Until my lord’s return. I do desire you
Not to deny this imposition,*
Which my love and some necessity
Now lays upon you.
Lorenzo. Madam, with all my heart
I shall obey you in all fair commands.
Portia. My people do already know my mind,
And will acknowledge you and Jessica
In place of Lord Bassanio and myself.
And so farcwell till we shall meet again.
[Exeunt Jessica and Lorenzo R.]
Now, Balthasar, take this same letter, [(fwes letter.]
And use thou all the endeavor of a man
In speed to Padua. See thou deliver this
Unto my cousin, Doctor Bellario.
And, look, what ® notes and garments he doth give thee,
Bring them
To the ferry
Which trades to Venice. Waste no time in words,
But get thee gone. I shall be there before thee.
[Exeunt L.]
1 husbandry and manage: stewardship and management.

2 imposition: the word oniginally meant command.
8 what: whatever.
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ACT V
Scene 1. Venice. A court of justice

There enter the Duke [altended),r Antonio, Bassanw, Gratianc
Salervo, and others ®

Duke. TIs Antonio here?
Antonio.  Ready, so please your Grace.
Duke. T am sorry for thee.  Thou art come to answer
A stony adversary, an inhuman wretch
Void and empty from any dram of merey.
Antonio. Since he stands obdurate, T do oppose
My patienee to his fury and am armed
To suffer with quietness of spirnt.
Duke. Go one,
And call the Jew into the court.
Salerio. e is ready at the door. e comes, my lord.

[Enter Shylock R.]

Duke. Make rooin, and let him stand before our face.
Shylock, the world thinks, and I think so too,
That thou but lead’st this fashion of thy malice
To the last hour; and then ’tis thought
Thou’lt show thy merey and remorse more strange
Than is thy strange apparent cruelty.

We all expeet a gentle answer, Jew.

Shylock. 1 have told you what my purpose is;
And by our holy Sabbath have T sworn
To have the due and forfeit of my bond.

!attended 1 'The number of attendants will be governed by the num-
ber of extra actors and costumes available.

2 others. Salanio, Salarino, and Balthasar. To mcrease the <plendor
of the impression, a number of the attendants, or even these three (dis-
guised) might be dressed in long red gowns, as senators or advicors of
the court.

3 remorse: pity.
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If you deny it, let the danger light

Upon your charter! and your city’s freedom.
Bassanio. For thy three thousand ducats here is six.
Shylock. If every ducat in six thousand ducats

Were in six parts, and every part a ducat,

I would not draw them; I would have my bond.
Duke. How shalt thou hope for merey, rendering none?
Shylock. The pound of flesh, which T demand of him,

Is dearly bought; 'tis mine and I will have it.

If you deny me, fie upon your law!

There is no force in the decrees of Venice.

I stand for judgment! Answer: shall I have it?
Duke. Upon my power I may dismiss this court,

Unless Bellario, a learned doctor,

Whom I have sent for to determine this,

Come here today.

Salerro. My lord, here stays without

A messenger with letters from the doctor,

New come from Padua.

Duke. Bring us the letters.

Salero brings [L.] a letter, which the Duke reads at length
[until his next speech].
Bassanio. Why dost thou whet thy knife so earnestly??
Shylock. To cut the forfeiture from that bankrupt there.
Gratiano. Not on thy sole, but on thy soul, harsh Jew,
Thou mak’st thy knife keen. Can no prayers pierce
thee?
Shylock. No, none that thou hast wit? cnough to make.
Gratiano. O, thou dog!
charter. Shakespeare was thinking of Venice as a city which held a
charter, as was the common case in England then. Such a charter

could be revoked by the national government i case the city abused

the rights granted it to administer laws.
2 whet thy knafe so earnestly. Shylock sharpens his knife on his shoe.

3 wit: intellect, sense.
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Shylock. 'Till thou canst rail the seal from off my bond,
Thou but offend’st ! thy lungs to speak so loud.

Duke. This letter from Bellario doth commend
A young and learnéd doctor to our court.
Where is he?

And Portia enters [L.], disguised as a doctor of laws.2

Give me your hand. Come you from old Bellario?
Portia. 1 did, my lord.
Duke. You are welcome; take your place.

[Portia assumes a place near the Duke.]

Portia. Is your name Shylock?
Shylock. Shylock is my name.
Portia.  Of a strange nature is the suit you follow.
[To Antonio.] Do you confess the bond?
Antono. I do.
Portia. Then must the Jew be mereiful.
Shylock. On what compulsion must 1?7 Tell me that.
Portia.  'The quality of merey is not strained.?
It droppeth as the gentle rain from heaven
Upon the place beneath. It is twice blest:
It blesseth him that gives, and him that takes.
"T'is mightiest in the mightiest: it becomes
The thronéd monarch better than his erown.
His sceptre shows the force of temporal power,
The attribute to awe and majesty,
Wherein doth sit the dread and fear of kings;
But merey is above this sceptred sway;
It is enthronéd in the hearts of kings;
1t is an attribute to God himself;
Loffend'st injurest
2 disqiesed as doctor of laws: m a black cap and gown.

3strained: forced. Portia means that the nature of mercy compre-
hends acting freely, not under compulsion.
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And earthly power doth then show likest God’s
When mercy scasons! justice. Therefore, Jew,
Though justice be thy plea, consider this,
That, in the course of justice, none of us
Should see salvation. We do pray for merey,
And that same prayer doth teach us all to render
The deeds of merey.
Shylock. My deeds upon my head! T erave the law.
Portia. Is he not able to discharge the money?
Bassanio.  Yes, here I tender it for him in the court;
Yea, twice the sum. If that will not suffice,
I will be bound to pay it ten times o’er,
On forfeit of my hands, my head, my heart.
If this will not suffice, it must appear
That malice bears down truth.*  And I beseech you,
Wrest once the law to your authonty;
To do a great right, do a little wrong,
And curb this eruel devil of his will.
Portia. It must not be; there is no power in Venice
(Can alter a deeree establishéd.
"Twill be recorded for a precedent.
Shylock. A Daniel come to judgment! yea, a Daniel!
) wise young judge, how T do honor thee!
Portia. I pray you, let me look upon the bond.
Shylock. Here ’tis, most reverend doctor, here it is.
Portia.  [After reading it.] The bond is forfeited.
Antonio.  Most heartily I do beseech the court
To give the judgment.
Portia. Antonio, lay bare your bosom.
1 geasons: tempers, softens, makes a little casier.
< truth: honesty of purpose; that 1s, offering to pay the money. There
is in this thought of Bassanio’s (that “malice bears down truth”) the idea

of the balances, or scales, of justice, in which malice seems to be out-
weighing honest intention.
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Shylock. Ay, his breast;
So says the bond; doth it not, noble judge?
“Nearest his heart”; those are the very words.
Portia. Come, merchant, have you anything to say?
Antonto. But little; I am armed and well prepared.—
(iive me your hand, Bassanio; fare you well!
Shylock. We trifle time. 1 pray thee, pursue sentence.
Portia. A pound of that same merchant’s flesh is thine.
Shylock. Most learnéd judge! A sentence! — Come, pre-
pare!
Portta.  Tarry a little;
This bond doth give thee here no jot of blood;
The words expressly are “a pound of flesh.”
Take then thy bond;
If thou dost shed
One drop of Christian blood, thy lands and goods
Are, by the laws of Venice, confiscate.
Shylock. 1Is that the law?
Gratiano. O learnéd judge! Mark, Jew: a learnéd judge!
Shylock. T take this offer, then; pay the bond thrice
And let the Christian go.
Portia.  Soft!
The Jew shall have all justice.
He shall have nothing but the penalty.
(ratiano. O Jew! an upright judge, a learnéd judge!
A second Daniel! A Daniel, Jew!
Portia. Why doth the Jew pause? — Take thy forfeiture.
Shylock. (Give me my principal, and let me go.
Bassanio. Here it is.
Portia.  Thou hast refused it in the open court.
Thou shalt have nothing but the forfeiture;
Take it at thy peril, Jew.
Shylock. Why, then the devil give him good of it!
I'll stay no longer question.
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Portia. Tarry, Jew:

T'he law hath yet another hold on you.

It is enacted in the laws of Venice,

If it be proved against an alien

That he attempt

Or seck the life of any citizen,

The party ’gainst the which he doth contrive
Shall seize one half his goods; the other half
Comes to the coffer of the state;

And the offender’s life hes in the merey

Of the Duke only.

Down therefore and beg merey of the Dulke.

Duke. That thou shalt see the difference of our spirits,
I pardon thee thy life before thou ask it.

For half thy wealth, it is Antonio’s;
The other half comes to the general state.

Shylock. Nay, take my life and all; pardon not that.
You take my house when you do take the prop
That doth sustain my house; you take my life
When you do take the means whereby 1 live.

Antonio.  So please iy lord the Duke and all the court
To quit! the fine for one half of his goods,

Two things provided, that

He presently become a Christian;

The other, that he do record a gift,

Here in the court, of all he dies possessed,
Unto his son Lorenzo and his daughter,

Ruke. He shall do this, or else I do recant
The pardon that I late pronouncéd here,

Shylock. 1 pray you, give me leave to go from hence.
I am not well. Send the deed after me,

And T will sign it.
[Exit L] [Exeunt R.]

! quat: remit, waive.
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Scene 2. Belmont. Outside Portia’s house.
Lorenzo and Jessica [enter R.]).}

Lorenzo. 'The moon shines bright. In such a night as this,

When the sweet wind did gently kiss the trees

And they did make no noise, in such a night

Troilus® methinks mounted the Troyan® walls,

And sighed his soul toward the Grecian tents,

Where Cressid lay that night.
Jessica. In such a night,

Medea* gathered the enchanted herbs

That did renew old Alson.
Lorenzo. In such a night

Did Jessica steal from the wealthy Jew,

And with an unthrift love did run from Venice

As far as Belmont.
Jessica. In such a night

Did young Lorenzo swear he loved her well,

Stealing her soul with many vows of faith

And ne’er a true one.
Lorenzo. In such a night

Did pretty Jessiea, like a little shrew,

Slander her love, and he forgave it her.

How sweet the moonlight sleeps upon this bank!

Here will we sit and let the sounds of musie

Creep in our ears. Soft stillness and the night

Become the touches of sweet harmony.

1 There are only a very few hines in this scene, and yet the scene means
a great deal mn showing the happiness of Lorenzo and Jessica and of
Portia and Bassanio

2 Trodus (T'ro't-lis).  Troilus, one of the sons of Priam, was in love
with Cressida (krés'l-da), who was taken by the Greeks in an exchange
of prisoners

3 Troyan (tror’-dn). See map, page 38, for the site of ancient Troy,
the scene of Homer's Thad.

4 Medea (mt'dt’a). Medea restored the youth of Jason’s father,
Aison (&'son), through a broth of magie herbs.
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Sit, Jessica. Look how the floor of heaven

Is thick inlaid with patines ! of bright gold:
There’s not the smallest orb which thou behold’st
But in its motion like an angel sings.

Music from inside the house. And while Lovenzo and Jessica
sit entranced, there pass along the avanue across the back of the stage
[L. to R.] the rewmted lovers, Porta and Bassanio, conversing
happily, and quietly enough not to disturb Lorenzo and Jessica.

Jessica. I am never merry when T hear sweet music.
Lorenzo. 'The reason is, your spirits® are attentive?;

The man that hath no musie in himself,

Nor is not moved with concord of sweet sounds,

Is fit for treasons, stratagems, and spoils.

The motions of his spirit are dull as night

And his affections dark as Iirebus.?

Let no such man be trusted. Mark the musie.

[Curtain.]

ADDITIONAL RIADINGS
From the complete play of The Merchant of Vence

Bassanw and Portue.

Bassanio, though a spendthnft, 1s m other respeets quite estimable.
Portia 15 one of the most beautiful characters i Shakespeare  Some
of her specches are so fine that they become food for thought throughout
a hfetime remembrance of her.

Act I, Scene 1 from line 57%; Secene ii.
11, 1, viy, 1X.

111, n, .

1 patines (pitins): tiny gold plates; the stars.

2 sparats: mind

3 gitentwe: concentrated upon serious thoughts

4 Erebus (8r'-8-biis): the dark and gloomy entrance to Hades.

5 The line numbers refer to The Macmulan Pocket Classies edition of

The Merchant of Venuce.
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1V, i, beginning 137; ii.

V, i, beginning 89.
Antonio, the Merchant.

1, i

11, viii.

111, i,

1V, 1.

V, i, from 255.

Gratiano and Nerissa.

Gratinno is one of the most talkative of Antonio’s friends. His
tongue is constantly running away with him, and the appropriateness of
his remarks is often less evident than his good nature.  Nerissa is Portia's
waiting maid.

1, i, 73-118; ii.

11, ii, from 171.

11, ii, 186-215; iv, 57.

1V, i, from 113; ii.

V, i, from 142,

Launcelot Gobbo.

Launcelot is one of the rare comedians that Shakespeare loved te
sandwich into his serious themes.

11, ii, 1-165; iii, v.

11 v.

vV, i, 39-48.



BRUTUS AND CASSIUS

A Short Play from
JULIUS CAISAR
DRAMATIS PERSON/E

Jurius Camsar (jul'yls so'zar).
Ocravius CxEsAR (0k-ta'vI-lis s¢'zar), triumvirs  after  the
Marcus ANTONIUS (meir'kis An-to'nl-us), death of Julius Cwsar.
Marcus Brurus (mdr'kis broo’tis),
Cassius (kdsh'us),
JascA (kis'ka),
TrEBONIUS (tré-bo nl-is),
Decius Brutus (d@’shiis broo’tis),
MeTeLLUS CIMBER (m&-t3l'us stim’bér),
CinNa (sin'a),
Lucinius* (10o-<I'll-is),
TrriNtus (ti-t'nl-us),
MEssAaLA (mé-si'la), friends of Brutus and Cassius.
Younag Caro* (ki'td),
VorumNius* (vo-lam'ni-us),
Crrrus* (kli'tas),
STRATO* (Stria'to), servants of Brutus.
Luctus (100'shils),
Darpantus* (dar-di'ni-is),
Pinparus* (pIn’da-rits), servant of Cassius.
A Servant* of Octavius.
First Soldier.*
Second Soldier.*
Four Citizens.*

conspirators against Jul-
tus Cuwesar.

27 reaXinE pa—rE;. *
SerriNe: Rome: the netghborhood of Sardis (siir'dls); the neiyhborkood
of Philippi (f1-lip'1); 44 to 42 B.C.

* Cast reducible from 27 to 13, if during the latter part of the pla
Casca becomes Pindarus; Trebonius, Strato; Decius Brutus, botK
Young Cato and Dardanius; Metellus Cimber, Lucilius; Cinna, Volum-
nius; Lucius, Clitus; and Cesar by taking pains to change his char-
acterization assumes the roles quite different from his own of the First
Soldier and Octavius’ servant; Octavius in the same way assumes the
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SYNOPSIS

Act I. A public place. Cassius and Brutus.

Act 1L, In Brutus’ garden. Brutus and Lucius. The conspirators.

Act 111, Scene 1. The steps leading to the area before the Roman
Capitol. The assassination.  Antony.

Scene 2. The Roman Forum. Antony speaking at Caesar’s

funeral.

Act IV. A camp near Sardis. Brutus’ tent. Brutus, Cassius,
the ghost of Julius Caesar.

Act V. The plawns of Phalippi. The battle. Octavius and An-
tony victorious.

PROLOG-INTRODUCTION

The playlet deals with the patriots who tried to save the Roman
republic in 12 B.c., when the admiration of the people for Julius
Cwsar threatened to overturn the repubhic for a monarchy.  Julus
Cuwesar was one of the greatest men of history, and the brilliance of his
conquests almost deified hun for the common people.  Some of his
former associates, however, remembered that he was a man of physi-
cal frailty and ordinary human weaknesses.

It was on account of these weaknesses that Cassius attacked
Cwesar.  Casstus was alert and understanding, but fiery-souled and
unable to endurce the sight of human frailty paraded as royal and
immortal, as Cwesar alinost claimed to be. Brutus, on the other
hand, loving, noble, exquisite, struck at Caesar because he could not
bear the thought that Rome might make him king.

Rome had been a republie for nearly 450 years; now it was chang-
ing into an empire through the foree of circumstance and the strength
and personality of one man. The patriots struck. They assassi-
nated Casar. But thewr purposes failed, as the purposes of those will
fail who try to bring their ways about through force, as by the
murder of a man whom the good will and choice of a majority of
thewr countrvimen support.
rdle of the Second Soldier; and the four conspirators, Casca, Trebonwus,
Metellus Cunber, and Cinna, lend their voices to speak for the four
atizens (who may appear only by their voices).  As many supernumerary

soldiers, senators, and citizens as are desired may appear.
* The Prolog lines may be assigned to Lucius.
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It was not possible in such a way to stem the tide. Casar had
been of untold benefit to Rome. The worship of the hero, corrupt
politics, and the defects of its governmental system were sweeping
Rome onward toward empire or dissolution. Without a represen-
tative form of government, the republic could not live—and repre-
sentation was unknown.

Rome fell into the hands of Antony, Lepidus, and the nephew of
Casar, Octavius. Octavius became the future emperor Augustus,
and ruler of an empire that lasted five hundred years, the finest
nation, in many respects, that the world has known before or sinee.
And not until the political reformations of the eighteenth century
was the dream of Brutus and Cassius realized, the dream of nations
guided without prejudice or fear, and under the control of sincere,
wise, honest citizens.

The characters, Shakespeare took from Plutarch; and Brutus and
Cassius, as they walk before us, speak largely the very words in
translation that the ancient biographer handed down for them.

Nore. Two parts of scenes in this playlet are printed in smaller
type than the rest. They will have to be omitted to make the play-
let read in forty minutes.

ACT 1
Scene, a public place

A hubbub of cheering can be heard, and, as the curtain rises,
the last files of a procession and the stragglers of a great crowd of
citizens can be seen leaving the stage! [R.].

Cassius detains Brutus, and they remain behind, their conver-
sation interrupted momentarily by the shouting of the people [R.].

A trumpet sounds.

Cassius. Will you go see the order of the course?? .
Brutus. Not I. [Shakes his head sadly.]

! leaving the stage. If the playlet is to be presented without a curtain,
the procession and crowd of citizens may have to be omitted.

2 order of the course  As part of the ceremonies of the religious holidav,
which was the feast of shepherds or herdsmen, Antony was to run “a
course’’ through the streets, naked, except for a girdle abnut his muddle,
striking right and left with a whip of goat’s hide.
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Casstus. 1 pray you, do.
Brutus. I am not gamesome; I do lack! some part
Of that quick spirit that is in Antony.
Let me not hinder, Cassius, your desires;
I'll leave you.
Cassius.  Brutus, I do observe you now of late;
I have not from your eves that gentleness
And show of love I used to have.?
Brutus. (assius,
Be not deeeived.  If T have veiled my look,
I turn the trouble of my countenance
Merely upon myself.  Vexed I am
Of late with passions of some difference,?
(‘oneeptions only proper to myself.!
Cassius.  Then, Brutus, I have much mistook your passion.
Tell me, good Brutus, can you sce your face?
Brutus. No, ('assius; for the ceye sees not itself
But by reflection, by some other thing.
Casstus. "Tis so;
And it is very much lamented, Brutus,
That you have no such mirrors as will turn
Your hidden worthiness into your eye,
That you might sce your shadow.” I have heard,
Where many of the best respeet in Rome,
Except inmortal Ceaesar,® speaking of Brutus

Ldo lack- old style for lack  The do1s not emphatie

2 show of love I used to have  Cassius had married Brutus’ sister, but
forsome time, on account of political rivalry for the office of chief praetor,
there had been a coolness between them.  Brutus had been clected
largelv through the mfluence of Juhus Ciesar, 1t was said.

3 passions of some difference  dhscordant or confhicting emotions

4 Coneeptions only proper to myself 1deas which I feel I ought to keep
to myself.

5 <hadow The word had a wider meaning in Shakespeare’s time. Tt
included also the meanimg of mnage or portrait; in this instance a very
mtimate and deep revealing portrat

8 Except immortal Ceesar. This 1s meant ironically.
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And groaning underneath this age’s yoke,
Have wished that noble Brutus had his eyes.
Brutus. Into what dangers would you lead me, Cassius,
That you would have me scek into myself
For that which is not in me?
Cassius. Therefore, good Brutus, be prepared to hear;
And since you know you cannot see yourself
So well as by reflection, I, your glass,
Will modestly discover to yourself
That of yourself which you yet know not of.
[A trumpet sounds.]
A great shout Us heard [R.].  Brutus and Cassius cross the stage
anxously and look into the distance [R.].
Brutus. What means this shouting? 1 do fear the people
Choose Ceesar for their king.
Cassius. Ay, do you fear it?
Then must I think you would not have it so.
Brutus. 1 would not, Cassius; yet I love him well.
But wherefore do you hold me here so long?
What is it that you would impart to me?
If it be aught for the general! good,
Set honor in one eye and death in the other,
And T will look on both indifferently ;?
For let the gods so speed® me as I love
The name of honor more than I fear death.
Cassius. I know that virtue to be in you, Brutus,
As well as T do know your outward favor.?
Well, honor is the subject of my story.
I cannot tell what you and other men
Think of this life; but, for my single self,
I had as lief not be as live to be
In awe of such a thing as I myself.

L general: public. ) 3 speed- prosper.
2andifferently: without emotion. 4 favor: looks, appearance.
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I was born free as Cwsar, so were you;

We both have fed as well, and we can both
Endure the winter’s cold as well as he;

For once, upon a raw and gusty day,

The troubled Tiber! chafing with her shores,
Ceesar said to me, **Darest thou, (‘assius, now
Leap in with me into this angry flood,

And swim to yonder point?”  Upon the word,
I plungéd in and bade?* him follow.

The torrent roared, and we did buffet it

With lusty sinews.

But ere we could arrive the point proposed,
Cesar cried, “Help me, C(assius, or I sink!”’

I, as .Eneas,® our great ancestor,

Did from the flames of Troy upon his shoulder
The old Anchises ! bear, so from the waves of Tiber
Did I the tired Ceesar.

[Shouting R.]
And this man

Is now become a god, and (Cassius is

A wretehed ereature, and must bend his body8

If Caesar carclessly but nod on him.

He had a fever when he was in Spain,

And when the fit was on him, T did mark

How he did shake — ’tis true, this god did shake.
His coward lips did from their color fly,*

And that same eye whose bend” doth awe the world
.Did lose its lustre; I did hear him groan.

Ay, and that tongue of his that bade the Romans
1 Tiber (t1'bér). the Tiber Raiver.

2 bade (bid): commanded; mvited

3 Eneas (-nd'as): the mythological founder of Rome.

4 Anchises (in-ki'séz)

8 bend hus body. bow.

¢ The color fled from his lips; ¢f a coward flying from his colors.

? bend: glance when 1t 1s turned toward them.
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Mark him and write his speeches in their books,
Alas, it eried, “Give me some drink, Titinius,”
As a sick girl. Ye gods, it doth amaze me
A man of such a feeble temper * should
So get the start of the majestie world
And bear the palin? alone.
[Loud and prolonged shouting R.]
Brutus.  Another general shout!
I do believe that these applauses ave
For some new honors that are heaped on (Ciesar.
Casseus listens a moment until he can bear it no longer.
Casstus.  Now, in the names of all the gads at once,
Upon what meat doth this our Cesar feed,
That he is grown so great?
Rome, thou hast lost the breed of noble bloods!
When went there by an age, since the great flood,
But it was famed with more than with one man?
), vou and [ have heard our fathers say
There was a Brutus once that would have brooked ?
The eternal devil to keep his statet in Rome
As casily as a king.
Brutus. |Quietly.] What you would work me to, I have some
aim ®
IHow I have thought of this and of these times,
I shall recount hereafter;
Till then, my noble friend, chew® upon this:
Brutus had rather be a villager
Than to repute himself a son of Rome
Ltemper: constitution
2 palm the emblem of glory and superiority.

3 brooked: put up with, endured

4 stater dignity or position; or perhaps his household — his httle
court

S arm: guess

8 chew. Chew is the hiteral meaning of ruminate, which means to
think over or consider.
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Under such hard conditions as this time
Is like to lay upon us.

[Even greater shouting off R.]

[Exeunt R.]

ACT 11
[Prolog ] In Brutus’ garden [Exit.]

[Neght. Thunder and lightning.)
[Brutus s discovered |
Brutus.  Lucius! —
I cannot, by the progress of the stars?
Giive guess how near to day. — Lucius —
T would it were my fault to sleep so soundly. —
Lucius! Awake!
Enter Lucius [R.].

Lucius.  Called you, my lord?
Brutus. Get me a taper? in my study, Lucius.
When it is lighted, come and call me here.
Lucius. 1 will, my lord.
[Exit R.]
Brutus. It must be by his death; and for my part,
I know no personal cause to spurn at him
But for the general. He would be crowned:
How that might change his nature, there’s the question.
It is the bright day that brings forth the adder —
And that craves ® wary walking. Crown him? — that,*—
‘And then, I grant, we put a sting in him
That at his will he may do danger with.
The abuse of greatness is, when it disjoins

! progress of the stars. No doubt he refers to telling the time of night
from the position of the dippers.

X taper (ta’pér): candle.

3 craves (criavz): requires.

4 that: do that.
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Remorse from power; and, to speak truth of Caesar,
I have not known when his affections! swayed
More than his reason. But ’tis a common proof 2
That lowliness is young Ambition’s ladder,
Whereto the chmber-upward turns his face;
But when he once attains the upmost round,
He then unto the ladder turns his back,
Looks in the clouds, scorning the base degrees
By which he did ascend.  So Cesar may;
Then, lest he may, prevent; think of him as a serpent’s
egy
Which hatched, would, as his kind, grow mischievous,
And kill bim in the shell.
[Reenter Lucius R.]
Lucius. The taper burnceth in your study, sir.
Searching the window for a flint, I found
This letter, and T am sure,
It did not lic therec when I went to bed.
[Gives him a scroll.]
Brutus. Get you to bed again; it is not day.
[Exit Lucrus R.]
The meteors whizzing in the air
Give so much light that I may read by them.
[Unrolls the scroll and reads.)
“Brutus, thou sleep’st; awake, and sce thyself!
Shall Rome,” and so on. “Speak, strike, redress!” 3
“Brutus, thou sleep’st; awake!”
Such instigations have been often dropped
Where I have picked them up.
“Shall Rome —"’ and so forth. Thus must I piece it out:
Shall Rome stand under one man’s awe? What, Rome?

1 affections: feelings, inclinations. 3 redress (r&-drés’): set right.
2 proof: experience.
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My ancestors did from the streets of Rome
The Tarquin' drive, when he was called a king.
0O, Rome, I make thee promise,®

If redress will follow, thou receivést

Thy full petition at the hand of Brutus!

[Knocking L.]
[Reenter Lucius R.)

10 to the gate; somebody knocks.
[Exit Lucius L.
Since Cassius first did whet me against Cesar,
I have not slept.
Between the doing of a dreadful thing
And the first motion,® all the interim is
Like a hideous dream.
The spirit and the body
Avre then in couneil; and the state of man,
Like to a little kingdom, suffers then
The nature of an insurrection.
[Reenter Lucius L.}
Lucius.  Sir, ’tis Cassius at the door,
Who doth desire to see you.

Brutus. Is he alone?
Lucius.  No, sir, there are more with him.
Brutus. Do you know them?

Lucius.  No, sir;
They have their faces buried in their cloaks.
Brutus.  Let 'em enter.  They are the conspirators.
[Ewit Lucius L.
* [Enter Cassius, Casca, Decvus, ('inna, Metellus Comber, and Tre-
bonius, L.]
Cassius. T think we are too bold upon your rest.
Good morrow, Brutus; do we trouble you?
Y Tarquan (tar’kwin): the last king of ancient Rome.

2 I make thee promuse. 1 make thee a promise.
3 motion. 1npulse
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Brutus. 1 have been up this hour, awake all night.
Know I these men that come along with you?
Cassius. Yes, every man of them; and no man here
But honors you; and every one doth wish
You had but that opinion of yourself
Which every noble Roman bears of you.
This is Trebonius.

Brutus. He is welcome hither.
Cassius. This, Decius Brutus.
Brutus. He is welcome too.

Cassius. This, Casca; this, Cinna; and this, Metellus
Cimber.
Brutus. They are all welcome.
Cassius. May I entreat a word?
[Brutus and Casstus retire to the back of the stage and talk in
whispers.]
Decius. Here lies the east; doth not the day break here?
Casca. No.
Cinna. O, pardon, sir, it doth; and yon gray lines
That fret! the clouds are messengers of day.
Casca. You shall confess that you are both deceived.
Here, as I point my sword, the sun arises.
Some two months hence up higher toward the north
He first presents his fire; and the high™ east
Stands, as the Capitol, directly here.
[Brutus and Casstus come forward.]
Brutus. Give me your hands all over, one by one.
Casstus. And let us swear our resolution. .
Brutus. No. What need an oath; when every drop of blood
That every Roman bears, and nobly bears,
Is guilty of pollution
1fret: wvariously interpreted by Shakespearean scholars as fleck,

variegute, or mark wth interlacing lines like fret-work.
2 hagh: due, full, perfect.
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If he do break
The smallest promise that hath passed from him.
Decius.  Shall no man else be touched
But only Cwesar?
Cassius. Decius, well urged. T think it is not meet,!
Mark Antony, so well belov’d of Cesar,
Should outlive Caesar. We shall find of him
A shrewd contriver, and you know his means.
Let Antony and Cwesar fall together.
Brutus. Our course will scem too bloody, Caius Cassius,
To cut the head off and then hack the limbs;
For Antony is but a limb of (wsar.
Caesar must bleed for it!  But, gentle friends,
Let’s kill him boldly, not wrathfully;
Let’s carve him as a dish fit for the gods.
We shall be called deliverers, not murderers.
And for Mark Antony, think not of him;
For he can do no more than Ceaesar’s arm
When Cesar’s head is off.
Cassius. Yet I fear him.?
Trebonius. There is no fear of him; let him not die.
[A clock’ begins to strike)
Brutus. Peace! count the clock.
It strikes three.
Trebonius. ’Tis time to part.
Brutus. Friends, disperse yourselves; but all remember
What you have said, and show yoursclves true Romans.
[Exeunt all but Brutus L.]
[Exit Brutus R.]
Umeel - fit
2 Yet I fear him. Cassius is unconvinced but avoids an argument. as
he thinks Brutus’ influence necessary to the suecess of the conspiraev

3 clock. 'The clock, of course, should not be seen. The Romans had
no clocks which struck the time.
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ACT III
Scene 1
The rising of the curtain reveals Cesar going up the steps thal
lead to the area before the Roman Capitol. Metellus Cimber 1s
seeking to detain him [and has hold of the bottom of Cesar’s toga).
The other conspirators [Brutus, Casstus, Casca, Decius, Trebonius,
and Cinna) are grouped around, jotning in Civmber’s petition.t
Ceesar. [To Metellus.] I must prevent thee, Cimber.
Thy brother by decree is banishéd;
If thou dost bend and pray and fawn for him,
I spurn thee like a cur out of my way.
Know, Cwmesar doth not wrong, nor without cause
Will he be satisfied.
Cassius. Pardon, Cesar.
Brutus. 1 kiss thy hand, but not in flattery, Cewesar. [Drops
to one knee.]
Cinna. O Casar, —
Cesar. Hence! wilt thou lift up Olympus??
Decius. Great Cesar, —
Cesar. Doth not Brutus bootless kneel?
Casca. Tands, speak for me!
Casca first stabs Cesar wn the back; then the other conspirators
stab, and lust Marcus Brutus.®
Cesar. You too, Brutus! Then fall, Cesar!
And he dies.
Cinna. Liberty! Freedom! Tyranny is dead!
Run hence, proclaim, cery it about the streets.
[Exit R.]
Cassius. Some to the common pulpits,* and ery out

1 Various citizens and senators should also be on the stage if the number
of players will perrmt.

2 Olympus (6-lim’piis): the mountan upon which the Greek mytho-
logical gods were supposed to live

3 and last Marcus Brutus. As Cwxsar sees this, he pulls his toga over
his face and falls.

4 common pulpits: public platforms in the Forum.



Cesar Dothnot | ity | 1l
Casca Hands, speak for me!'



80 FORTY-MINUTE PLAYS FROM SHAKESPEARE

“Liberty, freedom, and enfranchisement!”
Brutus.! People and senators, be not affrighted;
Fly not; stand still; ambition’s debt is paid.
Casca. Go to the pulpit, Brutus.
Decius. And Cassius too.
[Reenter Cinna.]
Cassius.  Where is Antony?
Cinna. Fled to his house amazed.
Men, wives, and children stare, ery out, and run
As it were doomsday.
Brutus. Now to the market-place,
And, waving our red weapons o’cr our heads,
Let's all ery, “Peace, freedom, and liberty!”
Cussius. IHow many ages hence
Shall this our lofty scene be acted over
In states unborn and aceents yet unknown!
Brutus. IHow many times shall Ciesar bleed in sport,
Who now on Pompey’s basis lies along 2
No worthier than the dust!
Casstus. So oft as that shall be,
So often shall the knot of us be called
The men that gave their country liberty.
Decius.  Shall we forth?
Casstus. Ay, every man away.
Brutus shall lead; and we will grace his heels
With the boldest and best hearts of Rome.

Antony enter 3 [R.).
Antony. O mighty Ceesar' dost thou lie so low?
Are all thy conquests, glories, triumphs, spoils,

! This speech must, of course, be omitted if the number of players did
not adnut of having a crowd of citizens and senators on the stage.

2 Who now on Pompey's basis lies along: Who now lies prostrate at the
base of Pompey’s statue.

8 Antony enters. Antony appears meek and downcast and speaks in a
subdued voice.
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Shrunk to this little measure? Fare thee well! —
I know not, gentlemen what you intend,
But doubt not, in your wisdom,
That you shall give me reasons
Why and wherein Ciesar was dangerous.
Brutus.  Our reasons are so good
That were you, Antony, the son of Cwsar,
You should be satistied.
Antony. That’s all T seck.
Let cach man render me his bloody hand.
[AlU shake hands with Antony |
I am, moreover, suitor that I may
Produce his body in the market-place,
And in the pulpit, as becomes a friend
Speak in his funeral.
Brutus. You shall, Mark Antony.

Cassius. Brutus, a word with you.
[Aside to Brutus.] You know not what you do. Do not
consent

That Antony speak in his funeral.

Know you how muech the people may be moved

By that which he will utter?

Brutus. By your pardon.

I will myself into the pulpit first,

And show the reason of our Cesar’s death.

What Antony shall speak, I will protest!

He speaks by leave and by permission,

And that we are contented (wesar shall

Have all true rites and lawful ceremonies.

It shall advantage more than do us wrong.
Cassius. I know not what may fall; T like it not.
Brutus. Mark Antony, here, take vou (‘®sar’s body.

You shall not in your funeral speech blame us,

1 protest: declare with solemnitv.
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But speak all good you can devise of C'wsar,

And say you do it by our permission.
Antony. Be it so; T do desire no more.
Brutus.  Prepare the body then, and follow us.

[Ereunt all but Antony.]

Antony. ), pardon me, thou bleeding picee of earth,
That I am meck and gentle with these butchers!
Thou art the ruins of the noblest man
That ever lived in the tide of times.

Woe to the hands that shed this costly blood!
Over thy wounds now do I prophesy,

A

curse shall light upon the limbs of men;

Domestie fury and fierce civil strife

sShall cumber all the parts of Ttaly;

And Cwesar’s spirit, ranging for revenge,

shall in these confines ! with a monarch’s voice

(ry “Havoe,

12

and let slip the dogs of war;

That this foul deed shall smell above the carth
With carrion men, groaning for burial.

[Enter a Servant 3 L.

You serve Octavius (‘esar, do you not?
Servant. I do, Mark Antony.
Antony.  Cwesar did write for him to come to Rome.
Servant.  He did receive his letters, and 1s coming;
He lies tonight within seven leagues of Rome.
Antony. Post back with speed, and tell him what hath

chanced.

Yet, stay awhile;
Thou shalt not back till I have borne thix corpse
Into the market-place. There shall I try,

Yeonfines  territory.
2 Haroe  the old battle signal for “no quarter’™; 4e. “kill and spare

none

)

8 Servant: the same actor, if necessary, that plays the Second Soldier
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In my oration, how the people take
The cruel issue! of these bloody men.

Scene 2
Before the curtain rises, a great shouting and tumult can be heard.
The curtain rises on the Roman Forum, whcre Antony, standing be-
sude the body of Casar, vs speaking to the people below.

Aniony. Friends, Romans, countrymen, lend me your ears!

I come to bury Cwsar, not to praise hin.
The evil that men do lives after them,

The good is oft interréd with their bones;
So let it be with Cwesar.  The noble Brutus
Hath told you Cesar was ambitious; *

If it were so, it was a grievous fault,

And grievously hath (esar answered it.
Here, under leave of Brutus and the rest —
Yor Brutus is an honorable man;*

So are they all, all honorable men —

Come I to speak in (wesar’s funeral.

He was my friend, faithful and just to me;
But Brutus says he was ambitious,

And Brutus is an honorable man.

e hath brought many captives home to Rome,
Whose ransoms did the general coffers fill;
Did this in Ceesar seem ambitious”

When that the poor have eried, Ciesar hath wept;
Ambition should be made of sterner stuff:
Yet Brutus says he was ambitious,

And Brutus is an honorable man.

1ssue: that which follows; e the ceruel deed.
2 Brutus has just fimshed a speech m which he has persuaded the

people to believe that Ciesar was dangerous to Roman hberty on aceount

of

his ambition.
3 Brutus’ speech has been well received, for everyone has seen that

Brutus’' motives were highly patriotic and honorable.
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You all did see that on the Lupercal !

I thrice presented him a kingly crown,

Which he did thrice refuse. Was this ambition?

Yet Brutus says he was ambitious,

And, sure, he is an honorable 2 man.

[This is greeted with more shouting, of conflicting oprnions.]
1 Ciutizen. Methinks there is much reason in his sayings.
4 Catizen. Marked ye his words? He would not take the
crown.

Antony. But yesterday the word of Csar might

Have stood against the world; now lies he there,

And none so poor to do him reverence.?

O masters, if I were disposed to stir

Your hearts and minds to mutiny and rage,

I should do Brutus wrong, and ("assius wrong,

Who, you all know, are honorable men.

I will not do them wiong; I rather choose

To wrong the dead, to wrong myself and you,

Than I will wrong such honorable men.

But here’s a parchment with the seal of (‘sesar;

I found it in his study; ’tis his will.

Let but the commons hear this testament —

Which, pardon me, I do not mean to read —

And they would go and kiss dead Cwpsar’s wounds

And dip their napkins in his sacred blood,

Yea, beg a hair of him for memory,

And, dying, mention it within their wills,

Bequeathing it as a rich legacy

Unto their issue.
4 Citizen. We'll hear the will. Read it, Mark Antony.

! Lupercal (160'pér-kil): the festival of the Lupercal.
_ 2honorable: now meant 1ronieally, but this 1s scarcely allowed to show
in Antony's voice.

3 none so poor to do him reverence Cirsar is now so low that the poorest
one of you shows httle regard for him.
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AllY The will, the will! we will hear Caesar’s will.
Antony. Have patience, gentle friends, I must not read it;
It is not mect you know how Ciesar loved vou.
You are not wood, you are not stones, but men;
And, being men, hearing the will of (wesar,
It will inflame you, it will make you mad.
"Tis good you know not that you are his heirs;
For, if you should, O, what would come of it.
Citizen.  Read the will; we'll hear it, Antony;
You shall read us the will, (iesar’s will.
Antony. Will you be patient?  Will vou stay a while?
I have o’ershot myself to tell you of it.
I fear I wrong the honorable men
Whose daggers have stabbed Ciwesar; T do fear it.
4 Citizen. They were traitors; honorable men!
2 Citizen. They were villains, murderers.
We will be revenged.
All. Revenge! About! Seck! Burn! Iire! Kill! Slay!
Let not a traitor live!
Anlony. Stay, countrymen.
Good friends, sweet friends, let me not stir you up
To such a sudden flood of mutiny.
I come not, friends, to steal away your hearts.
I am no orator, as Brutus is;
But, as you know me all, a plain blunt man,
That love my friend; and that they know full well
That gave me public leave to speak of him;
«But were I Brutus, there were an Antony
Would ruffle up your spirits, and put a tongue
In every wound of (esar that should move
The stones of Rome to rise and mutiny.

-~

1 All. This does not mean that all of the outery from the citizens
should be 1n unison. Various voices are heard above the tumult of the
rest.
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All. We'll mutiny.
[ Ciizen. We'll burn the house of Brutus.
3 (ihizen. Away, then! scek the conspirators.
C'ome, firchrands! To Brutus’, to (‘assius’; burn all!
Some to Decius’ house, and some to Casca’s!  Away, go!
[Exeunt all but Antony.]
Antony. Now let it work. Mischief, thou art afoot.

[Curtain.]

ACT IV

A camp near Sardis.! Brutus’s tent
Brutus? 1s standing [R.] before the tent door.
('assius enters [L.].3

Casstus. Most noble brother, you have done me wrong.
Brutus. Judge me, you gods! wrong I mine enemies?
And, if not so, how should I wrong a brother?
Cassius.  Brutus, this sober form of yours hides wrongs;
And when you do them —
Brutus. Cassius, be content;
Speak your griefs softly; I do know you well.
Cassius.  That you have wronged me doth appear in this:
You have condemned and punished Lucius Pella
For taking bribes here of the Sardians;
Wherein my letters, praying on his side,
Beeause T knew the man, were slighted off, —
Brutus. You wronged yourself to write in such a case.

U Sardrs (sar’dls)
® Brutus. Brutus 1s much worrted, and looks to right and left

soldier (Lueilius) may bring a letter to him, and be sent by him with

other serolls, before the arrival of Cassius.

3 It will add to the pieture, and also to the atmosphere of war to have
Lucius on guard at Brutus' tent door, and to have Titinius enter with

Cas~us and remain outside the tent door on guard with Lucis.



BRUTUS AND CASSIUS 87

Cassius. In such a time as this it is not meet
That every nice offence should bear its comment.!
Brutus. Let me tell you, Cassius, you yourself
Are much condemned to have? an itching palm,
To sell and mart your offices for gold
To undeservers.
Casstus. I an itehing palm!
You know that you are Brutus that speak this,
Or, by the gods, this speech were else your last.
Brutus. The name of Cassius honors this corruption,
And Chastisement doth therefore hide its head.
Cassius. Chastisement!
Brutus. Remember March, the ides of March® remember:
Did not great Julius bleed for justice’ sake?
What villain touched his body that did stab
And not for justice? What, shall one of us,
That struck the foremost man of all this world
But for supporting robbers, shall we now
Contaminate our fingers with base bribes,
And sell the mighty space of our large honors
For so much trash as may be graspéd thus?
I had rather be a dog, and bay the moon,
Than such a Roman.
Cassius. Brutus, bait not me;
I’ll not endure it. You forget yoursclf,
To hedge me in. I am a soldier, I,
Older in practice, abler than yourself
.To make conditions.*
Brutus. Go to; you are not, Cassius.

14t 15 not meet that every nwee offence should bear s comment. 1t 15 not
advisable that every petty trregularity should he commented upon.

2 condemned to have: accused of having.

3ades (idz) of March. the 15th of March

‘abler ..to make condiions: better able to judge the terms on
which ofhices should be conferred.
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Casstus. I am.
Brutus. I say you arc not.
Cassius.  Urge me no more, I shall forget myself;
ITave mind upon your health, tempt e no farther.
Brutus.  Away, <light man!
C'assius.  Is’t possible?
DBrutus. Hear me, for I will speak.
Must I give way and room to your rash anger?
Shall T be frighted when a madman stares?
Casstus. O ye gods, ye gods! must I endure all this?
Brutus.  All this' ay, more. Fret till your proud heart break.
You say you are a better soldier:!
Let it appear so; make your vaunting true,
And it shall please me well.  For mine own part,
1 shall be glad to learn of noble men.
Cassius.  You wrong me every way; you wrong me, Brutus;
I said an clder soldier, not a better.
Did I say “better”?
Brutus. 1f you did, I care not.
Casstus. Do not presume too much upon my love;
I may do that I shall be sorry for.
Brutus. You have done that you should be sorry for.
There is no terror, Cassius, in your threats,
Yor I am armed so strong in honesty
That they pass bv me as the idle wind,
Which I respect not. I did send to you
For certain sums of gold, which you denied me;
Yor I can raise no money by vile means, —
By heaven, I had rather coin my heart,
And drop my blood for drachmas,? than to wring
1 g better soldier. The fact is Casswus had proved himself such; it is
equally true he did not say that he was a better soldier. However, he
can feel that Brutus has defeated him on the whole moral question of

his actions, and he feels crushed.
Zdrachma (drik’me): an ancient Greek, silver coin.
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From the hard hands of peasants their vile trash

By any indirection.' — I did send

To you for gold to pay my legions,

Which you denied me.  Was that done like Cassius?

When Marcus Brutus grows xo covetous,

Be ready, gods, with all your thunderbolts ;/

Dash him to pieces!
Cassius. I denied you not.?
Brutus.  You did.
Cassius. I did not. He was but a fool that brought

My answer back. O, I could weep

My spirit from mine eyes!  There is my dagger,

And here my naked breast; within, a heart

Dearer than Plutus’? mine, richer than gold

If that thou be’st a Roman, take it forth;

I that denied thee gold, will give my heart.

Strike, as thou didst at Cesar; for, T know,

When thoa didst hate him worst, thou lov’dst him better

Than cever thou lov’dst Cassius.
Brutus. Sheathe your dagger.

Be angry when you will, it shall have scope;

Do what you will, dishonor shall be humor.4

O Cassius, you are yokéd with a lamb

That carries anger as the flint bears fire;

Which, much enforeéd, shows a hasty spark,

And straight is cold again.
Cassius. Hath Cassius lived

.To be but mirth and laughter to his Brutus,

When grief and blood ill-tempered vexeth him?

Lyndirection: erooked dealing.

2 [ dented you not  Casswus did send a third of what was asked, and
no doubt defended himself on the ground that Brutus could get the rest
by the same means to which he had thought 1t necessary to resort himself.

3 Plutus’ (ploo’tiis): Pluto’s.  Pluto was the ruler of the underworld
and controlled all the gold of the carth.

4 humor: caprice.
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Brutus.  When I spoke that, I was ill-tempered too.
Cassius. Do you confess so much?  Give me vour hand.
Brutus.  And my heart too. — O Cassius, T am sick
From many griefs. Portia is dead.
Cassius. Ha!  Your wife?
Brutus. She is dead.
Cuassius.  ow ’scaped I killing when T crossed you so?
() insupportable and touching loss!
Brutus. T have the patience to endure it now.
Cassius.  Even so great men great losses should endure
I have as much of this in art! as you,
But yet my nature could not bear it so.
DBrutus.  Well, to our work alive.  What do you think
Of marching to Philippi ? presently?$
Cassius. I do not think it good.
Brutus. Your reason?
Cassius, This it is:
"I'is better that the enemy seek us.
So shall he waste his means, weary his soldiers,
Doing himself offence;* whilst we, lying still,
Are full of rest, defenee, and nimbleness.
Brutus.  Good reasons must, of force, give place to better.
The people "twixt Philippi and this ground
Do stand but in a forced affection,
TFor they have grudged us contribution.
The eneiny, marching along by them,
By them shall make a fuller number up,

Lart skill to show eaternally.  The reader will already have noted
this  Cassus 15 surely the more alert of the two, both to arouse
cmotion and thus gude a conversation, when that scems possible, and
also to realize that he must give i when Brutus eannot and will not
see lus point It was owing to this brilliant quality in Cassius that the
two generals did not come to a final rupture m this scene and nart com-
panv, to fall an easv prey to their enemies.

2 Plalippe (f1-1p'1y 1in European Turkey.

3 presently  at once.

Voffence: harm.
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Come on refreshed, new-added," and encouraged;
From which advantage shall we cut him off
If at Philippi we do face him there,
These people at our back.
Jassius. Hear me, good brother.
Brutus.  Under your pardon.  You must note beside,
That we have tried the utmost of our friends;
Our legions are brim-full, our cause is ripe.
The enemy increascth every day;
We, at the height, are ready to deeline.
There is a tide in the affairs of men,
Which, taken at the flood, leads on to fortune;
Omitted, all the voyage of their life
Is bound in shal'ows and in miseries.
Casstus.  Then, with your will, go on;
We'll along ourselves, and meet them at Philippi.
Brutus. The deep of night is erept upon our talk. . . .
There is no more to say?
Casstus. No more.  Good-night.
[Eaut.]
[t becomes completely dark.] A dim blue Light falls upon Brutus,
sitting wn the tent.
The ghost of Julius Cosar enters [R].
Brutus. How ill this taper burns!®*  Ha! who comes here?
I think it is the weakness of mine eyes
That shapes this monstrous apparition.
It comes upon me. —- Art thon anything?

" Art thou some god, some angel, or some devil,
That makest my blood cold and my hair to stare?
Speak to me what thou art.

thost. 'Thy evil spirit, Brutus.

! pew-added: recenforeed.
2 How all thas taper buins It was a popular belief that when ghosts

appeared, lights burned blue.
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Brutus. Why comest thou?

Ghost.  To tell thee thou shalt see me at Philippi.
Brutus.  Well; then 1 shall sce thee again?

Ghost. Ay, at Philippi.

Brutus. Why, I will sce thee at Philippi, then.

[Exat Ghost.]
Now 1 have taken heart thou vanishest.
111t spirit, I would hold more talk with thee. —
Boy, Lucius! Varro! Sirs, awake!
[Darkness.]
At early daun 3

Casswus enters [L .
Cassius Messala!
Messala.  |Entering] What says my general?
Cassius  Messala,
This 1s my birthday; this very day
Was Cassus  horn — Give me thy hand, Messala.
Be thou my witness that aganst my will,
As Pompey & was, am 1 compelled to set
Upon one battle all our liberties
Comung from Sardis, on our leading ensign
T'wo nughty cagles fell, and there they perched,
Gorging and feeding from our soldiers’” hands.
This mornung are they fled away and gone;
And m their stead, ravens, crows, and kites,
Flv o’er our heads and downward look on us,
As we were stekly prey  Their shadows scem
A canopy most fatal, under which
Our army lies, ready to give up the ghost.
Messala.  Believe not so.
Cassius. I but believe it partly;
For I am fresh of spint, and resolved
To meet all perils very constantly

11l bad.

2 This scene must be shortened by stopping at this point and omitting
the section of fine print if not more than forty mmutes may be allowed for
presentmg the playlet

3 At early dawn. The scene 15 flooded with blue Light

4 Cassius.  The mention of the name here serves to help identify the
speaker 1f 1t 1s too dark to recognize him sooner

¢ Pompey (pdm’pl): a Roman general just before thus time.
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Brutus enters |R 1.

Brutus, if we lose this battle,
Are you contented to be led in triumph
Through the streets of Rome?
Brutus  No, Cassius, no.  Thmk not, thou noble Roman,
That ever Brutus will go bound to Rome,
This same day
Must end that work the ides of March began;
And whether we shall meet agam T know not.
Therefore our everlasting farewell take
For ever, and for ever, farewell, Cassias!
If we do meet again, why, we shall smule;
If not, whv then, this parting was well made
Cassius  For ever, and for ever, fatewell, Bratus!
If we do meet again, we’ll smile indeed;
If not, ’tis true this parting was well made
Brutus.  Why, then, lead on. O, that & man might know
The end of this day’s business ere it come!

[Curtain.]

ACT V

The plains of Phlippi, the battlefield
Loud alarums [battle signals) and the sound of fighting can be heard,
Casstus and Titinwus (n thewr rush forward oward the left] approach
each other and look back.
Cassius. O, look, Titinius, look, the villains fly!
Mvself have to mine own turned enemy.
This ensign® here of mine was turning back;
I slew the coward, and did take it from him.
Titindus. O Cassius, Brutus gave the word too carly;
And having some advantage on Octavius,
Took it too cagerly. Tis soldiers stopped to spoil 2
"Whilst we by Antony are all enclosed.
Pindarus in all haste runs in [R.]
Pindarus. Fly further off, my lord, flv further off;
Mark Antony is in your tents, my lord;
Fly, therefore, noble Cassius, fly far off.

1 ensign: the colors or standard; and by metonomy the color bearer.
2 {9 spoul: to plunder.
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Cassius, - This hill is far enough. Look, look, Titinius;
Are those my tents where I perceive the fire?

Titinius.  They are, my lord.

[Alarums ]

C'assius. — Titinius, if thou lovést me,
Mount, thou my horse, and hide thy spurs in him,
Till he have brought thee up to yonder troops,

And here again; that T may rest assured
Whether they are friend or enemy.!
Titinius. 1 will be here again, even with a thought.
[Exit R.]
Cassius.  Go, Pindarus, get higher on that hill;
My sight was ever thick; regard Titinius,
And tell me what thou notest about the field.
[Pindarus ascends hill R.]

Pindarus. O]

Cassius. What news?

Pindarus. Titinius is enclosed round about

With horsemen;
Yet he spurs on. — Now they are almost on him. —
Now, Titinius. — Now some alight. — O, he alights too.
He’s taken. [Shout.] And, hark! they shout for joy.

Cassius.  Come down, behold no more.

0, coward that I am, to live so long,
To see my best friend taken before my face!
[Pindarus descends.]
(‘ome hither, sirrah.
In Parthia® did I take thee prisoner;
And then T swore thee, saving thy life,
That whatsoever T did bid thee do,
Thou shouldst attempt it.  Come now, keep thine oath;

' friend or enemy  Indeed, they were friends, for they were a number
of Brutus's soldiers, escorting Messala with a message from Brutus to
Cassius.  Note how Pindarus misunderstands theiwr actions.

* Parthwa (par'thif-a): now in Persia
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Now be a freeman; with this sword,
That ran through Cewesar’s body, search this bosom.
Stand not to answer; here, take thou the hilt,
And, when my face is covered, as ’tis now,
Guide thou the sword.
(Casstus falls upon the sword.] !
Cwesar, thou art revenged,

Even with the sword that killed thee. [Dues.]

Pindarus makes good his escape |L.).2

And now Tutenius returns with Messala [R.].

Messala. It is but change, Thitinius; for Octavius
Is overthrown by noble Brutus’ power,
As Cassius’ legions are by Antony.
Taitindus. These tidings will well comfort Cassius.
Messala. Where did you leave hun?
Titenaus. All disconsolate,
With Pindarus his bondman, on this hill
Messala. Is not that he that hes upon the ground”
Titinaus.  He hes not like the iving O my heart!
Messala. Is not that he?
Titinrus. No, this was he, Messala,
But Cassius is no more —() setting sun,
As in thy red rays thou dost sink to night,
So 1 his red blood Cassius’ day 1s set;
The sun of Rome 1s set!'—Our day 1s gone.
Mistrust of my success hath done this deed
Messala  Mistrust of good success hath done this deed.
Seek Pindarus, whilst I go to meet
The noble Brutus
Tilineus. Hie you, Messala,
And I will seck for Pindarus the while.—
[Exut Messala R |
Why didst thou send me forth, brave Cassius?
Did I not meet thy friends? and did not they
Put on my brows this wreath of victory,
And bid me give 1t thee? Didst thou not hear their shouts?

Y Casswus falls upon the sword The stage trick 13 very sunple, for
the sword will appear to pass through Cassius body 1if it goes hehind him.
However, 1t requures a httle care to manage the sword so that 1t does not
appear to be so sharp as to go through the body with no resistance and
to be withdrawn without effort

* The part of this scene that is in small type must be omitted if the
tune for presentation 1s lnmted to forty minutes
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Alas, thou hast misconstrued everything!
But, hold thee, take this garland on thy brow;
Thy Brutus bid me give 1t thee, and 1
Wil do his bidding. — Brutus, come apace,
And see how 1 regarded Catus Cassis  —
By your leave, gods! — this 1s a2 Roman’s part
Come, Cassius’ sword, and find Titinius’ heart.
He kudls honself.
[Alarum )
Messala has found Brutus, and now returns with hum, Lucthus. and
young Cato, [Strato, and Voluninus|
Brutus  Where, where, Messala, doth his bodv he?
Messala. Lo, yonder, and Titinius mourning it.
Brutus.  Titintus’ face 1s upward.
Cato. He 1s slam
Brutus O Julus Cewesar, thou art mighty yet!
Thy spirit walks abroad, and turns our swords
Into our own bodies.
|Low alarums.)
Cato. Brave Titimus!
Look, whether he have not erowned dead Cassius!
Brutus  Arc yet two Romans iving such as these? —
The last of all the Romans, fare thee well!
It 18 impossible that ever Rome
Should breed thy fellow — Friends, T owe more tears
To this dead man than vou shall see me pay —
I shall find tume, Cassins, I shall find time
[t Lights | 1

Another part of the field
[Alarum Thereenter [R ] soldiers® of both armues, fighting [Eait
L.} Brutus, young Cato, and Lucitlus appear (R, runang and
looking bachward over thew shoulders).

Brutus.  [Fucing round again.] Yet, countrymen, O. vet hold
up your heads.
Cato. Who doth not? Who will go with me?
I will proclaim my name about the field.

{('ut hLghts] The stage should be momentarily darkened The
scene need not be changed, but when the hights are turned on again the
bodies of Cassius and Titinus should not be there  Lowermg the
curtain does not serve quite the same purpose as cutting the hights;
it breaks the contimuty of the act more.

2 soldiers  The number will be governed, of course, by the size of
the cast. It may be necessary to omit them altogether.
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I ain the son of Marcus (ato, ho!
A foe to tyrants, and my country’s friend.
[Charges back Tnto the battle R.]
Brutus.  And I am Brutus, Marcus Brutus, T,
Brutus, my eountry’s friend; know me for Brutus!
He follows young Cato into the thick of the battle.
Luelius. O young and noble ('ato, art thou down?
Why, now thou diest as bravely as Titinius,
And mayst be honored being Cato’s son.
Two Soldiers. [Returming L.). Yield, or thou diest.
Lucilius. T only yield to die:
There is so much that thou wilt kill me straight;?
[Offering money.]
Kill Brutus, and be honored in his death.
Soldier. We must not. A noble prisoner!
Soldier. Room, ho! Tell Antony, Brutus is taken.
Soldier.  T'll tell the news.  Here comes the general.
[Enter Antony R.] 2
Brutus is taken, Brutus is taken, my lord.
Antony. Where is he?
Lucilius.  Safe, Antony; Brutus is safe enough.
I dare assure thee that no enemy
Shall ever take alive the noble Brutus;
The gods defend him from so great a shame!
When you do find him, alive or dead,
He will be found like Brutus, like himself.
Antony. This is not Brutus, friend; but, I assure you,
A prize no less in worth.  Keep this man safe,
Give him all kindness; I had rather have

~ 0~

1 strawght: immediately

2 Enter Antony  Of course, if the cast of characters is large enough,
Antony should not be unaccompantied, but there should he borne before
him his standard with golden eagles, and a body guard should be with
hin.  Likewise Lucthus should be captured not by two single soldiers,
but by a number, who overwhelm him.
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Such men my friends than enemies.  Go on,
And see whether Brutus be alive or dead.
[Ereunt R.]
Nght fulls, and on another part of the field * Brutus enters, with Dar-
danrus, Chitus, Strato, and Volumnuus [R.].
Brutus.  Come, poor remains of friends, rest on this rock.
C'litus,  Statilius® showed the torehlight, but, my lord,
He came not back.  He is taken or slain.
Brutus.  8Sit thee down, Cllitus; slaying is the word,
It is a deed in fashion. Hark thee, Clitus.
He whispers to him [and offers him his sword].
C'litus.  No, my lord, not for all the world.
Brutus. Peace then! no words.
Clitus. I'd rather kill myself.
|Clitus draws aeay from him to the back of the stage, where his
attention s caught by low alarums, and he beqins to peer fearfully
into the darkness off stage R.
Brutus.  ITark thee, Dardanius.  [Whispers to him.|
Dardanius. Shall T do such a deed?
[He also retires to back of stage.]
Clitus. O, Dardanius!
Dardanius. O, Clitus!
C'litus.  What ill request did Brutus make to thee?
Dardanius.  To kill him, Clitus. Look, he meditates.
('litus.  Now is that noble vessel full of grief,
That it runs over at his cyes.
Brutus. Come hither, good Volumnius; list a wora.
Volwmnius. What sayvs my lord?
Brutus. Why, this, Volumnius:
The ghost of Ciwsar hath appeared to me

L Naght falls, and on another part of the field  This may be the same
part of the field on the stage, but the faces of the characters should be
hghted only by the famnt light of their torches and perhaps a tiny red
fire

* Statulans (sta-t1'1-s) was sent to reconnoiter
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Two several times by night; at Sardis once,
And, this last night, here in Philippi fields.
I know my hour is conie.
Volumnuius. Not so, my lord.
Brutus. Nay, I am sure it is, Volumnius.
Thou scest the world, Volumnius, how it goes,
Our enemies have beat us to the pit.  [Low alarums.)
It is more worthy to leap in ourselves,
Than tarry till they push us.  Good Volumnius,
Thou knowest that we two went to school together;
Even for that our love of old, I prithee,
Hold thou my sword whilst T run on it.
Volumnius. That’s not an office for a friend, my lord.
[Louder alarums.]
Clitus. Tly, fly, my lord; there is no tarrying here.
Brutus. Night hangs upon mine eyes; my bones would rest,
That have but labored to attain this hour.
[The stage grows a Lttle lighter |
Alarum and the cry, “Fly, fly, fly"”’
Clitus. Fly, my lord, fly.
Brutus. Henee! T will follow.
[Ereunt Clitus, Dardanius, and Volumnius.]

I prithee, Strato, stay thou by thy lord.

Thou art a fellow of a good respect ;!

Thy life hath had some smack of honor in it.

Hold then my sword, and turn away thy face,

While I do run upon it.  Wilt thou, Strato?
Stralo  Give me your hand first.  Fare you well, my lord.
Brutus. Farewell, good Strato. [Runs on the sword.]

Cwmsar, now be still;

I killed not thee with half so good a will.

[Dres.]

Lof a good respect: well respected or esteemed.
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In the dim half-lght of dawn Octavius, Antony, Messala, Lucilius,
and the army arrive here.
Octarius.  What man is that?
Lucilius.  So Brutus should be found.
[No one speahs to confirm the guess, for all have recogmized Brutus.)
Messala.,  How died my master, Strato?
Strato. 1 held the sword, and he did ran on it.
Antony.  This was the noblest Roman of them all.
All the conspirators, save only he,
Did what they did m envy of great Caesar;
He only, in a general honest thought
And common good to all, made one of them.
His life was gentle, and the clements
So mixed in him that Nature might stand up
And say to all the world, “This was a man!”
[Curtain |

ADDITIONAL READINGS
Some of the other fine delineations of the complete play of Julius
{"wsar are
Flavens and Marulls
L 1; 1, 288-200 1
Juleus Coesar
I, u, 1-21, 178-211.
1L, 1, 193-220, u, m.
1IL, 1, 1-77; 1, 153-260
('asca
1, 1, 215-306, m.
Portua
1L, 1, 233-309, 1v.
1V, 1, 144-157.
Antony.
I, n, 1-11.
111, 1, from 122; u.
1V, 1.
V, i, 1-66.
! The line numbers refer to The Macmullan Pocket Classics edition of
Julrus Cesar.
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A Playlet in Four Scenes from
A MIDSUMMER NIGHT’S DREAM

THE IMPERSONATIONS

THuESEUS (the’sé-is), hero of Grecian mythology, and the “duke’™
of Athens.

HippoLyra (hI-pdl'f-ta), queen of the Amazons, whom Thescus
marries.

LysanNpeEr (lI-sin’dér) } { HerMiA (hir'mi-a)
and who marry and

DeMETRIUS (d8-ma'tri-tis) HeLeNa (hél'é-na).

PHiLosTRATE (fil’G-strit), master of the revels for Theseus’ wedding.

Quince (kwins), a carpenter, and director of a play to be presented
at the wedding,.

Borrom (bdt7im), a weaver, Pyramus (pIr'd-mais).
Frute (floot), a bellows-mender, who THISBE (thiz'bt).
SnouT (snout), a tinker, present { WaLL.

SNua (sniig), a joiner, Lion.

STARVELING (stdrv’ling), a tailor, MOONSHINE.

A Fairy .*

Puck (piik).*
15 reading parts.*
SETTING: Athens (3th'énz), and a wood near there, tn prehistoric times.
SYNOPSIS
Scene I.  Quince’s house, in prehistoric Athens.
Scene I1. A wood near Athens. Puck frolics with a fairy, watches
a rehearsal, and takes part in it. .
Scene I11. At dawn the next day, before the palace wall. Bottom’s
awakening.
Scene IV. On the evening of the same day.

* Cast reducible to 13 by doubling Hermia and Puck, Helena and
the fairy.
L Quince’s house or Before the wall to Theseus’ palace, an alternative
setting; Quince’s house preferred.
102
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PROLOG-INTRODUCTION *

The scene is in ancient Greece, before the dawn of history.
Theseus is a hero of Greek mythology, and a contemporary of
Hercules. He is marrying the queen of the Amazons, and a play
for the revels at his wedding has been prepared by Quince, the car-
penter, for Snug, the joiner, Bottom, the weaver, Flute, the bellows-
mender, Snout, the tinker, and Starveling, the tailor. These men
are not actors; they are the common working men of Athens. They
probably can scarcely read or write. The play that Quince contrives
is the oddest assortment of high-sounding phrases and tragic utter-
ances ever heard. And each of the players, inaccurate and rough in
memorizing, contributes a good share to the confusion of the comedy.

From the first meeting of the six worthies down to the final presen-
tation of the play before “Duke’” Theseus, the play goes through
amazing adventures. But indeed, the fortunes of the play are not
more strange than the adventures of Bottom, the principal actor,
who at the rehearsal in the wood meets the fairies and disappears—
transformed by the mischievous, fun-loving fairy Puck into a man
with an ass’s head.
! The Master of the Revels, Philostrate, may take the Prolog lines.
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That Shakespeare was able so successfully to bring together in a
single play such a diverse set of characters as Theseus and Hippolyta
from the Greek myths, fairies from the English folklore, classical
Grecians, and the hard-handed men of Athens has been a never-ending
source of wonder and delight to the critics. Indeed our own admira-
tion becomes so great that when we lay down our books after the
spell of A Midsummer Night's Dream is done (if ever really it is
done), we share somewhat the feelings of Bottom as he looms up
from the depths of the shadows outside the palace wall on the day
after his strange disappearance: we have had a most rare vision. We
have had a dream past the wit of man to say what dream it was. The
eye of man hath not heard, the ear of man hath not scen, man’s hand
s not able to taste, his tongue to conceive, nor his heart to report what
our dream was.

Scene 1. Quince’s house in prehistoric Athens
Quance, Snug, Bottom, Flute, Snout, and Starveling enter [R.].

Quince. Here is the scroll! of every man’s name, which is
thought fit, through all Athens, to play in our interlude
before the Duke and the Duchess, on his wedding-day at
night.

Bottom. First, good Peter Quince, say what the play treats
on.

Quince. Our play is, The most sad comedy, and cruel death
of Pyramus and Thisby.

Bottom. A very good picee of work, I assure you, and a
merry. Now, good Peter Quince, call forth your actors by
the scroll. — Masters, spread vourselves.

Quince. Answer as I call you. — Nick Bottom, the weaver.

Bottom. Ready. Name what part I am for, and proceed.

Quince. You, Nick Bottom, are set down for Pyramus.

Bottom. What is Pyramus? A lover, or a tyrant?

Quince. A lover, that kills himself most gallant for love.

Bottom. That will ask some tears in the true performing of
it. If I do it, let the audience look to their eyes. I will

1 scroll: a paper written on, usually rolled up.
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move storms. Yet my chief humor is for a tyrant. I
could play Hercules! rarely, or a part to tear a cat in,? to
make all split.
“The raging rocks
And shivering shocks
Shall break the locks
Of prison gates;
And Phibbus’ car?
Shall shine from far
And make and mar?
The foolish Fates.”
This was lofty! Now name the rest of the players.

Quince. TFrancis Flute, the bellows-mender.

Flute. Ilere, Peter Quince.

Quince. Flute, you must take Thisby.

Flute. What is Thisby? a wandering® knight?

Quince. It is the lady that Pyramus must love.

Flute. Nay, let not me play a woman; I have a beard coming.

Quince. That’s all one; you shall play it in a mask.

Bottom. If T may hide my face, let me play Thisby too.
T’ll speak in a monstrous little voice, *“Thisne! Thisne! —
Ah Pyramus, my lover dear! thy Thisby dear, and lady
dear!”

Quince. No, no; you must play Pyramus.

Bottom. Well, proceed.

Quince. Robin Starveling, the tailor.

Starveling. Here, Peter Quince.

Quince. Robin Starveling, you must play Thisby’s mother. —
Tom Snout, the tinker.

1 Hercules (har’ku-léz).

2 fear a cat in. He may be thinking of the killing of the Nemean lion
by Hercules.

3 Phabbus (fib'is) car: Pheebus’ car: the sun. Phaebus Apollo drove
his chariot across the heavens every day.

4mar (mar): defeat.

Sananderina: in search of anests as Kine Arthur’a knichts
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Snout. Here, Peter Quince.

Quince. You, Pyramus’ father. — Snug, the joiner, you, the
lion’s part; — and, I hope, here is a play fitted.

Snug. Have you the lion’s part written? Pray you, if it
be, give it me, for I am slow of study.

Quince.  You may do it without, for it is nothing but roaring.

Bottom. Let me play the lion too. I will roar, that I will do
any man’s heart good to hear me. I will roar, that I will
make the Duke say, “Let him roar again, let him roar
again.”

Quince. If you should do it too terribly, you would fright
the Duchess and the ladies, that they would shrick; and
that were enough to hang us all.

All.! That would hang us, every mother’s son.

Bottom. 1 will roar as gently as any sucking dove; I will
roar as if it were a nightingale.

Quince. You can play no part but Pyramus; for Pyramus
is a sweet-faced man; a proper? man, as onc shall see in
a summer’s day; a most lovely gentleman-like man: there-
fore you must play Pyramus.

Bottom. Well, I will undertake it.

Quince. Masters, here are your parts; and I entreat you,
request you, and desirc you to learn them by tomorrow
night; and meet me in the palace wood, a mile without the
town, by moonlight. There will we rehearse, for if we
meet in the city, we shall be dogged with company.

Bottom. We will meet. — Take pains; be perfect; adleu

Quince. At the Duke’s oak we meet.

Bottom. Enough; hold or cut bow-strings.

[Exeunt R.]

1 All: not in unison, but Flute and Snug dividing the speech between
them, and the others nodding their heads or giving other signs of agree-
ment.

% proper: well-built, handsome.
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Scene 2. A wood near Athens. Puck meels a fairy.

[Enter, from opposite sides, a Fairy L. and Puck R.]
Puck. How now, spirit! whither wander you?
Fairy. Over hill, over dale,

Through bush, through brier,

I do wander every where;

And I serve the fairy Queen.

I must go seek some dewdrops here.

She skips away, and Puck follows, chasing her as she flits up and
down. He catches her by the hand and jerks her toward him as
if to kiss her.

Our Queen and all her elves are near.
Puck. The King! doth keep his revels here to-night.
Fairy. Either I mistake your shape and making quite,
Or else you are that shrewd and knavish sprite
(alled Robin Goodfellow. Are not you he
That frights the maidens of the villagery,
And misleads night-wanderers, laughing at their harm?
Those that call you Hobgoblin and sweet Puck,
You do their work, and they have luck.
Are not you he?
Pucl:. Thou speakest aright;
I am that merry wanderer of the night.
I jest to Oberon, and make him smile —

Here the fairy slips away from him, and Puck follows her [L.].
He reenters a minute later, skipping, and playing all around the
stage. He darts behand a shrub just as—

Quince, Snug, Bottom, Flute, Snout, and Starveling enter [R.).

Puck watches them, with lvely enjoyment, dodging here and
there, behind the shrubbery.

Bottom. Are we all met?
1 The King: Oheron (6'bér-on), king of the fairies.



The quarrel between Titania and Oberon.
(See Supplementary Readings, page 122.)
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Quince. Pat, pat;' and here’s a marvellously convenient
place for our rehearsal. This green plot shall be our stage,
and we will do it in action as we will do it before the Duke.

Bottom  Peter Quince!

Quince. What sayest thou, bully? Bottom?

Bottom. There are things in this comedy of Pyramus and
Thisby that will never please. Iirst, Pyramus must draw
a sword to kill himself, which the ladies cannot abide.
How answer you that?

Snout. A parilous? fear.

Starveling. I believe we must leave the killing out, when
all is done.

Bottom. Not a whit! I have a device to make all well.
Write me a prolog; and let the prolog scem to say that
we will do no harm with our swords and that Pyramus is
not killed indeed, and that I Pyramus am not Pyramus,
but Bottom the weaver.

[Puck giggles.]

Quince. Well, we shall have such a prolog.

Snout. Will not the ladies be afeard of the lion?

Starveling. 1 fear it, I promise you.

Bottom. Masters, you ought to consider with yourselves.
To bring in — God shield us! — a lion among ladies, is a
most dreadful thing; for there is not a more fearful wild-
fowl than a lion living; and we ought to look to it.

[Puck sits down and laughs.}

Snout. Therefore another prolog must tell he is not a lion.

Bottom. Nay, you must name his name, and half his face
must be seen through the lion’s neck; and he himself
must speak through, saying thus, or to the same defect,

1 pat: exactly.
2 hully: a term of rough endearment.

3 parilous: penlous.
4 defect. Of course Bottom means “effect.”
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“Ladies,” or “Fair ladies, I would wish you,” or “I would

request you,” or “I would entreat you,! not to fear, not

to tremble: my life for yours. If you think I come hither

as a lion, it were pity of my life. No, I am no such thing;

I am a man as other men are””; and there indeed let hinr

name his name, and tell them plainly he is Snug the joiner
Puck stands on his head and kicks his legs for joy.

Quince. Well, it shall be so. If that may be, then al' is
well. Come, sit down, every mother’s son, and rehcarse
your parts. — Pyramus, you begin. When you have
spoken your speech, enter into that bush. And so every
one according to his cue. — Speak, Pyramus. — Thisby.
stand forth.

Bottom. *“Thisby, the flowers of odious savors sweet,” —

Quince. Odors, odors.

Bottom. —*“odors savors sweet;

So hath thy breath, my dearest Thisby dear.
But hark, a voice! Stay thou but here awhile,
And by and by I will to thee appear.”
He makes his exit [R.] through the shrubbery where Puck is hiding
and Puck darts after him.

Flute. Must I speak now?

Quince. Ay; for you must understand he goes but to sec a
noise that he heard, and is to come again.

Flute. ‘“Most radiant Pyramus, most lily-white of hue,

As true as truest horse that yet would never tire,
I'll meet thee, Pyramus, at Ninny’s tomb.”

Quince. ““Ninus’? tomb,” man. Why, you must nobt speak
that yet; that you answer to Pyramus. You speak all
your part at once, cues and all. — Pyramus, enter. Your
cue is past; it is, ‘“never tire.”
trequest you,” or “I would entreat you: Bottom is not hesitating; hut

in his fever of excitement and pleasure, he suggests every good 1dea that

comes to him.
2 Nanus’ (ni’nus’).
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Flute. O, — ‘““As true as truest horse, that yet would never
tire.”
Bottom breaks in, tagged by Puck, who has enchanted Bottom so
that he appears with a donkey’s head.
Bottom. 1f I were, fair Thisby, I were only thine. —
Quince. O monstrous! O strange! we are haunted.
Pray, masters! fly, masters! Help!
[Exeunt Quince, Snug, and Flute L., Snout and Starveling R.]
Bottom. Why do they run away? This is a knavery?! of them
to make me afeard.
Snout peers in again.
Snout. O Bottom, thou art changed! What do I see on thee?
Bottom. What do you see? You see an ass-head of your
own,? do you?
Snout crawls back quickly.
Quince ventures in.
Quince. Bless thee, Bottom! bless thee! thou art translated.
And he flies panic-stricken.
Bottom. 1 see their knavery; this is to make an ass of me,*
to fright me, if they could.
He runs after them L. [Puck gambols about and then leaves R.]

Scene 3
[Prolog] At dawn the next day, before the palace wall. [Exit.]
Out of a deep shadow rises the dim form of Bottom, awakening.
Bottom. When my cue comes, call me, and I will answer.
My next is, “Most fair Pyramus.” — Heigh-ho! — Peter
Quince! Flute, the bellows-mender! Snout, the tinker!
L knavery: roguery, trick.
2 gss-head q{ your own. Bottom means, You see a foolish joke of your
own, do you!
3 translated: transformed.

4 make an ass of me. Bottom is not aware yet of the change in him-
self: which makes this a rather funny speech of his.
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Starveling! — God’s my life, stolen hence, and left me
asleep! — I have had a most rare vision. I have had a
dream, past the wit of man to say what dream it was.
Man is but an ass, if he go about to expound this dream.
Methought I was—there is no man can tell what.
Methought I was, — and methought I had, — but man is
but a patched fool,! if he will offer to say what methought
I had. The eye of man hath not heard, the ear of man
hath not seen, man’s hand is not able to taste, his tongue
to conceive, nor his heart to report, what my dream was.
I will get Peter Quince to write a ballad of this dream.
It shall be called Bottom’s Dream, because it hath no
bottom; and I will sing it in the latter end of a play, before

the Duke.
[Exit R.]

Quince, Flute, Snout, and Starveling come along [L.], walking
very dejectedly with their heads down.

Quince. Have you sent to Bottom’s house? Has he come
home yet?

Starveling. He cannot be heard of. Out of doubt he is trans-
ported.?

Flute. If he come not, then the play is marred.3 It goes not
forward, doth it?

Quince. It is not possible. You have not a man in all
Athens to play Pyramus but he.

Flute. No, he hath simply the best wit of any handicraft
man in Athens.

~ Snug enters [L.].

Snug. Masters, the Duke is coming from the temple, and
there are two or three lords and ladies more married. If
our play had gone forward, we had all been made men.

! patched fool: a jester in his motley or patchwork costume.

2 transported: Starveling means transformea.
3 marred (mard): spoiled.
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Bottom comes [R.].

Bottom. Where are these lads? Where are these hearts?

Quince. Bottom! O most courageous day! O most happy
Lour!

Bottom. Masters, I am to discourse wonders, but ask me not
what; for if I tell you, I am no true Athenian. I will tell
you everything, right as it fell out.

Quince. Let us hear, sweet Bottom.

Bottom. Not a word. All that I will tell you is, that the
Duke hath dined. Meet presently at the palace; every
man look over his part; for the short and the long is, our
play is preferred.

[Exeunt R.]
Scene 4

[Prolog.] On the cvening of the same day, at the Palace of
Thesecus; following Theseus’ wedding with the Queen of
the Amazons. [Exit.]

[Enter from R. Theseus, Hippolyta, and Philostrate, and afterward
from C. D. Lysander and Hermia, Demetrius and Helena.]

Theseus. Joy, gentle friends!® joy and fresh days of love
Accompany your hearts!

Lysander. More than to us.2
Wait in your royal walks and ways.

Theseus. Come now; what plays, what dances shall we have,
To wear away this long evening?

Philostrate. A play there is, my lord, some ten words long,
Which is as brief as I have known a play;
But by ten words, my lord, it is too long,
Which makes it tedious; for in all the play
There is not one word apt, one player fitted.
And tragical, my noble lord, it is;

! These were the ““two or three other lords and ladies more married’
mentioned in the last scene.
2 More than to us: May even more happiness and love than are ours.

?
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For Pyramus therein doth kill himself.
Which, when I saw rehearsed, I must confess,
Made mine eyes water; but more merry tears
Loud laughter never shed.
Theseus. What are they that play it?
Philostrate. Hard-handed men that work in Athens here,
Which never labored in their minds till now,
And now have toiled their unused memories
With this same play, here for your wedding day.
Theseus. I will hear that play;
For never anything can be amiss,
When simpleness and duty tender it.
Go, bring them in; — and take your places, ladies.
[Exit Philostrate C. D.]

[Reenter Philostrate C. D. with Pyramus and Thisbe, Wall,t Moon.
shine, Lion, and Quince with a scroll.]
Philostrate. So please your Grace, the play begins.?
[Wall advances to stage center. Quince wunrolls his scroll to
prompt.]

Wall. In this same interlude it doth befall
That I, one Snout by name, present a wall;
And such a wall, as I would have you think,
That had in it a crannied hole or chink,?
Through which the lovers, Pyramus and Thisby,
Did whisper often very secretly.

t Wall wears a wide piece of white canvas and holds a stone n one
hand: His other hand 18 powdered white. Moonshine carries a lantern
in one hand, and 1n the other a bunch of sticks He also leads a dog or
pulls along a wooden figure of a dog.

2the play begins. If 1t 18 desired to lengthen the ’pluy by 5 or 10
minutes, this should read ‘“the prolog 1s addressed”” and should be
followed by an insert of some 20 or 30 of the lines spoken by Quince as
prolog in the great play (Act V, Scene 1) with appropriate action, and
as much of the comment from the audience as 1t 1s thought can be han-
dled clearly by the company which 18 to present the playlet.

3 hole or chink: Snout here holds up his hand, two of his fingers
separated from the others to indicate the hole or chink.



116 FORTY-MINUTE PLAYS FROM SHAKESPEARE

Enter Pyramus C. D.
Pyramus. O grim-looked! night! O night with hue so black!
O night, which cver art when day is not!
O night, O night! alack, alack, alack,
I fear my Thisby’s promise is forgot!
And thou, O wall, O sweet, O lovely wall,
That standest between her father’s ground and mine!
Thou wall, O wall, O sweet and lovely wall,
Show me thy chink, to blink through with mine eyne!
[Wall holds up his fingers.)
Thanks, courteous wall; Jove shield thee well for this!
But what see I? No Thisby do I sce.
O wicked wall, through whom I see no bliss!
Curs’d be thy stones for thus deceiving me!
Theseus. The wall, methinks, being alive, should curse again:
Pyramus. No, in truth, sir, he should not.
“Deceiving me” is Thisby’s cue.
Thisbe [entering C. D.] approaches Wall on the other side [L.].
Thisbe. O wall, full often hast thou heard my moans,
For parting my fair Pyramus and me!
My cherry lips have often kissed thy stones,
Thy stones with lime and hair knit up in thee.
Pyramus. 1 see a voice! Now will I to the chink,
To spy if I can hear my Thisby’s face. —
Thisby!
O, kiss me through the hole of this vile wall
Thisbe. 1 kiss the wall, not your lips at all.
Pyramus. Wilt thou at Ninny’s tomb meet me straightway?
Thisbe. 'Tide? life, 'tide death, I come without delay.
Pyramus, Thisbe, and Wall exeunt? [R., L., and C. D. respectively].
Hippolyta. Now is the wall down between the two neighbors.
1 grim-looked: grim looking.

2’ Tide: betide, befall, come to pass
3 exeunt (&k'sé-lint).



John Bunny, the funniest Bottom of his day.
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Theseus. Here come two noble beasts in, a man and a lion.
Lion and Moonshine enter [C. D.).

Lion. You, ladies, you, whose gentle hearts do fear

The smallest monstrous mouse that creeps on floor,
May now perchance both quake and tremble here,
When lion rough in wildest rage doth roar.

Then know that I, one Snug the joiner, am
A lion fell,! nor else? no lion’s dam;

For, if I should as lion come in strife

Into this place, twere pity on my life.

Theseus. A very gentle beast, and of a good conscience.

Demetrius. The very best at a beast, my lord, that ever I
saw.

Moon. This lantern doth the moon present;

Myself the man in the moon do secem to be.

Lysander. This is the greatest error of all the rest.
The man should be put into the lantern.

How is it else the man in the moon?

Theseus. Proceed, Moon.

Moon. All that I have to say is to tell you that the lantern
is the mocn; I, the man in the moon; this thorn-bush, my
thorn-bush; and this dog, my dog.

Demetrius. Why, all these should be in the lantern; for all
these are in the moon. But, silence! here comes Thisbe.

[Enter Thisbe L.]
Thisbe. This is old Ninny’s tombh. Where is my love?
Lion. (Roaring) Oh —
Thisbe runs off [L.].
Demetrius. Well roared, Lion.
Theseus. Well run, Thisbe.

Llon fell: Lon’s skin. Fell also means savage, ficrce, cruel. If the
ladies should make a mistake in choice of meanings they could get little
quiet to their nerves from Snug’s explanation!

2 nor else: nor 1n any other way.
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Hippolyta. Well shone, Moon. Truly, the moon shines with
a good grace.

The Lion shakes Thisbe’s mantle, and scampers away [C.).
Pyramus arrives [R.].
Pyramus. Sweet Moon, I thank thee for thy sunny beams;
I thank thee, Moon, for shining now so bright,
For, by thy gracious, golden, glittering gleams,
I trust to take of truest Thisby sight.

But stay, O spite!

But mark, poor knight,
What dreadful dole! is here!

Eyes, do you see?

How can it be?
O dainty duck! O dear!

Thy mantle good,

What, stained with blood! —
Approach, ye Furies?® fell! —

O Fates,® come, come,

Cut thread and thrum;
Quail, crush, conclude, and quell*

Theseus. This grief, and the death of a dear friend, would
go near to make a man look sad.
Hippolyta. Beshrew my heart, but I pity the man.?
Pyramus. O wherefore, Nature, didst thou lions frame?
Since lion vile hath here devoured my dear;
Which is — no, no — which was the fairest dame
That lived, that loved, that liked, that looked with cheer.

1 dole (dol): sorrow.

2 Fures (fli'riz): the avenging goddesses who pursued the characters
in ancient Greek tragedy.

3 Fates: three goddesses, who were supposed to determine the course
of human hfe.

4 quell: kill.

8 Hippolyta means this humorously.
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Come, tears, confound;
Out, sword, and wound
The breast of Pyramus;
He stabs himself.!
Ay, that left breast,
[Stabs himself i1n left side |
Where heart doth hop.
Thus die I, thus, thus, thus.
[He falls, and is about to lie down, but rises again to spread his
cloak on the floor to lie on. Lies down.]
Now am I dead,
Now am I fled;
[Ravses himself on his elbow to make a gesture.]
My soul is in the sky.
Tongue, lose thy light;
Moon, take thy flight.
[Exit Moonshine, upon being beckoned away by both Quince and
Bottom.]
Now die, die, die, die, die. [Dres.]
Now Thisbe returns [L.].
Thisbe. Asleep, my love?
What, dead, my dove?
O Pyramus, arise!
Speak, speak! Quite dumb?
Dead, dead? A tomb
Must cover thy sweet eyes.
These lily lips,
This cherry nose,
These yellow cowslip cheeks,
Are gone, are gone!
Lovers, make moan.

! Pyramus stabs himself downward under his right arm. Possibly he
is left-handed.
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His eyes were green as leeks.
Tongue, not a word!
Come, trusty sword;

[She searches for Pyramus’ sword, but does not find it until Pyra-
mus rolls over and shows her the sword, under him.]

Come, blade, my breast imbrue;

[Stabs herself.]

And, farewell, friends;
Thus, Thisby ends.

[She makes Pyramus move over and leave her room enough on his
cloak for her to lie down too. Pyramus takes the sword from her
and carefully wipes it off.]

Adieu, adieu, adieu.

[Both lie down.]

Bottom. [Starting up.] Will it please you to see the epilog,
or to hear a dance between two of our company?

Theseus. No epilog; for your play needs no excuse. When
the players are all dead, therc need none to be blamed.
But, come, your dance; let your cpilog alone.

{A dance.]

Theseus. [After the players leave C. D.] This coarse, rough

play hath well beguiled
The evening. Sweet friends,
A fortnight hold we this solemnity
In nightly revels and new jollity.

[Ezeunt C. D.]

* ADDITIONAL READINGS

Theseus and Hippolyta.

1,i, 1-19.1

1V, i, 103-126.

V, i, 1-365.

1 The line numbers refer to The Macmillan Pocket Classics edition of

A Midsummer Night's Dream.
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Lysander and Hermia, Demetrius and Helena.
I, i, from 20.
11, i, 144~172, 184-244, 255-end; ii, from 35.
111, ii, from 41.
1V, i, 127-200.
Oberon and Titania, the Fairy King and Queen.
11, i, 60-183, 243-254; ii, 1-34.
111, i, following Puck’s enchantment of Bottom, from 120; ii, 1-40.
v, i, 1-102.
V, i, from 366.



THE TAMING OF THE SHREW

(Shortened)

THE CHARACTERS
Barrista (bip-tis'ta), a rich gentleman of Padua (pad’a-a).
VINCENTIO * (vIn-s&n’sho), an old gentleman of Pisa (p@-za).
LucenTiOo (160-s8n’sho), son to Vincentio, in love with Bianca.
PeTRUCHIO (p&-tr6och’i-0 or p&-troo’chi-5), a gentleman of Verona

(v&-ro'na), a suitor to Katharina.

GreMIO (gré'mi-0),
Hortensio (hor-tén’sho),
TrANIO (tri'ni-0), servant to Lucentio.
BronpeLLo * (bé-6n-d&l’'lo), servant to Baptista.
Grumio (groo’mi-0),
Curris * (kar'tls),
KarHarINA (ki-ta-ré'na), the shrew,
Branca (be-ing'ka),
A Widow.
A Tailor.*

; suitors to Bianca.

% servants to Petruchio.

z» daughters to Baptista.

15 reading parts.*
SErtiNG: Italy—at Padua, and at Pelruchio’s country house

SYNOPSIS

SerTiNG 1. In front of Baptista’s house.
Episode 1. Katharina must be married first.
Episode 2. Petruchio will marry her.

SerrinG II. A room in Baptista’s house.
Episode 3. The wooing.

Episode 4. Waiting for the bridegroom.
Episode 5. The wedding.

* Cast reducible to 10, if Gremio doubles for Vincentio; Tranio for
Curtis and the Haberdasher; Lucentio for the tailor; and if Biondello’s
lines are appropriated by Tranio.
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SerTiNG III.  Petruchio’s country house.
Episode 6. The homecoming.
Episode 7. The taming of the shrew.
SETTING IV.  The road to Baptista’s.
Episode 8. A new Katharina.
SerriNG V. At Baptista’s house.
Episode 9. Lucentio prospers.
Episode 10. Lucentio’s wedding reception. The wager

PROLOG-INTRODUCTION t

The University of Padua in 1922 was seven hundred years old.
Galileo and Columbus studied there, and Petrarch, the father of the
Renaissance. The University at its height had eighteen thousand
students. The city of Padua, therefore, was a very old and famous
university town when Shakespeare makes Lucentio arrive there in
the first scene of The Taming of the Shrew.

Lucentio is the young and wealthy traveler, who with his servant
Tranio appears in the background of the picture in the first episode,
and who as a result of Tranio’s fertile suggestion puts on his university
cap and gown to counterfeit a teacher and to woo the younger daugh-
ter of Baptista.

Baptista is the old man who has decided not to allow his younger
daughter to be wed—or, indeed, be wooed—until the older one is
married. The older one is Katharina, the Shrew. A ‘““shrew’’ was
a woman who had a shrewd or biting tongue, and Katharina’s wit
was so sharp that it cut everyone to the quick. Her sarcasm lashed
all alike who came within its reach.

Petruchio, however, is a man who dares to marry Katharina. His
courage and still more remarkable good sense enable him to realize
that beneath Katharina’s sarcastic exterior lies material for a fine
womanhood. Petruchio is somewhat of a shrew himself — at any
rate enough so to assume a bold and flaunting front to tame the
shrew. And yet he is a man of golden instincts for better things,
as Shakespeare lets us see at intervals when Katharina is allowed
to catch a glimpse of what Petruchio’s inner self may be. The

1 The Prolog lines may be taken by Tranio.
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Petruchio of the older play, which Shakespeare here rewrites, was
rough, but under Shakespeare’s wonder-working hand, although
many of the lines remain the same, the character is changed. It is
refined.

Katharina, also, is a lady. Though she has found her master,
she knows that she is beginning to enjoy his fun. Once she feels
that Petruchio’s spirit is truly kindred to her own, she rises to his
expectations and becomes all and exactly what he wants her to be.
The merry, strange companionship of these two in the later episodes
1s sufficient in itself to make the brides and bridegrooms wonder at
how well-matched the most ill-matched become when they can
laugh, and whether the best-fitted really arc not the worst when they

cannot.
é af% BERGAMO
J

Lake

Lake

Ld
Verona

Padua

Nore. If we include, besides the main plot, other very interesting
incidents, for instance, those connected with Bianca’s wooing, the play-
let exceeds 45 minutes. A few of these are included in small type,
but may be omitted in case the time limit must be adhered to strictly.
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SerTING I
Padua, in front of Baptista’s house
Episode 1
There enter [L. 11! Baptista, Katharina, Bianca, Gremio, Hortensio;
and [R. 1] unobtrusively, Lucentio with Tranio.

Baptista. [Turning on Gremio and Hortensio.] Gentlemen,
impértune me no farther,
For how firmly I am resolved you know;
That is, not to bestow my youngest daughter
Before I have a husband for the elder.
If either of you both love Katharina,
Because I know you well and love you well,
Leave shall you have to court her at your pleasure.
Gremio.  [Aside.] To cart? her rather; she’s too rough for
me. —
There, there, Hortensio, will® you any wife? —
Katharina. [To Baptista.] 1 pray you, sir, is it your will
To make a laughing stock of me amongst these mates?
Hortensio. Mates, maid! how mean you that? No mates for
you,
Unless you were of gentler, milder mould.
Katharina. Sir, you shall never need to fear.
It is not halfway to her heart;*
But if it were, doubt not her care should be
To comb your noddle with a three-legg’d stool.
And paint your face and use you like a fool.
Hortensio. From all such tongues deliver me!
Gremio. And me too.

V[L. 1]: The first entrance from the front of the stage on the left as
one faces the audience. L. 2 and L. 3 may be either on the side, well to
the rear, or in the back of the stage.

2 cart: a punushment, which consisted in driving the offender around
town in a cart.

3 unll: wish.

4 She does not halfway wish it.
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Tranzo.! Master, there’s some good fun coming;
That maid is stark mad or wonderful perverse.
Lucentio. But in the other’s silence do I sce
Mild behavior and sobriety.
Baptista. Gentlemen, that I may soon make good
What I have said, Bianca, get you in;
And let it not displease thee, good Bianca,
For I will love thee nc’er the less, my girl.
Katharina. A pretty pet! She’d best
Put finger in her eye,? if she knew why.
Bianca. Sister, content you in my discontent, —
Sir, to your pleasure humbly I subscribe.
My books and instruments shall be my company,
On them to look and practice by myself.
Lucentio. Hark, Tranio! thou may’st hear Minerva? speak.
Hortensio. Signior* Baptista, why will you be so strange,
And shut her up for this fiend of hell,
And make her bear the penance of Katharina’s tongue?
Baptista. Gentlemen, content ye; I am resolved.
Go in, Bianca;

[Exit Bianca R. 2.]

And for I know she taketh most delight

In musie, instruments, and poetry,
Schoolmasters will I keep within my house,
Fit to instruct her youth. If you, Hortensio,
Or Signior Gremio, you, know any such,
Refer them hither; for to cunning® men

I will be very kind.

1 Tranio hangs very close to his master’s heels and so speaks almost
into Lucentio’s ear.

2 Put finger in her eye: Blanca, weeping, has put her hand to her eyes.

3 Mainerva: the Roman goddess of wisdom.

4 Signior: a title of respect among the Itahans.

5 cunning: skilful.
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Tranio, unobserved by his master Lucentio, steps off the stage
[R. 1].
Katharina, you may stay;
For I have more to commune with Bianca.
[Ezit R. 2.]

Katharina. Why, and I trust I may go too, may I not?
What, shall I be appointed hours, as though
I knew not what to take, and what to leave? Ha!

[Exit R. 2.]

Gremio. Our cake’s dough on both sides. — Farewell; yet
for the love I bear my sweet Bianca, if I can by any means
light on a fit man to teach her that wherein she delights, I
will wish him to her father.

Hortensio. So will I, Signior Gremio.

Gremio and Ilortensio part [R. 1 and L. 2 respectivelyl, Ior-
tensto going tn his own gate.

Lucentio. O Tranio,! till I found it to be true,

I never thought it possible or likely;
But now in plainness I confess to thee,
Tranio, I burn, I pine, I perish, Tranio,
If T achieve not this young modest girl.
I saw sweet beauty in her face.
Tranio, I saw her coral lips to move
And with her breath she did perfume the air.
Ah, Tranio, what a cruel father’s he!'
Tranio slips back on to the stage, carrying a scholar’s cap and
gown.
But art thou not advised,? he took some care ,
To get her cunning schoolmasters to instruct her?
Tranio. Ay, that am I, sir; and now ’tis plotted.
[Shows the cap and gown.]
Lucentio. 1 have it, Tranio.

10 Tranio: Lucentio thinks Tranio is still standinf right behind him
2 But art thou not advised? Do you not understand
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He puts on the cap and gown, giving his own hat and cloak to
Tranio.
Tranio. You will be schoolmaster,
And undertake the teaching of the maid:
That’s your device?
Lucentio. It is. ...
In Padua we have not yet been seen in any house,
Nor can we be distinguished by our faces
For man or master. Then
Thou shalt be master, Tranio, in my stead.
Take my colored hat and cloak,! and be thou one
Among these wooers. If thou ask me why,
Sufficeth, my reasons are both good and weighty.
[Exit R. 1]
Tranio puts on Lucentio’s cloak and hat and struts away in them
(£ 1) Episode 2
[Prolog] Petruchio and his man Grumio. [Exit.]
Petruchio and Grumio enter [R. 1] and proceed to Hortensio’s
gate (L. 2.]
Petruchio  This is his house. Here, Grumio; knock, I say.
Grumio. Knock, sir! whom should I knock? Is there any
man has abused your worship?
Petruchio. Villain, I say, knock me? here soundly.
Grumio. Knock you here, sir! Why, sir, what am I, sir, that
I should knock you here, sir?
Petruchio. Villain, I say, knock me at this gate
And rap me well, or I'll knock your knave’s pate.
Grumio. Knock you first, and I know after who comes by
the worst.
Petruchio. If you’ll not knock, I'll ring,.
[He wrings him by the ears.]

1 colored hat and cloak. The master wore brighter colors than the servant.
2 me: Petruchio uses me as an indirect object; Grumio pretends to
understand the word as a direct object.
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Grumio. Help, help! my master is mad.
Petruchio. Now, knock when I bid you.
[Hortensio enters L. 2.]

Hortensio. How now! what’s the matter’—My old friend
Grumio! and my geod friend Petruchio!

Petruchio. Signior Hortensio, come you to part the fray?

Hortensio. Rise, Grumio, rise.

Grumio. Nay, ’tis no matter, sir. Look you, sir, he bid
me knock him and rap him soundly, sir. Well, was it fit
for a servant to use his master so?

Petruchio. Good Hortensio,

I bade the rascal knock upon your gate
And could not get him for my heart to do it.

Grumio. Knock at the gate! O heavens! Spake you not
these words plain, “Knock me here, rap me here, knock
me well, and knock me soundly ”?

Petruchio. Be gone, or talk not, I advise you.

Hortensio. Petruchio, patiecnce; I am Grumio’s pledge.
Why, this’s a heavy chance "twixt him and you,

Your ancient,! trusty, pleasant servant Grumio.
And tell me now, sweet friend, what happy gale
Blows you to Padua here from old Verona?

Petruchio. Such wind as scatters young men through the world

To seek their fortunes.

My father’s dead,

And I have thrust myself into this maze,

Haply to wive and thrive as best I may.

Money in my purse I have and goods at houwe,

And so am come abroad to see the world.
Hortensio. Petruchio, shall I wish thee to a shrewd ill-

favored wife?
And yet I'll promise thee she shal be rich
And very rich.

Lancient: old.



THE TAMING OF THE SHREW 131

Petruchio. 1 come to wive it wealthily in Padua.
Hortensio. 1 can, Petruchio, help thee to a wife
With wealth enough and young and beauteous,
Brought up as best becomes a gentlewoman.
Her only fault, and that is faults enough,
Is that she is intolerable curst!
And shrewd and mischievous.
Petruchio. Tell me her father’s name.
Hortensio. Her father is Baptista Minola,
An affable and courteous gentleman.
Her name is Katharina Minola,
Renown’d in Padua for her scolding tongue.
Petruchio. 1 know her father, though I know not her;
And he knew my deceaséd father well.
I will not sleep, Hortensio, till I see her.

Gremio enters [R.] wath Lucentio in cap and gown?

Gremio. You are well met, Signior Hortensio.

Know you whither I am going? To Baptista Minola.

I promised to inquire carefully

About a schoolmaster for the {air Bianca;

And by good fortune I have lighted well

On this young man.
Hortensio. And Gremio,

Here is a gentleman

“Vill undertake to woo curst Katharine,

Yea, and te marry her, if her dowry please.
Gremw. So said, so done. —

Hortensio, have you told him all her faults?
Petruchio I know she is an irksome brawling scold.

If that be all, masters, I hear no harm.
Gremw. No, say’st me so, friend? What countryman?
Petruchio. Born in Verona, old Antonio’s son.

My father dead, my fortune lives for me;

And I do hope good days and long to sce.

L curst: tart, ill-tempered.

2 If the time for presentation is limited to forty minutes, the parts of
the play printed in small type must be omitted.
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Gremio. O sir, such a life with such a wife, were strange!

Will you woo this wild-cat?
Petruchio. Will T live?

Think you a little din can daunt mine ears?

Have I not in my time heard lions roar?

Have I not heard the sea, puffed up with winds,

And heaven'’s artillery thunder in the skies?

Have I not in a pitched battle heard

Loud ’larums, neighing steeds, and trumpets’ clang?

And do you tell me of a woman’s tongue,

That gives not half so great a blow to hear

As will a chestnut in a farmer’s fire?

Tush, tush! scare boys with bugs.
Grumao. For he fears none.

Tranio appears [L. 1.] wn his fine clothes.

Tranio. Gentlemen, God save you. If I may be bold,

Tell me, I bescech you, which is the readiest way

To the house of Signior Baptista Minola?
Hortensio. He that has the two fair daughters? Is’t he you mean?
Tranmo. Even he.
Gremw. Hark you, sir; you mean not her to ——2
Tranw. Perhaps, him and her, sir; what have you to do?
Petruchio. Not her that chides, sir, at any rate, I pray.
Tranto. I love no chiders, sir.
Lucentio. [Awde.] Well begun, Tranio.
Hortensto. Sir, a word ere you go;

Are you a suitor to the maid you talk of, yea or no?
Tranio. And if I be, sir, is it any offence?

Baptista is a noble gentleman,

To whom my father is not all unknown;

And were his daughter fairer than she is,

She may more suitors have, and me for one.

Helen of Troy had a thousand wooers;

Then well one more may fair Bianca have;

And so she shall; Lucentio shall be one.

He stalks wnto Baptista’s house [R. 2, the rest watching him.

[Curtain.]
1hugs: bugbears.

2 The word omitted, of course, is woo. Note how Tranio shows tha.
he understands, by making his next line rhyme with woo.
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SETTING 1T

[Prolog ] Padua. A room in Baptista’s house [Exit]
Episode 3

There enter [L.] Baptista and Tranio; Petruchio, Hortensio, and
Gremio; with Lucentwo dressed as a scholar.

Gremio. Good morrow, neighbor Baptista.

Baptista. (Good morrow, neighbor Gremio.—God save you,

gentlemen!

Petruchio.  And you, good sir! Pray, have you not a daughter
Called Katharina, fair and virtuous?

Baptista. 1 have a daughter, sir, called Katharina.

Petruchio. I am a gentleman of Verona, sir,

That, hearing of her beauty and her wit,

Her affability and bashful modesty,

Her wondrous qualitics and mild behavior,

Am bold to show myself a forward guest

Within your house, to make mine cye the witness
Of that report which I so oft have heard.

Baptista. You're welcome, sir.

Petruchio. Petruchio is my name; Antonio’s son,
A man well known throughout all Italy.

Baptista. 1 know him well: you arc welcome for his sake.

Gremio. Saving your tale, Petruchio, I pray,
et us, that arc poor petitioners, speak too.

Petrichio. 0O, pardon me, Signior Gremio; I would fain be

doing.

Gremio. 1 doubt it not, s'r. — Neighbor, here is a gift very
agreeable, I am sure of it, this young scholar [presenting
Lucentio], that hath been long studying at Rheims; cunning
in Greek, Latin, and other languages. Pray, accept his
service.
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Baptista. A thousand thanks, Signior Gremio.
Welcome, good sir. [To Lucentio.] You shall sce your
pupil.
[Takes him to the door of the mext room, and he goes in R.]
[To Tranio.] Lucentio is your name; of whence, I pray?
Tranio. Of Pisa, sir; son to Vincentio.
Baptista. A mighty man of Pisa; by report
I know him well. You are very welcome, sir.
Petruchio. Signior Baptista, my business asketh haste,
And every day I cannot come to woo.
You knew my father well, and in him me.
Then tell me, if I get your daughter’s love,
What dowry shall 1 have with her to wife?
Baptista. After my death the one half of my lands,
And in possession twenty thousand crowns.
Petruchio. And, for that dowry, I'll assure her,
If it be that she survive me,
All my lands and leases whatsoever.
Baptista.  'Well mayst thou woo, and happy be thy speed!
But be thou arm’d for some unhappy words.
Signior Petruchio, will you go with us,
Or shall I send my daughter Kate to you?
Petruchio. 1 pray you do. [Exeunt R. all but Petruchio.]
I will attend her here,
And woo her with some spirit when she comes.
Say that she rail, why then I’ll tell her plain
She sings as sweetly as a nightingale.
Say that she frown, I'll say she looks as clear
As morning roses newly washed with dew.
If she deny to wed, I'll crave the day
When I shall ask the banns and when be married.

Katharina enters [R.].
Good morrow, Kate; for that’s your name, I hear.
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Katharina. Well have you heard, but something hard of
hearing.
They call me Katharine that do talk of me.
Petruchio. You lie, in faith ! for you are called plain Kate,
And bonny Kate, and sometimes Kate the curst?;
But Kate, the prettiest Kate in Christendom,
Kate of Kate Hall, my super-dainty Kate,
Hearing thy mildness praised in every town,
Thy virtues spoken of, and thy beauty sounded,
Yet not so deeply as to thee belongs,
Myself am moved to woo thee for my wife.
Katharina. Moved! in good time. Let him that moved you
hither
Move you hence.
Peiruchio. Come, come, you wasp; I’ faith, you are too
angry.?
Katharina. If I be waspish, best beware my sting.
She strikes him.
Petruchio. 1 swear I'll cuff you, if you strike again.
Katharina. If you strike me, you are no gentleman.
Petruchio. Nay, come, Kate, come; you must not look so
sour.
Katharina. It is my fashion, when I see a crab.t
Petruchio. Why, here’s no crab; and therefore look not sour.
Katharina. There is, there is.
Petruchio. Then show it me.
Katharina. Had I a glass,® I would.
Petruchio. What, you mean my face?
Katharina. Well aimed of such a young one.
Petruchio. Now, by Saint George, I am too young for you.
Yin faith: in truth, or indeed.
2 curst: soured.
3 wasp . . . angry: Compare the expression ‘“mad as a hornet.”

4 crab: crab apple, or more properly a very sour wild apple.
8 glass: murror.



Ada Rehan as Katharina.
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Katharina. You are withered.
Petruchio. ’Tis with cares.
Katharina. 1 care not.

[Sh- starts to leave R.]

Petruchio. Nay, hear you, Kate. In truth you escape not so.
Katharina. 1 chafe you, if I tarry. Let me go.
Petruchio. No, not a whit; I find you passing gentle.
Twas told me you were rough and coy! and sullen,
And now 1 find report a liar;
For thou art pleasant, gamesome, passing courteous,
But slow in speech, yet sweet as spring-time flowers.
Thou canst not frown,
Nor bite the lip,
Nor hast thou pleasure to be cross in talk,
But thou with mildness entertain’st thy wooers,
With gentle conference, soft and affable.

She moves away.

Why does the world report that Kate doth limp?

A slanderous world!  Kate like the hazel-twig

Is straight and slender, and as brown in hue

As hazel nuts and sweeter than the kernels.

0, let me see thee walk: thou dost not limp.?
Katharina. Go, fool.

Where did you study all this goodly speech?
Petruchio. It is extempore, from my mother-wit.
Kathgrina. A witty mother! witless else her son.
Petruchio. Sweet Katharine, setting all this chat aside,

Your father hath consented

That you shall be my wife;

And, will you, nill you, I will marry you.

1 coy: insensible to love. )

2 limp. Katharina, off her guard for a moment, and possibly, too,

beginning to lke Petruchio, has taken a step or two to show she 18 not
lame. S%xe recovers herself immediately and is angry.
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Now, Kate, I am a husband for your turn;
For, by this light, whereby I see thy beauty,
Thy beauty, that doth make me like thee well,
Thou must be married to no man but me;

For I am he am born to tame you, Kate,

And bring you from a wild Kate! to a Kate
Conformable as other household Kates.

Here comes your father. Do not make denial;
I must and will have Katharine for my wife.

[Baptista, Gremio, and Tranio return R.]

Baptista. Now, Signior Petruchio, how speed? you with my
daughter?
Petruchio. We have agreed so well together
That upon Sunday is the wedding-day.
Katharina. I'll see thee hanged on Sunday first.
Gremio. Hark, Petruchio; she says she’ll see thee hanged
first.
Tranio. Is this your speeding? Nay, then, good night our
part!
Petruchio. Be patient, gentlemen; I choose her for myself.
If she and I be pleased, what’s that to you?
"Tis bargained ’twixt us twain, being alone,
That she shall still be cross in company.
I tell you, ’tis incredible to believe
How much she loves me.
Give me thy hand, Kate3 I will unto Venice,*
To buy apparel for the wedding-day.— .
Provide the feast, father, and bid the guests;
I will be sure my Katharine shall be fine.

1wild Kate. It is just possible that Kate was pronounced cat
Shakespeare’s day; however, the pun upon wild cat is evident anyway.

2 speed: fare.
2 Gwe me thy hand, Kate. To seal the bargain. She gives it to him’
4 Venice. Venice led the fashions then as Paris does now.
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Baptista. 1 know not what to say; but give me your hands.!
[They do.]
God send you joy, Petruchio! ’Tis a match.
Gremio and Tranio. Amen, say we. We will be witnesses.?
Petruchio. Father, and wife, and gentlemen, adieu.,
I will to Venice; Sunday comes apace.?
We will have rings and things and fine array;
And kiss me, Kate,* we will be married o’ Sunday.?
[Exeunt (all but Katharina) R.)

[Exit Katharina L.]
Episode 4
[Prolog.] Sunday, and everything awaits the arrival of the
tardy Petruchio. [Ezat.]

There enter [R.] Baptista, Gremio, Tranio,8 Hortensio and
Katharina, Bianca, and Lucentio.

Baptista. Signior Hortensio, this is the appointed day,

That Katharine and Petruchio should be married,
And yet we hear not of our son-in-law.
What will be said? What mockery will it be,
To lack the bridegroom when the priest attends
To speak the ceremonial rites of marriage!

Katharina. No shame but mine,

To give my hand opposed against my heart.
I told you, I, he was a frantic fool;

He never means to wed where he hath wooed.
Now must the world point at poor Katharine,

! give me your hands. Baptista joins their hands, which is the formal
sign of a betrothal.

2 witnesses: witnesses to the betrothal.

3 apace: quickly.

4 Petruchio does not stay to try it!

5o’ Sunday: on Sunday. Pronounce o’ as in o’clock.

8 Tranto. If Tranio takes over Biondello’s lines, he should not enter
now, but twenty-five lines later when Biondello should enter. He will
not be missed meanwhile.
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But where is Kate? I stay too long from her.
The morning wears, ’tis time we were at church.
Tranio. See not your bride in these unreverent robes.
Go to my chamber; put on clothes of mine.
Petruchio. Not I, believe me; thus I'll visit her.
Baptista. But thus, I trust, you will not marry her.
Petruchio. Good truth, even thus; therefore have done with
words.
To me she’s married, not unto my clothes.
[Exeunt Petruchio and Grumio R.]
Hortensio. He hath some meaning in his mad attire.
We will persuade him, be it possible,
To put on better ere he go to. church.
Baptista. T'll after him, and see the end of this.
But Petruchio comes out [R.] leading Katharina with him.

[Exeunt L.]
[Curtain.]
Episode 5
[Prolog.] An hour later. [Exit.]

Lively strains of music are starting up. Tranio and Gremio enter

[R. and L. respectively].
Tranio. Signior Gremio, came you from the church?
Gremio. As willingly as e’er I came from school.
Tranio. And are the bride and bridegroom coming home?
Gremio. Bridegroom say you? Why, he’s a very fiend.
Tranio. Why, she’s a devil —
Gremao. She’s a lamb to him!

T'll tell you, Sir Lucentio; when the priest

Should ask, if Katharine should be his wife,

“Ay, by gogs-wouns,”’! quoth he; and swore so loud,

1 gogs-wouns: God’s wounds — an oath unappropriate in Petruchio’s
mouth; this is a passage from the old play, which Shakespearc re-
modelled to make this one.
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stumbling, hath often burst and is now repaired with knots;
and a woman’s crupper! of velvet, which hath two letters
for her name fairly set down in brass studs, and here and
there pieced with packthread.

Baptista. 'Who comes with him?

Biondello. O, sir, his servant, for all the world dressed like
the horse; with a linen stock on one leg and a boot-hose on
the other, gartered with red and blue; an old hat and a
feather: a monster, a very monster in apparel.

Hortensio. ’Tis some odd humor spurs him to this fashion;
Yet oftentimes he goes but mean-apparelled.

Baptista. I am glad he’s come, howsoe’er he comes.

Biondello. Why, sir, he comes not.

Baptista. Didst thou not say he comes?

Biondello. Who? That Petruchio came?

Baptista. Ay, that Petruchio came.

Biondello. No, sir; I say his horse comes, with him on his
back.

[Enter Petruchio and Grumio L.]

Petruchio. Come, where be these gallants? Who's at home?
But where is Kate? Where is my lovely bride?
How does my father?—Gentles, methinks you frown.—
Baptista. 'Why, sir, you know this is your wedding-day.
First were we sad, fearing you would not come;
Now sadder, that you come so unprovided.?
Tranio. And tell us, what
Hath so long detained you from your wife,
And sent you hither so unlike yourself.
Petruchio. Tedious it were to tell, and harsh to hear.
At more leisure, I will so excuse it
As you shall well be satisfied withal.

1 crupper (kriip’&r or kroop’ér): a pad for riding behind the saddle.
2 unprovided; t.e. with clothes.
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But where is Kate? I stay too long from her.
The morning wears, ’tis time we were at church.
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Go to my chamber; put on clothes of mine.
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Baptista. But thus, I trust, you will not marry her.
Petruchio. Good truth, even thus; therefore have done with
words.
To me she’s married, not unto my clothes.
[Exeunt Petruchio and Grumio R.]
Hortensio. He hath some meaning in his mad attire.
We will persuade him, be it possible,
To put on better ere he go to.church.
Baptista. T'll after him, and see the end of this.
But Petruchio comes out [R.] leading Katharina with him.

[Exeunt L.]
[Curtain.]
Episode 5
[Prolog.] An hour later. [Exit.]

Lively strains of music are starting up. Tranio and Gremio enter

[R. and L. respectively].
Tranio. Signior Gremio, came you from the church?
Gremio. As willingly as e’er I came from school.
Tranio. And are the bride and bridegroom coming home?
Gremio. Bridegroom say you? Why, he’s a very fiend.
Tranio. Why, she’s a devil —
Gremio. She’s a lamb to him!

Tl tell you, Sir Lucentio; when the priest

Should ask, if Katharine should be his wife,

“Ay, by gogs-wouns,”’* quoth he; and swore so loud,

1 gogs-wouns: God’s wounds — an oath unappropriate in Petruchio’s
mouth; this is a passage from the old play, which Shakespeare re-
modelled to make this one.
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That, all-amazed, the priest let fall the book;

And, as he stooped again to take it up,

This mad-brained bridegroom gave him such a cuff

That down fell priest and book, and book and priest.

“Now take them up,” quoth he, “if any dare.”
Tranio. What said the girl when he rose again?
{remio. Trembled and shook; for why, he stamped and

swore,

As if the vicar meant to cozen?® him.

But after many ceremonies done,

He calls for wine. “A health!” quoth he, as if

He had been aboard,? carousing to his mates

After a storm; quaffed off the wine,

And threw the sops all in the sexton’s face.

This done, he took the bride about the neck

And kissed her lips with such a clamorous smack

That at the parting all the church did echo.

And T sceing this, came thence for very shame,

And after me, I know, the rout is coming.

Such a mad marriage never was before.

[Reenter L. Petruchio, Katharina, Bianca, Baptista, Hortensto, and
Grumio.]
Petruchio. Gentlemen and friends, I thank you for your
pains.
I know you think to dine with me today,
And have prepared great store of wedding cheer;
But so it is, my haste doth call me hence,
And therefore here I mean to take my leave.
Baptista. 1Is't possible you will away tonight?
Petruchio. I must away today, before night come.
Make it no wonder; if you knew my business,
You would entreat me rather go than stay.—

1 cozen: cheat. 2 gboard: aboard a ship.



144 TFORTY-MINUTE PLAYS FROM SHAKESPEARE

And, honest company, I thank you all

That have beheld me give mysclf away

To this most patient, sweet, and virtuous wife.

Dine with my father, drink a health to me,

For I must hence; and farewell to you all.
Tranio. Let us entreat you stay till after dinner.
Petruchio. It may not be.

Gremao. Let me entreat you.
Petruchio. 1t cannot be.

Katharina. Let me entreat you.
Petruchio. 1 am content.

Katharina. Are you content to stay?

Petruchio. I am content you shall entreat me stay;
But yet not stay, entreat me how you can.
Katharimma. Now, if you love me, stay.

Petruchio. Grumio, my horse.
Grumio. Ay, sir, they be rcady; the oats have eaten the
horses.

Katharina. Nay, then.
Do what thou canst, T will not go today;
No, nor tomorrow, not till I please myself.
The door is open, sir; there lies your way.
Petruchio. O Kate, content thec; prithee,! be not angry.
Katharina. 1 will be angry. What hast thou to do? —
Father, be quiet; he shall stay my leisure.
Gentlemen, forward to the bridal dinner.
Petruchio. They shall go forward, Kate, at thy command. —
Obey the bride, you that attend on her;
Go to the feast. . . .
But for my bonny Kate, she must with me. —
Nay, look not big, nor stamp, nor stare, nor fret;
I will be master of what is mine own.—
And here she stands, touch her whocver dare,
L prithee: I pray thee.
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Will you give thanks, sweet Kate; or else shall 1?1 —
What’s this? Mutton?
Grumao. Ay.
Petruchio. Who brought it?
Curtis. 1.
Petruchio. 'Tis burnt; and so is all the meat.
How durst you bring it to me that love it not?
There, take it to you, trenchers, cups, and all.
[Throws the meat, etc., about the stage.)
You heedless joltheads and unmannered slaves!
What, do you grumble? TI’ll be with you straight.

[They run off L. 2 and 3.]

Katharina. 1 pray you, husband, be not so disquict.

The meat was good, if you were so contented.
Petruchio. 1 tell thee, Kate, 'twas burnt and dried away,

And T expressly am forbid to touch it,

For it engenders choler,? planteth anger;?

And better 'twere that both of us did fast,

Since, of ourselves, ourselves are choleric.

Be patient; tomorrow ’t shall be mended,

And, for this night, we’ll fast for company.

[Ezeunt L. 1.}
After a moment Grumio and Curtis steal back (L. 2 and 3].

Curtis. Didst ever see the like?
He kills her in her own way. Where is he?
Grumio. In her bedroom, making a sermon on pure love to
hér;
And rails, and swears, and scolds, that she, poor soul,

1 Note the delicacy of this touch in Shakespeare’s own Petruchio.
Though Petruchio is pretending the most outrageous temper toward the
servants, he speaks to Katharina gently.

2 choler (kol’ér): irritation, anger.

31t was an old superstition that certain foods produced fumes that
heated the brain.



150 FORTY-MINUTE PLAYS FROM SHAKESPEARE

Knows not which way to stand, to look, to speak,
And sits as one new-risen from a dream. —
Away, away! for he is coming hither.
[Exeunt L. 3.]
Petruchio returns [L. 1.]

Petruchio. She ate no meat today, nor none shall eat;
Last night she slept not, nor tonight she shall not;
As with the meat, some undeservéd fault
T'll find about the making of the bed;

And here I'll fling the pillow, there the bolster,
This way the coverlet, another way the sheets.

Ay, and amid this tumult I shall say

That all is done in reverend care of her;

And in conclusion she shall watch all night;

And if she chance to nod I’ll rail and brawl

And with the clamor keep her still awake.

This is a way to kill a wife with kindness,

And thus I'll cure her mad and headstrong temper.

[Exit L. 1.]
Episode 7
[Prolog.] And the next day, with Hortensio come to visit
them — [Exit.)

Katharina enters [L. 2] with Grumio.

Grumio. No, no, forsooth; I dare not for my life.
Katharina. The more my wrong, the more his spite appears.

What, did he marry me to famish me?

I’'m starved for food, giddy for lack of sleep.

I prithec go and get me some repast;

I care not what, so it be wholesome food.
Grumio. What say you to a calf’s foot?
Katharina. ’'Tis passing good; I prithee let me have it.
Grumio. 1 fear it is too choleric a meat.

How say you to a fat tripe finely broiled?
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Katharina. 1 like it well; good Grumio, fetch it me.
Grumio. 1 cannot tell; I fear ’tis choleric.
What say you to a piece of beef and mustard?
Katharina. A dish that I do love to feed upon.
Grumio. Ay, but the mustard is too hot! a little.
Katharina. Why then, the beef, and let the mustard rest.
Grumio. Nay then, I will not; you shall have the mustard,
Or else you get no beef of Grumio.
Katharina. Then both, or one, or anything thou wilt.
Grumio. Why then, the mustard without the beef.
Katharina. Go, get thee gone, thou false deluding slave,
[Beats him.)]

That feedest me with the very name of meat.
Sorrow on thee and all the pack of you,
That triumph thus upon my misery!
Go, get thee gone, I say. '
Petruchio and IHortensio enter [L. 3] with food.
Petruchio. How fares my Kate?
Katharina. Faith, as cold as can be.
Petruchio. Here love, thou sce’st how diligent T am
To dress thy meat myself and bring it thee.
I am sure, sweet Kate, this kindness merits thanks.
What, not a word? Nay then thou lovest it not;
And all my pains are wasted. —
[To Grumio.] Here, take away this dish.
Katharina. I pray you, let it stand.
Petrughio. 'The poorest service is repaid with thanks,
And so shall mine, before you touch the meat.
Katharina. 1 thank you, sir.
Hortensio. Signior Petruchio, fie! you are to blame. —
Come, Mistress Kate, I'll bear you company.?

! Through all this again runs the superstition that “hot’’ foods fed
hot temper.
2 I'll bear you company: I'll eat with you.



152 FORTY-MINUTE PLAYS FROM SHAKESPEARE

Petruchio. [Aside] Eat it up all, Hortensio, if thou lovest

me.
Much good may it do thy gentle heart! —
Kate, eat quickly. And now, my honey love,
Will we return unto thy father’s house
And revel it as bravely as the best,
With silken coats and caps and golden rings,
With ruffs and cuffs and farthingales! and things.
What, hast thou dined?
[A tailor appears at the door R. 2.]
The tailor stays thy leisure,
To deck thy body with his ruffling treasurc. —
The tatlor enters.
Come, tailor, let us see these ornaments;
Lay forth the gown. —
A haberdasher appears in the doorway [R. 2].
What news with you, sir?
Haberdasher. Here is the cap your worship did bespeak.?
[The haberdasher enters.  Petruchio seizes the cap.]
Petruchio. Why, this was moulded on a porringer3;
A velvet dish.  Fie, fie! a walnut-shell,
A toy, a baby’s cap.
Away with it! come, let me have a bigger.
Katharina. T'll have no bigger; this doth fit the time,
And gentlewomen wear such caps as these.
Petruchio. When you are gentle, you shall have one too,
And not till then.t
Hortensio. [Aside.] That will not be in haste.

1 farthangales (far’thing-gilz) : hooped skarts.
2 bespeak: order. )

3 {mmnger: a mush dish, a dish for porridge.
4In

a very few places Petruchio speaks directly to Katharina, dropping
the part he plays and letting her sce him as himself; as much as to hint
that he will drop the masquerade when he sces that she has conquered

herself.
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Katharina. Why, sir, I trust I may have leave to speak;
And speak I will. I am no child, no babe.
Your betters have endured me say my mind,
And if you cannot, best you stop your ears.
My tongue will tell the anger of my heart,
Or else my heart concealing it will break.
Petruchio. Why, thou say’st true; it is a paltry cap.
I love thee well, in that thou likest it not.
Katharina. Love me or love me not, I like the cap;
And I will have it, or 1 will have none.

But the haberdasher at a sign from Petruchio has already left the
house [R. 1].

Petruchio. Thy gown? Why, ay. — Come, tailor, let us sec’t.
O mercy, what’s this? A sleeve?
What, up and down, carved like an apple-tart!?
Here’s snip and nip and cut and slish and slash, —
Hortensio. [Aside.] 1 sce she’s like to have neither cap nor
gown,
Tailor. You bid me make it
According to the fashion and the time.
Petruchio. 1 did; but if you remember,
I did not bid you mar it to the time.
Go, hop me over every kennel home,
For you shall hop without my custom, sir.
T'll none of it. Hence! make your best of it.
Katharina. I never saw a better-fashioned gown,
More quaint, more pleasing, nor more commendable.
Perhaps you mean to make a puppet? of me.
Petruchio. Why, true; he means to make a puppet of thee.
Tailor. She says your worship means to make a puppet of her.

1 carved like an apple-tart. “Slits” in sleeves, through which silk of
another color showed, were the fashion in Shakespeare’s time.
2 puppet: a tiny human figure made to play with.
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Petruchio. O monstrous arrogance! Thou liest, thou thread,
thou thimble,
Thou yard, three-quarters, half-yard, quarter, inch!
Thou flea, thou nit, thou winter-cricket thou!
Braved in mine own house with a skein of thread?
Away, thou rag, thou remnant.
I tell thee, I, that thou hast marred her gown.
Tailor. Your worship is deceived; the gown is made
Just as my master had direction.
Grumio gave order how it should be done.
Grumio. 1 bid thy master cut out the gown, but I did nc#
bid him cut it to picces.
Petruchio. Well, sir, in brief, the gown is not for me.
[The tatlor prepares to leave.]
Grumzo. You are in the right, sir; ’tis for my mistress.
Petruchio. [Aside.] Hortensio, say thou wilt sce the tailor
paid. —
[Tothe Tailor.] Go takeit hence; be gone, and say no more.
Hortensio. [Aside.] Tailor, I'll pay thec for thy gown to-
MOrrow;
Take no unkindness of his hasty words.
Away! I say; commend me to thy master.
[Exit Tailor R. 1.]
Petruchio. Well, come, my Kate; we will unto your father’s
Even in these honest mean habiliments.
Our purses shall be proud, our garments poor;
For ’tis the mind that makes the body rich;
And therefore frolic. We will hence forthwith,
To feast and sport us at thy father’s house. —
Go, call my men, and let us straight to him,
And bring our horses unto Long-lane end.
There will we mount, and thither walk on foot. —
Let’s see; I think ’tis now some seven o’clock,
And well we may come there by dinner-time.
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Katharina. 1 dare assure you, sir, ’tis almost two;
And ’twill be supper-time ere you come there.
Petruchio. 1t shall be seven ere I go to horse.
Look, what I speak, or do, or think to do,
You are always crossing it.
I will not go today, and ere I do,
It shall be what o’clock I say it is.
Hortensio. [Aside.] Why, so Petruchio will command the

sun.
[They go back L. 2 to another Toom.)

Serring IV

The road

Episode 8
[Enter Petruchio, Katharina, Hortensio, and Grumio, L., dressed

for the journey.)
Petruchio. Come on, i’ God’s name; once more toward our

father’s.
[They leave the house.]

Good Lord, how bright and goodly shines the moon!
Katharina. The moon! the sun. It is not moonlight now.
Petruchio. 1 say it is the moon that shines so bright.
Katharina. 1 know it is the sun that shines so bright.
Petruchio. Now, by my mother’s son, and that’s myself,

It shall be moon, or star, or what I will,

Before I journey to your father’s house. —

Go on, and fetch our horses back again. —

Evermore crossed and crossed: nothing but crossed!
Hortensio. Say as he says, or we shall never go.
Katharina. Forward, I pray, since we have come so far,

And be it moon, or sun, or what you please.

And if you please to call it a rush-candle,

Henceforth I vow it shall be so for me.

Petruchio. 1 say it is the moon.
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Katharina. I know it is the moon.
Petruchio. Nay, then you lie; it is the blesséd sun.
Katharina. Then, God be blest, it is the blesséd sun;
But sun it is not, when you say it is not;
And the moon changes even as your mind.
What you will have it named, even that it is;
And so it shall be so for Katharine.
Hortensio. Petruchio, go thy ways; the field is won.

[Hortenswo parts company with them, leaving R. 2.]

Petruchio. Well, forward, forward! [Toward R. 1.]
But, soft! what company is coming here?

Vaincentio, an old man, Lucentio’s father, enters [R. 3].

[To Vincentwo] Good morrow, gentle mistress; where away? —
Tell me, sweet Kate, and tell me truly too,
Hast thou beheld a fresher gentlewoman?
Such war of white and red within her cheeks!
What stars do spangle heaven with such beauty,
As those two eyes become that heavenly face? —
Fair lovely maid, once more good day to thee. —
Sweet Kate, emnbrace her for her beauty’s sake.
Grumwo. He will make the man mad, to make a woman of him.
Katharina. Young budding virgin, fair and fresh and sweet,
Whither away, or where 1s thy abode?
Happy the parents of so fair a child!
Happier the man, whom favorable stars
Allot thee for his lovely wife!
Petruchio. Why, how now, Kate! I hope thou art not mad.
This is a man, old, wrinkled, faded, withered,
And not a maiden, as thou sayest he is.
Katharina. Pardon, old father, my mistaking eyes,!
That have been so bedazzled with the sun
That everything I look on seemeth green:
Now I perceive thou art a reverend father.
Pardon, I pray thee, for my mad mistaking.
Petruchio. Do, good old grandsire; and withal 2 make known
Which way thou travellest. If along with us,
We shall be joyful of thy company.
Vancentio. Fair sir, and you my merry mistress,
That with your strange greeting much amazed me,
My name is called Vincentio; my dwelling Pisa;

! Katharina has shown her mettle by going through with the joke
Petruchio began; now she shows by her splendid pleasantry that her
reformation is accomplished. .

2 withal: at the same time.
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And bound I am to Padua, there to visit
A son of mine, whom long I have not seen.
Petruchio. What 1s his name?
Vaincentro. Lucentio, gentle sir.
Petruchio. Happily met; the happier for thy son.
And now by law, as well as reverend age,
I may entitle thee my loving father.
The sister to my wife, this gentlewoman,
Thy son 1s soon to marry.
Vincentro  But 1s this true? or 1s 1t else your pleasure,
Like pleasant travellers, to break a jest
Upon the company you overtake?
Katharina. I do assure thee, father, so it 1s.
Petruchiwo  Come, go along, and see the truth of it;
For our first merriment hath made thee doubt us.
And they are off on thewr way to Padua [R. 1].

SerTIiNG V
Baptista’s house
Episode 9

[Prolog.) A room in Katharina’s father’s house. [Ext.)

Buanca and Lucentio enter [L. 2] very lomngly [and go on through into
R. 2] Tramwo appears [L. 3] win his red hat and cloak, and after hum
Hortensio, they look through the open doorway wnto the house.

Hortensw. See, how they kiss and court!
Here 1s my hand, and here I firmly vow
Never to woo her more, but do forswear her,
As one unworthy all the former favors
That I have foolishly flattered her withal.
Tramo. And here I take the like unfeignéd oath,
Never to marry her though she would entreat.
Hortenswo. Yor me, I will be married to a wealthy widow,
Ere three days pass, who hath as long loved me
As I have loved this proud disdainful maiden.
And so farewell, Signior Lucentio.
[Ezit L.]
Enter Buanca and Lucentio R. 2.

Traniq. [Entering the house] Mistress Bianca, bless you with such

grace

As belongeth to a lover’s blesséd case!

I have taken you napping, gentle love,

And have forsworn you with Hortensio.
Bianca. Tranio, you jest; but have you both forsworn me?
Tranio. Mistress, we have.
Lucentio. 'Then we are rid of Hortensio.
Tranio. In faith, he’ll have a lusty widow now,

That shall be wooed and wedded 1n a day.
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Bianca. God give him joy!

Tranwo. Ay, and he’ll tame her.

Bianca. He says so, Tranio?

Tranio. Faith, he’s been unto the taming-school.

Bianca. The taming-school! What, 1s there such a place?

Tranio. Ay, mistress, and Petruchio 1s the master.

They go on further into the house [R. 2].
Petruchio, Kuatharina, Vincentio, and Grumio arrive and stop oul-
sude at the door |L. 3]
Petruchro. Sir, here’s the door.
[Grumio knocks on door frame |
Vincentio. They’re busy within; you were best knock louder.
Tranwo appears [R. 2] and looks out.

Petruchio  Is Sigaior Lucentio within, sir?

Tranwo. [Before noticing his old master Vincentio] Ay, I am he.

Vancentio. [Entering.] What! Nay, what are you? O immortal gods!
A fine villain! A silken doublet! a velvet hose! a scarlet cloak! and a
high hat! O, I am undone! 1 am undone! While I play the thnfty
father at home, my son and my scrvant spend all at the university.

Tranwo. Sir, you seem a sober ancient gentleman by your dress, but

our words show you a madman. Why, sir, what concerns it you it
wear pearl and gold? I thank my good father, 1 am able to maine
tain it.
Baptista appears [R. 2).
Vincentio. Thy father! O wvillain! he 18 a sail-maker 1in Bergamo.
Baptista. You mustake, sir, you mistake, sir.
Pray, what do you think is his name?

Vincentro. His name! as if 1 knew not his name! 1 have brought him
up ever since he was three years old, and his name is Tranio.

Baptista. His name 13 Lucentio.

Vincentio. Lucentio! 0O, he hath murdered his master! — Lay hold
on him, I charge you, in the Duke’s name. — O, my son, my son! —
Tell me, thou villain, where 18 my son Lueentio?

Tranio. Call forth an ofhcer. Carry this mad knave to the jail. — Fath, s
Baptista, I charge you see that he be forthcoming.

Vincentio. Carry me to the jail!

Lucentio and Bwanca rush wn [R. 2).

Lucentio. (Kneeling.) Pardon, sweet father.

Vancentro. Lives my sweet son?

[Tranio departs as fast as may be R. 2.]. .

Bianca. Pardon, dear father.

Baptista. How hast thou offended? —

Where is Lucentio?
Lucentio. Here’s Lucentio,
Right son to the right Vincentio,
That have by marriage made thy daughter mine.

Vincentio. Where 1s that villain Tranio?

Baptista. Why, tell me, is not this the schoolmaster?

Bianca. He is changed into Lucentio.
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Lucentio. Bianca’s love
Made me exchange places with Tranio. )
Baptista. But do you hear, sir? Have you married my daughter with-
out asking my good will?
Vancentro. Fear not, Baptista; we will content you.
They all go on wnto another room, except Katharina and Petruchio,
who, having remained outside to watch, have not been noticed.
Katharina. Husband, let’s follow, to see the end of this ado.
Petruchio. First kiss me, Kate, and we will.
Katharina. What, in the midst of the street?
Petruchio. What, art thou ashamed of me?
Katharina. No, sir, Heaven forbid; but ashamed to kiss.
Petruchio. Why, then let’s home agam.  Come, let’s away.
Katharina. Nay, 1 will give thee a kiss; now pray thee, love, stay.
Petruchio  Is not this well? Come, my sweet Kate:
Better once than never, for never too late.
[T'hey come wnto the house and exit through R. 2.

Episode 10
[Prolog.] The reception for Lucentio’s wedding with Bianca.
[Exit.]
[Enter Baptista, Vincentio, Lucentio, Bianca, Petruchio, Katha-
rina, Hortensio and Widow, Tranio, and Grumio.]
Lucentio. My fair Bianca, bid my father welcome,
While I with self-same kindness welcome thine.
Brother Petruchio, sister Katharina,
And thou, Hortensio, with thy loving widow,
Feast with the best and welcome to our house.
Pray you, sit down;
For now we sit to chat as well as cat.
Petruchio. Nothing but sit and sit, and cat and ecat!
Baptista. Padua affords this kindness, son Petruchio.
Petruchio. Padua affords nothing but what is kind.
Hortensio. For both our sakes, I would that word were true.
Petruchio. Now, for my life, Hortensio fears his widow.
Waidow. He that is giddy thinks the world turns round.
Katharina. Mistress, how mean you that?
Widow. Your husband, being troubled with a shrew,
Measures my husband’s sorrow by his woe:
And now you know my meaning.
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I’ll bring my action! on the proudest he
That stops my way in Padua. — Grumio,
[Draws his sword.)
Draw forth thy weapon, we are beset with thiceves;
Rescue thy mistress, if thou be a man, —
Fear not, sweetheart, they shall not touch thee, Kate;
T'll defend thee against a million.
[Exeunt Petruchio, Katharina, and Grwmio L.)
Baptista. Nay, let them go, a couple of quict ones.
Gremio. Went they not quickly, I should die with laughing.
Baptista. Neighbors and friends, though bride and bride-
groom want,?
Yet, to supply the places at the table —
You know there want no dainties at the feast —
Lucentio,® you shall supply the bridegroom’s place;
And let Bianca take her sister’s place.
Tranio. [Offering her his arm.] Shall sweet Bianca practice

how 10 bride 4t " wmmm s :
Baptista. She shall, Lucentio. Come, gentlemen, let’s go.
[Exeunt R.]

SerTing IIT
Episode 6
[A large bare room?]
[Prolog.] Petruchio’s country house. [Exit |
Grumio appears [R.] and enters.

Grumio. Fie, fie, on all mad masters, and all foul roads.
Was ever man so beaten? Was ever man so weary? T am
sent before to make a fire, and they are coming after t¢
warm them. Holla, ho! Curtis.

Y I'll bring my action on: I shall bring suit against.
leanl: are vﬁ\nting.
ucentio. Baptista addresses Tra isgui 1
v p n10, the disguised servant, when he

The : i chi
bo ok s]s(i :;tmnce R. 2 should be » tall opening, from which the door may
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[Enter Curtis L. 3.]

Curtis. 'Who is that calls so coldly?

Grumio. A picce of ice. — A fire, good Curtis.

Curtis.  Are my master and his wife coming, Grumio?

Grumio. O, ay, Curtis, ay; and therefore fire, fire.

Curtis. Is she as hot a shrew as she’s reported?

Grumio. She was, good Curtis, before this frost; but, thou
knowest, winter tames man, woman, and beast; it hath
tamed my old master and my new mistress and myself.

Curtis. There's fire ready; and therefore, good Grumio, the
news.

Grumio. Where’s the cook? Is supper ready?

Curtzs.  All ready; and therefore, 1 pray thee, news,

Grumio. First, know, my horse is tired; my master and
mistress fallen out.

Curtis. How?

Grumin  Out of their saddles into the dirt; and thereby
hangs a tale. - o

Curtis.  Let’s have it, good Grumio.

Grumio. Lend thine ear.

Curtis. Here.

Grumio. There. [Boxes his ear.] Now I begin: we came
dqwn a muddy hill, my master riding behind my mistress, —

Curtis. Both on one horse?

Grumio. What's that to thee?

Curtis. Why, a horse.

Grumio. Tell thou the tale. But hadst thou not stopped
me, thou shouldst have heard how her horse fell and she
under her horse; thou shouldst have heard in how miry
a place, how she was bemired, how he left her with thvc
horse upon her, while he beat me because her horse stumbled,
how she waded through the dirt to pluck him off me, how
hg swore, how she prayed that never prayed before, how 1
cried, how the horses ran away, how her bridle was burst,



148 FORTY-MINUTE PLAYS FROM SHAKESPEARE

how I lost my crupper,! with many things of worthy mem-
ory, which now shall die in oblivion and thou return un-
experienced to thy grave.
Curtis. By this reckoning he is more shrew than she.
Grumio. Ay; that thou and the proudest of you all shall
find when he comes home.  But silence! T hear my master.
[Petruchio and Katharina arrive R. 1.]
Petruchio.  Where be these knaves?  What, no man at door
To hold my stirrup nor to take my horse! —
Go, rascals, go, and fetch my supper in.
[Exeunt Grumio L. 2 and Curtis L. 3.]
[Singing.] “Where is the life that late I led”’2 —
Where are those —? — Sit down, Kate, sweet Kate, and
welcome, —
[Reenter Grumio and Curtis L. 3 with supper.]
Off with my boots, you rogues! You villains!
[Grumio pulls at his hoots |

Out, you rogue! you pluck my Iootj‘t;'-ry.3
[Strikes him.]
Take that, and mend the plucking off the other. —
Be merry, Kate. — Some water, here.
[Exit Curtis L. 3.]
Where are my slippers? Shall I have some water? —
[Enter Curtis with water L. 3.)
Come, Kate, and wash, and welcome heartily.
[And rising awkwardly he trips Curtis.]
You villain!  Will you let it fall?
[Strikes him.)
Katharina. Patience, I pray you; ’twas a fault unwilling.
Petruchio. A beetle-headed, flap-eared knave!
Come, Kate, sit down; I know you’re hungry.

! crupper: part of the strappings for holding the saddle on the horge.
* A number of snatches of song can be interpolated from the complete

play, especially if one musically inclined will set them to music.
3 aury (a-11'): crookedly, turned to one side.
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Katharina. A very mean meaning.
Widow. Right, I mean you.
Katharina. And I am mean indeed, respecting you.
Petruchio. To her, Kate!
Hortensio. To her, widow!
Petruchio. A hundred marks, my Kate does put her down.
[All laugh, especially Katharina and the Widow.]
Widow. Am I your bird? 1 mean to shift my bush;
Then pursue me as you draw your bow.
You are welcome all.
[She runs out trippingly R. 2, followed by Bianca and Katharina.)
Lucentio. ’Tis well, sir, that you hunted for yourself;
"Tis thought your deer holds you at bay.!
Baptista. O ho, Petruchio! Lucentio hits you now.
Hortensio.  Confess, confess, hath he not hit you here?
Petruchio. He has a little galled me, T confess;
And, as the jest did glance away from me,
"Tis ten to once it maim’d you two outright.
Baptista. Now, in good sadness,? son Petruchio,
1 think thou hast the veriest shrew of all.
Petruchio. Well, I say no; and therefore for assurance
Let’s cach one send unto his wife,
And he whose wife is most obedient
To come at first when he doth send for her,
Shall win the wager which we will propose.
Hortensio. (‘ontent. What is the wager?
Lucentio. Twenty crowns.
Petruchio. Twenty crowns!
1'll venture so much on my hawk or hound,
But twenty times so much upon my wife.
Lucentio. A hundred then.

'at bay: the hunter’s term. When a deer turns in desperation to
face 1ts pursuers, 1t is said to be “at bay.”
2 2n good sadness: in all seriousness.
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Hortensio. Content.

Petruchio. A match! ’tis done.
Hortensio. Who shall begin?

Lucentio. That will I.

Go, Tranio, bid Bianca come to me.
Tranio. 1 go.
[Exit Tranio R. 2.]
Baptista. Son, I'll stand half, Bianca comes.
Lucentio. T’ll have no halves; T’ll bear it all myself. —
[Reenter Tranio R. 2.]
Lucentio. How now! what news?
Tranio. Sir, my mistress sends you word
That she is busy and she cannot come.
Petruchio. How! she is busy and she cannot come!
Is that an answer?
Hortensio. Tranio, go and entreat my wife
To come to me forthwith.
[Exit Tranio R. 2.]

Pectrucheo. 0O, ho! entreat her!
Nay, then she must needs come.
Hortensto. I am afraid, sir,

Do what you can, yours will not be entreated.
[Reenter Tranio R. 2.]
Now, where’s my wife?
Tranio. She says you have some goodly jest in hand.
She will not come; she bids you come to her.
Petruchio. Worse and worse; she will not come!
Grumio, go to your mistress;
Say, I command her come to me.
[Exit Grumio R. 2.]

Hortensio. 1 know her answer.
Petruchzo. What?
Hortensio. She will not.
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Baptista. Now, by my halidom,' here comes Katharina!
Katharina enters [R. 2].
Katharina. What is your will, sir, that you send for me?
Petruchio. Where is your sister, and Hortensio’s wife?
Katharina. They sit conferring by the parlor fire.
Petruchio. Go, fetch them hither.
[Exit Katharina R. 2.]

Lucentio. Here is a wonder, if vou talk of a wonder.
Hortensio. And so it 1s; I wonder what it hodes.
Petruchio. Peace it bodes, and love, and quiet life,

And, to be short, what not, that's sweet and happy.
Baptista. Now, fair befall thee, good Petruchio!

The wager thou hast won; and I will add

Unto their losses twenty thousand crowns,

Another dowry to another daughter,

For she is changed, as she had never been.
Petruchio. Nay, I will win my wager better yet. —

Katharina reenters with Bianca and Widow.
Katharine, that cap of yours becomes you not;
Off with that bauble, throw it under-foot.?
[She does.]

Widow. Let me never have a cause to sigh,

Till I be brought to such a silly pass!
Bianca. Fie! what foolish duty call you this?
Lucentio. 1 would your duty were as foolish too.

The wisdom of your duty, fair Bianca,

Hath cost me an hundred crowns since supper-time.

Beginning to laugh, Katharina walks over to her husband, and
the curtain falls upon the picture of her looking up into Petruchio’s
Sace with a smile of complete understanding.

L by my halidom: upon my sacred oath.
2 Katharina complies with this command instantly; she has grown

into the merry spirit of Petruchio’s ways and suspects already some good-
humored ending to whatever he proposes.
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Note. When playing without a front curtain, the actors may feel
that they need a final couplet from the complete play to help their
exeunt from the stage.

Petruchio. [To Lucentio.] ’Twas I won the wager, though you hit the
white;

And, being a winner, God give you good-night!

[Exeunt.)

ADDITIONAL READINGS

The story of Hortensio’s attempt to court Bianca in the guise of a
musician is interesting.

1, ii, 117-137,! 172-176.

11, i, 54-61, 76-111, 143-166.

111, i.

1V, ii, 1-43.

If one of the cast can play a guitar or mandolin, a most interesting
addition may be made to the playlet by presenting Hortensio as the
music_teacher. The additional lines can be supplied easily from the
foregoing supplementary readings. The Latin in Aet III, Scence 1
should be omitted, leaving Lucentio and Bianca to converse in whispers
that are inaudible to Hortensio.

s ! The line numbers refer to the Tudor cedition of The Taming of the
hrew.
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A Playlet, Covering the Basic Plot of
THE TRAGEDY OF HAMLET, PRINCE OF DENMARK

THE PERSONS OF THE DRAMA
Crauprus (cld’di-us), King of Denmark (dén’mérk).
GerTrUDE (ghr'trood), Queen of Denmark, and mother to Hamlet.
HaMmreT (him'ldt), son to the late, and nephew to the present King.
HoraTio (ho-ra’sho), friend to Hamlet.
PoroNtus (po-16'nt-ts), Lord Chamberlain.
Lakrtes (1a-8ér'téz), son to Polonius.
Francisco (frin-sls’ko), a soldier.
MARCELLUS (miir-sél’is), } officers.
BeErNARDO (bEr-nir'do),
Five Players.*
Osric (0z'11k), a courtier.
TForrinpras (for'tin-briis), Prince of Norway.
Ghost of Hamlet’s father.

17 reading parts.*”
SETTING: Denmark.
Time: The tenth century.

SYNOPSIS

Act I. Scene 1. A platform before the King’s castle. The guard.
Horatio. The ghost of Hamlet’s father.
Scene 2. Polonius’ advice to Laertes, who is leaving
Denmark for France, to attend the University.
Scene 3. Hamlet watching with the guard the next night.

* It is possible to reduce the cast to 11 if Fortinbras is omitted, and
if Francisco, Osric, Laertes, Marcellus, and Bernardo read the first,
second. third, fourth, and fifth actors respectively. Many supernumer-
ary soldiers and attendants may appear.
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Act II. Scene 1. A hall in the castle. Hamlet, Polonius, The
Players.
Scene 2. The same; that evening. The King and Queen.
ActIIL. Scene 1. The Queen’s study.
Scene 2. A hall in the castle.
Act 1V. Scene, the same, a weck later. Horatio receives news
from Hamlet.
Acr V. Scene, the same. Hamlet and Horatio. Osric with a
message. The King and Queen, Laertes, Fortinbras.

PROLOG-INTRODUCTION !

Hamlet is the greatest play that Shakespeare wrote. Its beauty
strength, and diversity have never been excelled.?  Even after it had
been performed for several years, the dramatist recurred to it to
make the thoughts of certain passages clearer, the language choicer,
and the fine phrasing finer still. The dramatic style and finish of
the play are exquisite.

It is said also that Shakespeare reached the height of his per-
formance as an actor in this play. e played the part of the ghost,
the spirit of the dead King of Denmark, Hamlet’s father. The
portrayal must have been a noble and a very beautiful one. But it
was undoubtedly excelied by the performance of Shakespeare’s
fellow actor, Richard Burbage, who played the title role of Hamlet.
Burbage's acting was so excellent that the actors wept; to the play-
ers on the stage he scemed not simply to assume the role but to
be Hamlet.

The period in which Hamlet lived is uncertain, but no doubt in
Shakespeare’s mind it followed shortly after the Danish invasion
of England in the tenth century. Denmark was then a power to be
reckoned with among her neighboring states, and Hamlet's own
father had been a warrior and a conqueror.

The circumstances surrounding Hamlet’s father’s death were very
strange. To Hamlet they appeared suspicious, especially when

1 Prolog-Introduction. Horatio may appropriate Prolog’s part.

% never been excelled. Its popularity even while Shakespeare hved was
attested by five editions of the play and presentations at Oxford, Cam-
bridge, in London, and elsewhere.
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taken with the hasty marriage afterward of the Queen to the dead
King's brother, Hamlet’s uncle.

In the play, before our eyes the suspicion resolves into a cer-
tainty; Hamlet’s uncle killed the King.

Just at this place the harsh old legend, with its medieval ideas,
came into a conflict with Shakespeare’s inner self. The legend calls
for Hamlet’s immediate, unquestioning assumption of the vengeance
for his father’s death. In Shakespeare’s play Hamlet is brought
first face to face with the uncertainties of everything. Reality
itself, love, friendship, and respeet each come knocking at his thoughts
in turn.!  The passing forms of ghost, sweetheart, school fellows,
and the court all come to him, and though H mlet questions them,
unconsciously they are approved by the sublimity and sweetness
that his soul pours out to them. In every line, almost at every
word, the eternal values of an immortal mind shine forth. Kducated
at Wittenberg,? the university where Martin Luther before Shake-
speare’s time held a professorship, Hamlet had drunk deep the cup
of immortality, knowledge.

Horatio has been a fellow student with IHamlet at Wittenberg,.
Laertes, bidding his father farewell in the beginning of the play,
becomes a student, at the University of Paris.

Laertes’ father, Polonius, is Lord Chamberlain.  Polonius con-
siders himself a soplusticated 3 man, and Hamlet, in the playful
spirit of a true schoolboy, mocks him. It is Polonius who after-
wards thinks himself able to pry into Hamlet’s distracted mind,

1 each come knocking at has thoughts in turn.  Only a few of Hamlet’s
experiences of the complete play can be retained mn a short cutting, as
Hamlet 1s the longest of Shakespeare’s plays. The marriage of a woman
to her husband’s brother was at that time a crume in the eyes of the law
and a very great wickedness in the cyes of the people. Hamlet's grief
over his mother’s second marriage can only be touched upon. His un-
certamnties as to whether the ghost may not have been the devil, or even
a hallucination, must be passed over briefly. Some of the most interest-
ing characters must be reserved for a later playlet. See the Additional
Readings.

2 Wittenberg: called ‘‘the cradle of the Reformation.” It seems
almost a pity to learn that the historical Hamlet could not have been
educated there. The University was not established until 1502.

3 sophisticated: 1.e., 1n sending his son to Paris, and 1 other very
obvious ways.
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and pays with his own life for meddling with Hamlet’s offended ~oul.
It is Polonius who advances the idea that Hamlet is mad — a weapon
which the formidable King appropriates to serve his purposes when
Hamlet looks too dangerous for him.

The Queen is Hamlet’s mother.,

The text of this playlet is very much abbreviated.

The scene is Elsinore; a platform before the King's castle, where
the sentinels stand on guard at night.

ACT 1
Scene 1

Elsinore in Denmark. A platform before the King’s castle. It is
near midnight. )
Francisco stands on guard. Bernardo enters [L.].
Bernardo. 'Who's there?
Francisco. Nay, answer me.! Stand, and unfold yourself.2
1 Francisco is the sentinel on guard and should have been the chal-

lenger; Bernardo’s excitement made him challenge Francisco.
2 unfold yourself: give account of yourself
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Bernardo. Long live the king!
Francisco. Bernardo?
Bernardo. He.
Francisco. You come most carefully upon your hour.
[Clock strikes twelve.] ’
Bernardo. ’Tis now struck twelve. Get thee to bed, Francisco.
Francisco. For this relief much thanks. ’'Tis bitter cold,
And I am sick at heart.
Bernardo. Have you had quict guard?
Francisco. Not a mouse stirring,.
[Exut L.]
Bernardo. 'Who's there?
[Enter Horatio and Marcellus L.]
lloratio. Horatio.
Bernardo. Welcome, Horatio; welcome, good Marcellus
Horatio. Has this thing appeared again tonight?
Bernardo. 1 have seen nothing,.
Marcellus. Horatio says ’tis our fantasy,?
And will not let belief take hold of him.
Horatio. Tush, tush, ’twill not appear.
Bernardo. Sit down awhile,
And let us once again assail your ears,
That are so fortified against our story.
Horatio. Well, sit we down,
And let us hear Bernardo speak of this.
Bernardo. Last night of all,
When yond same star that’s westward from the pole3
Had made its course to illumine that part of heaven
Where now it burns, Marcellus and myself,
The bell then beating one, —
The Ghost enters [R.].

1 Long lwe the king’ This is undoubtedly the watchword.

2 fantasy: imagination.

3 pole: the north star or pole star, around which the dipper stars
appear to revolve.
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Marcellus. Pecace, break thee off! Look, where it comes
again!
Bernardo. In the same figure, like the King that’s dead.
Marcellus. Thou art a scholar; speak to it, Horatio.
Bernardo. Looks it not like the King? Mark it,! Horatio.
Horatio. Most like; it harrows me with fear and wonder.
Bernardo. 1t would be spoke to.2
Marcellus. Question it, Horatio.
Horatio. What art thou that ursurp’st this time of night,
Together with that fair and warlike form
In which the majesty of buried Denmark?
Did sometimes* march? By heaven I charge thee, speak!
Marcellus. 1t is offended.
Bernardo. See, it stalks away!
Horatio. Stay! Speak, speak! I charge thee!
Marcellus. ’Tis gone, and will not answer.
[Exit Ghost L.}
Bernardo. How now, Horatio! you tremble and look pale.
Is not this something more than fantasy?
What think you on’t?
Horatio. Before my God, I might not this belicve
Without the sight
Of mine own cyes.
Marcellus. Is it not like the King?
Horatio. As thou art to thyself.
Marcellus. Thus twice before, and just at this dead hour,
With martial® stalk hath he gone by our watch.
Horatio. ’Tis strange. In what particular thought t6 work

I know not.
[Resnter Ghost L.]

tmark it look at it: watch it.

2 would be spoke to: wishes to be spoken to.

3 burred Denmark: the buried King of Denmark.
4 sometimes: formerly.

5 martial: military.
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But, soft, behold! Lo, where it comes again!

T'll cross it,! though it blast? me. — Stay, illusion!

If thou hast any sound, or use of voice,

Speak to me;

If there be any good thing to be done,

That may to thee do ease and grace to me,

[T'he cock crows.]

Speak of it; stay, and speak!— Stop it, Marcellus.
Marcellus. Shall I strike at it with my partisan??
Horatio. Do, if it will not stand.

Bernardo. "Tis here!

Horatio. "Tis here!

[Exit Ghost R.}

Marcellus. ’Tis gone!

We do it wrong, being so majestical,

To offer it the show of violence;

For it is, as the air, invulnerable,

And our vain blows malicious mockery.

Bernardo. It was about to speak, when the cock crew.

Horatro. And then it started like a guilty thing
Upon a fearful summons. I have heard,

The cock, that is the trumpet to the morn,

Doth with his lofty and shrill-sounding throat

Awake the god of day; and, at his warning,

Whether in sea or fire, in earth or air,

The wandering and erring spirit hies

To his confine.

Marcellus. It faded on the crowing of the cock.
Some say, that ever when that season comes
Wherein our Saviour’s birth is celebrated,

The bird of dawning singeth all night long;

1 cross it: cross its path.
2 blast: blight, wither.

171

3 partisan (par’tl-ziin): halberd, a long-handled weapon, part spear,

Jart ax.
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And then, they say, no spirit can walk abroad;
The nights are wholesome; then no planets strike,!
No fairy takes, nor witch hath power to charm,
So hallow’d and so gracious? is the time.

Horatio. So have I heard, and do in part believe it.
But, look, the morn, in russet mantle clad,
Walks o’cr the dew of yon high castern hill.
Break we our watch up; and by my advice,
Let us impart what we have seen tonight
Unto young Hamlet; for, upon my life,
This spirit, dumb to us, will speak to him.

[Exeunt L.]

Scene 2. A hall in the castle
[Prolog.] Polonius, the Lord Chamberlain, and his son,
Laertes, who is leaving Denmark for France to attend the
University. [Exit L.]
|Enter Polontus and Laertes L.]
Polonius. Yet here, Laertes? Aboard, aboard!
The wind sits in the shoulder of your sail,
And you are stayed for. There; my blessing with you!
And these few precepts?® in thy memory
See thou character.t Give thy thoughts no tongue,
Nor any unfitting thought its act.
Be thou familiar, but by no means vulgar.
The friends thou hast, and their adoption tried,
Grapple them to thy soul with hoops of steel;
But do not dull thy taste with entertainment
Of each new-hatch’d, unfledg’d comrade. Beware
Of entrance to a quarrel; but being in,

L strike: exert an evil influence.

2 gractous: blessed, kind.

3 precepts. Many of them should be inclosed in quotation marks and
were current in Shakespeare’s time as part of the elegant trifing prose
called ‘“ Euphuism.”

4 character: write down.
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Bear’t that the opposed may beware of thee.

Give every man thine car, but few thy voice;

Take each man’s censure,! but reserve thy judgment.

Costly thy habit as thy purse can buy,

But not expressed in fancy; rich, not gaudy;

For the apparel oft proclaims the man.

Neither a borrower nor a lender be;

For loan oft loses both itself and friend,

And borrowing dulls the edge of husbandry.?

This above all: to thine own self be true,

And it must follow, as the night the day,

Thou canst not then be false to any man.3

Farewell; my blessing follow thec!
Laertes. Most humbly do I take my leave, my lord.
Polonius. The time invites you; go, your servants wait.

[Exit Laertes R.]
[Exit Polonius L.]
Scene 3. The platform
[Prolog.] The next night; the guard and Hamlet. [Exit.]
[Hamlet, Horatio, and Marcellus waiting L.]
[Enter Ghost R.]

Horatio. Look, my lord, it comes!
Hamlet. Angels and ministers of grace defend us! —

King, father; royal Dane; O, answer me!
Horatio. It beckons you to go away with it.
Hamlet. Then I will follow it.
Horatio. Do not, my lord.
Hamlet. Why, what should be the fear?

1 do not set my life at a pin’s fee,?

1 censure: expressed opinion.

2 husbandry: thnft

3 Thou canst not then be false to any man. Dr. Hudson calls Polonius
an old Mr. Worldly-wiseman. Tndeed, Polonius’s philosophy seems
to smack of policy and self-advancement rather than of service and of

love for other men. )
*at a pu’s fee: a pin would be too high a payment.
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And for my soul, what can it do to that,
Being a thing immortal as itself?
It waves me forth again.  I'll follow it.
It waves me still. —
Go on, I'll follow thee.

Marcellus.  You shall not go, my lord.

Hamlet. Hold off your hands.
Horatio. Be ruled; you shall not go.
Hamlet. My fate cries out.

[Breaking from them.]
By heaven, I'll make a ghost of him that stops me!
[Hamlet follows the ghost.] !
Hamlet. Where wilt thou lead me? Speak; I'll go ne
further.

Ghost. Mark me.
Hamlet. T will.
Ghost. I amn thy father’s spirit,

Doomed:? for a certain term to walk the night,

And for the day confined to fast in fires,

Till the foul erim~s done in my days of nature?

Arve burnt and purged away.

List, O, list!

1f thou didst ever thy dear father love,

Revenge his foul and most unnatural murder.
Hamlet. Murder!
Ghost. Hamlet, hear.

It’s given out that, sleeping in mine orchard,

A serpent stung me;

But know, thou noble youth,

t [Hamlet follows the ghost ] As Hamlet follows the ghost to the extreme
right edge of the platform, the lights on the stage should be so shifted

that the dim light [L ] in which Horatio, Francisco and Marcellus have
been standing turns to a deep shadow, under cover of which they with-

draw, unnoticed.
1 Doomed: sentenced. 3 nature: flesh.



HAMLET 175

The serpent that did sting thy father's life
Now wears his crown,

Hamlet. O my prophetic soul!
Mine uncle!

Ghost. Ay, that heast,
Who with witcheraft of his wit,
Has won to his shameful love
The will of my most seeming-virtuous queen,
But, soft! methinks I scent the morning air.
Brief let me be.  Sleeping within mine orchard,
My custom always in the afternoon,
Upon my unsuspecting hour thy uncle stole,
With juice of curséd hebenon! in a vial ?
And in the porches of mine ecars did pour
The poisonous distilment.
Thus was I, sleeping, by a brother’s hand
Of life, of crown, of queen, at once deprived;
C'ut off even in the blossoms of my sin,
No reckoning made® but sent to my account
With all my imperfections on my head.
But, howsoever thou pursuest revenge,
Taint not thy mind, nor let thy soul contrive
Against thy mother aught. Leave her to heaven,
And to those thorns that in her bosom lodge,
To prick and sting her. Fare thee well at once!
Adieu, adicu! Hamlet, remember me.

[The Ghost disappears R\
[Hamlet, as it becomes lighter on the stage, also takes his way lo the

k]

1 hebenon (hgh'é-ndn): a poison.
2 mal (vi'dl): a small bottle.
3without the nte of extreme unction (of the Catholic Church).
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ACT II
Scene 1. A hall in the castle
Hamlet reading. Polonius enters [C. D.].x

Polonius. My Lord Hamlet, I have news to tell you. The
actors are come hither; the best actors in the world, either
for tragedy, comedy, or history.?

And now there enter four or five Players [C. D.].

Hamlet. You're welcome, masters, welcome all. I am glad
to see thee well. Welcome, good friends. — O, my old
friend! Thy face is valanced?® since I saw thee last; com’st
thou to beard me in Denmark? — What, my young lady!*
Your ladyship is nearer to heaven than when I saw you
last, by the altitude of a high heel. Masters, you are all
welcome.  [T'o Polonius.] Good my lord, will you sec the
players well bestowed?® Do ye hear? Let them be well
used, for they are the abstracts and brief chronicles of the
time; after your death you had better have a bad epitaph
than their ill report while you lived.

Polonius. My lord, I will use them according to theirtleserts.

Hamlet. Good heavens man, much better! use every man
after his deserts, and who should escape whipping? Use
them after your own honor and dignity. The less they
deserve, the more merit is in your bounty. Take them in.

[Exit C. D. Polonius with all the Players but the First, whom
Hamlet beckons to him.)

Hamlet. Dost thou hear me, old friend? Can you play the

“Murder of Gonzago”’?

1{C. D.): the opening at the back of the stage.

2 An interesting side light on Shakespeare’s experience as an actor may
be found in the complete play, Act II, Scene 1, beginning hine 310, and
in Act 111, Scene 1.

$valanced (viill’dnst): curtained. The actor has lately grown & beard.

4 young lady- really aboy The ladies’ parts were then taken by boys.
Hamlet had seen this boy plaving feminine réles.

8 bestowed: lodged.
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{ Player. Ay, my lord.

Hamlet. We'll have't tomorrow night.  You could study a
speech of some dozen or sixteen lines to insert in't, could ye
not?

1 Player. Ay, my lord.

Hamlet. Very well. Follow that lord, — and look you mock

him not.!
[Exit 1 Player C. D.)

I have heard

That guilty creatures sitting at a play

Have by the very cunning of the scene

Been struck so to the soul that presently

They have proclaim’d their malefactions?;

For murder, though it have no tongue, will speak.

I'll have these players

Play something like the murder of my father

Before mine uncle. I’ll observe his looks;

T'll tent him to the quick. If he but bleneh?

I know my course. The spirit that I have seen

May be the devil; and the devil hath power

To assume a pleasing shape; yea, and perhaps

Out of my weakness and my melancholy 4

As he is very potent® with such spirits,

Abuses® me to damn me, I'll have grounds

More sure than this. The play’s the thing

Wherein I’ll catch the conscience of the King,.
[Curtain.]

1 mock him not: Hamlet likes to poke a bit of fun at Polonius, who no
doubt thought himself wiser and sharper than he was.

2 malefactions (mil'&fik’shiinz): crunes.

3 blench: flinch.

4 melancholy (m&l'dn-kdl-)): dejection, sadness.

& polent (pd'tént): powerful, mighty.

$ Abuses- deceives.
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Scene 2
[The scene remains the same.]!
Hamlet enters with the Players [C].

Hamlet. Speak the speech, I pray you, as I pronounced it
to you, trippingly? on the tongue; but if you mouth it,
as many of your players do, I had as lief the town-crier
spoke my lines. Nor do not saw the air too much with
your hand, thus, but do all gently; for in the very torrent,
tempest, and, as I may say, the whirlwind of passion, vou
must preserve a temperance that may give it smoothness.
O, it offends me to the soul to hear a robustious® periwig-
pated fellow* tear a passion to tatters, to very rags. Be
not too tame, either, but suit the action to the word, the
word to the action; with this special observance, that vou
o’erstep not the modesty of nature; for anything so over-
done is from® the purpose of playing, whose end is to hold,
as 'twere, the mirror up to nature; to show virtue its own
features, scorn its own image, and the very age and body of
the time its form and impress. Now this overdone, or
come tardy off, though it make the unskilful® laugh, can-
pot but make the judicious grieve; the censure? of the
which one must, in your allowance, o’erweigh a whole
theatre of others? 0O, there be players that I have seen
play, and heard others praise, and that highly, not to

1[The scene remmns the same ] However the time of day has ehanged
to evening, and there are torehes on the stage

2 trippangly: mmbly

3 robustious: boisterous.

+ peruvng-pated fellow: a man wearing a periwig (ptr't-wig); 2 e. a full
wig. None but actors wore wigs in Shakespeare’s time.

8 from: opposite to.

8 unskuful: undiscerning.

7 censure: opmmon, judgment. ] ) ]

8 Hamlet is speaking simply, with sincerity and quictness, just as we
imagine Shakespeare would have spoken to the actors who were playmng
his play.
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speak it profancly, that, neither having the accent! of
Christians nor the gait of Christian, pagan, nor man, have so
strutted and bellowed that I have thought some of Nature’s
journeymen ? had made men and not made them well, they
imitated humanity so abominably. Go, make you ready. —
[Exeunt Players R.]
Polonius appears [C. D., coming from L.].
Hamlei. How now, my lord! Will the King hear this piece
of work? —
Polonwus. And the Queen too, and that presently.
Hamlet. [Crossing to R.] Players make haste!
Polonius leaves [C. D.].
Horatio!
[Enter Horatio C. D., from R.}
Horatio. Here, sweet lord, at your service.
Hamlet. There is a play tonight before the King.
One scene of it comes near the circumstance
Which I have told thee of my father’s death.
I prithee, when thou seest that act a-foot,
Even with the very comment of thy soul?
Observe my uncle. If his hidden guilt
Do not reveal itself in one speech,
It is a damnéd ghost that we have seen.
I mine eyes will rivet to his face,
And after we will both our judgments join.
Horatio. If he steal aught the whilst this play is playing,
And scape detecting, I will pay the theft.
The stage darkens. .
[Danish march. A flourish of trumpets.]
Then comes the procession of the King, Queen, Polonius, and
court [C. D.] with Guard carrying torches.*

! accent: pronunciation. 2 journeymen® apprentices.

8 Even wuth the very comment of thy soul: with the very clearest judg-
ment of your mind.

4 Guard carrying torches: Marcellus and Bernardo will be enough if the
cast is limited.
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Hamlet. They are coming to the play; I must be idle.
Get you a place.

King. How fares our cousin Hamlet?

Hamlet. Excellent, 1’ faith. — [T'0 Polonius.] My lord, you
played once i’ the university, you say?

Polonius. That did I, my lord, and was accounted a good actor.

Hamlet. And what did you enact?

Polonius. 1 did cnact Julius Ceasar. 1 was killed i’ the
Capitol; Brutus killed me.

Hamlet. 1t was a brute part of him to kill so capital a calf
there. — Be the players ready?

As if in answer the curtains! part.

Enter a King and Queen very lovngly [R.]; the Queen knecls and
makes show of love unto him. He takes her up and declines his head
wpon her shoulder.

Player King. Sweet, leave me here awhile.
My spirits grow dull, and fain I would beguile
The tedious day with sleep.

He lies down upon a bank of flowers.

Player Queen. Sleep rock thy brain,
And never come mischance between us twain!

She, seetng him asleep, leaves him [R.).

Presently comes in a fellow, takes off the croun, and kisses it.

[Enter Lucianus? R.]

Hamlet. This is one Lucianus, nephew to the King. —
Begin, murderer; leave thy damnable faces and begin.
Lucianus. Thoughts black, hands apt, drugs fit, and time
agreeing;
Thou mixture rank, of midnight weeds collected,
Thy natural magic and dire property
On wholesome life usurp immediately.

[Pours poison in King’s ear and exits R.]

1 These curtains may be hung before a door in the R. wall of the room,

<nd the players may play right out on the open floor of the hall.
? Lucianus (160-shi-a’niis).
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Hamlet. He poisons him i’ the garden for’s estate.
His name’s Gonzago,! the story is extant,? and writ in choice
Italian.
The Queen returns® [R.), finds the King dead, and makes passion-
ate action. The Poisoner with gifts returns to woo the Queen.
You shall sec now how the murderer gets the love of Gon-
zago’s wife.
Horatio. The King rises.
Hamlet. What, frighted with false fire?
Queen. How fares my lord?
Polonius.  Give o’cr the play.
King. Give me some light. Away!
All. Lights, lights, lights!
They all leave [L. and C. D.] but Hamlet and Horatio.
Hamnlet. Why, let the strucken deer go weep,
The hart* unwounded play;
For some must watch, while some must sleep, —
So runs the world away. —
O good Horatio, I'll tuke the ghost’s word for a thousand
pound. Didst perceive?
Horatio. Very well, my lord.
Hamlet. Upon the talk of the poisoning?
Horatio. 1 did.
Polonius returns [C. D.]

Polonius. My lord, the Queen would speak with you, im-
mediately.
Hamlet. 1 will come to my mother by and by.
Polonius. 1 will say so.
[Exeunt Polonius R., Hamlet and Horatio L.]

! Gonzago (gdn-za'god).

2ertant (8ks'tdnt) : in existence, in use.

3 returns, etc. This action goes on while Hamlet is speaking the
speech divided here

4 hart* stag, the male deer.
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ACT III
Scene 1. The Queen’s study

The Queen and Polonius enter [L.].

Polonius. He will come now. See you bring it home to him;
Tell him his pranks have been too unrestrained to bear with,
And that your Grace hath screened and stood between
Much heat and him. I’ll silence me ¢’en here.!

Pray you, be round? with him.
Hamlet. (Within.) Mother, mother, mother!
Queen. Withdraw, I hear him coming.
And Polonius hides behind the arras® [R.).

[Enter Hamlet C. D.]
Hamlet. Now, mother, what’s the matter?
Queen. Hamlet, thou hast thy father much offended.
Hamlet. Mother, you have my father much offended.
Queen. Come, come, you answer with an idle tongue.
Hamlet. Go, go, you question* with a wicked tongue.
Queen. Why, how now, Hamlet!

Hamlet. What’s the matter now?
Queen. Have you forgot me?
Hamlet. No, by the rood,’ not so.

You are the Queen, your husband’s brother’s wife;
But would you were not so! You are my mother.
Queen. Nay, then I'll set those to you that can speak.

1 I'll silence me €’en here: I'll stop talking at this point.

2 round: direct, plain.

3 arras (4r'is): tapestry; a rich heavy cloth, interwoven with figures,
hung in a room to hide the rough walls of that time. As the walls were
often damp, the tapestry was hung out from them several inches; thus
a person could easily conceal himself between the wall and the arras.

4 question: talk. The word did not necessarily convey the meaning of
asking questions in Shakespeare’s time.

S rood: cross, crucifix.
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Hamlet. Come, come, and sit you down. You shall not
budge.
You go not till I set you up a glass
Where you may sce the inmost part of you.
Queen. What wilt thou do? Thou wilt not murder me?—
Help, help!
Polonius. [Behind.] Help!
Hamlet. [Drawing.] How now! A rat? Dead, for a ducat,
dead!
[Makes a pass through the arras.]
Polonius. [Behind.] O, I am slain!
[Falls and dies.]
Queen. O me, what hast thou done?
Hamlet. Nay, I know not.
Is it the King?
Queen. O, what a rash and bloody deed is this!
Hamlet. A bloody deed! Almost as bad, good mother,
As kill a king, and marry with his brother.
Queen. As kill a king!
Hamlet. Ay, lady, 'twas my word.—
He lifts up the arras and discovers Polonius.
Thou wretched, rash, intruding fool, farewell!
I took thee for thy better. Take thy fortune.
Thou find’st to be too busy is some danger.—
[To Queen.] Leave wringing of your hands. Peace! Sit
you down,
And let me wring your heart; for so I shall.
Queen. What have I done?
Hamlet. Such an act
That blurs the grace and blush of modesty,
0, such a deed
As from the marriage contract plucks
The very soul, and sweet religion makes
A rhapsody of words.
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Queen. Ay, me, what act?
Hamlet. Look here, upon this picture, and on this,!

Two brothers.

What a grace was scated on this brow:

The front of Jove himself,

An eye like Mars, to threaten or command.

This was your husband. ILook you now what follows:

Here ¢s your husband, like a mildewed ear,

Blasting his wholesome brother.? Have you eyes?

Queen. O Hamlet, speak no more!

Thou turn’st mine eyes into my very soul.

0, spcak to me no more!

These words, like daggers, enter in mine cars.

No more, sweet Hamlet!

Hamlet. A murderer and a villain!

A slave that is not twenticth part the tithe?

Of your precedent® lord. A vice® of kings!

A cutpurse® of the empire and the rule,

That from a shelf the precious diadem stole,

And put it in his pocket!

Queen. No more!
Hamlet. A king of shreds and patches,” —
The Ghost appears [R.].

What would your gracious figure?

1 Look here, upon this picture, and on this. At Elsinore the two pie-
tures were large tapestries hung on the wall, but in modern stage practice,
Hamlet wears a locket containing his father’s picture, and his mother
wears one containing her husband’s picture.

2 In, Pharaoh’s dream (Genesws 41, 5-7) the full, good ears of corn were
destroyed by the blasted or bhighted ears.

3 fathe (tith): tenth.

4 precedent (pré-sé’d¥nt): former.

5 A vice of kings: a king to be laughed at. Vice was a common comic
character in old plays. )

8 cutpurse. As purses were worn outside, attached to the girdle, a
thief could steal a purse by cutting it loose.

; ’] ;shreds and paiches. Vice’s costume was of patchwork like the court
ool’s.



186 FORTY-MINUTE PLAYS FROM SHAKESPEARE

Queen. Alas, he’s mad!
Ghost. Do not forget! This visitation

Is but to whet thy almost blunted purpose.

But, look, amazement on thy mother sits.

0, step between her and her fighting soul.

Speak to her, Hamlet.
Hamlet. How is it with you, lady?
Queen. Alas, how is't with you? —

Whereon do you look?
Hamlet. On him, on him! Look you, how pale he glares!

[To Ghost.] Do not look upon me,

Lest with your piteous eyes you do convert

My sternness into tears.
Queen. To whom do you speak this?
Hamlet. Do you see nothing there?
Queen. Nothing at all, yet all that is I sce.
Hamlet. Nor did you nothing hear?
Queen. No, nothing but ourselves.
Hamlet. 'Why, look you there! Look, how it steals away!

My father, in his habit! as he liv’d!

Look, where he gces, even now, out at the portal!

[Exit Ghost R.]
Mother, for love of grace,
Jonfess yourself to Heaven;

Repent what's past, avoid what is to come.

Once more, good-night;

And when you are desirous to be blest,?

T'll blessing beg of you. For this same lord,

[Pointing to Polonius.]
I do repent; but Heaven hath pleased it so,
To punish me3 with this and this with me. —

1 habit: dress.
2 blest: blessed by God; 7.e. when you are repentant.
3 To punish me: by making me the instrument of his death.
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So, again, good-night.
I must be cruel, only to be kind. —
I must to England; you know that?

Queen. Alack,!
I had forgot. ’'Tis so concluded on.

Hamlet. There’s letters seal’d, and my two schoolfellows,
Whom I will tru-t as I would adders fanged,
They bear the mandate.? They must sweep my way,
And marshal me to knavery? Let it work;
For ’tis a sport to have the enginer
Hoisted with his own petard.t It shall go hard
But I will delve one yard below the mines,
And blow them at the moon.

This man shall set me packing.’
T'll lug the carcass into the neighboring room.
Mother, good-night. — Indeed, this counsellor
Is now most still, most secret,’ and most grave,
Who was in life a foolish prating? knave. —
Come, sir, to draw toward an end with you. —
Good-night, mother.

[Exit Hamlet [L.] dragging Polonius.)

[His mother leaves C. D.]

Scene 2. A hall in the castle.
There enter first the King and Queen attended® [C. D.).
King. 1 have sent to seck Hamlet and to find the body.
How dangerous is it that this man goes loose!
Yet we must not put the strong law on him.

t Alack: alas.

2 mandate: command (in writing).

3 marshal me to knavery: escort me or lead me to villainy; i.e. to a
treacherous end.

4 petard (pé-tard’): corresponding to a modern shell or bomb.

5 packing: going off in a hurry.

6 secret: secretive, discreet.

7 prating (prat’Ing): chattering.

8 attended: Osric and Bernardo are enough attendants.
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He’s loved by the distracted! multitude.?
Hamlet appears [L.]3

Now, Hamlet, where’s Polonius?

Hamlet. At supper.

King. At supper! Where?

Hamlet. Not where he eats, but where he is eaten. A cer-
tain convocation of politic worms arc e’en at him.* The
worm is an emperor for diet. We fatten all creatures clse
to fatten us, and we fatten ourselves for maggots.

King. Alas, alas!

Hamlet. A man may fish with the worm that hath caten of
a king, and cat of the fish that hath fed on that worm.

King. Where is Polonius?

Hamlet. 1In heaven; send thither to see. If your messenger
find him not there, seek him i’ the other place yourself.
But indeed, if you find him not within this month, you
shall nose him as you go up the stairs into the lobby.

King. [To Bernardo.] Go seck him there.

Hamlet. e will wait till ye come.

[Exit Bernardo.]

King. Hamlet, this decd, for thine especial safety,
Must send thee henee with fiery quickness.®
The ship is ready, and the wind at help,
Companions wait, and everything is bent
For England.

Hamlet. For England?

King. Ay, Hamlet.

! dustracted: without calm judgment.

2 multitude: common people.

3 Hamlet knows they are searching for him.

4 A certaan convocation of politic worms are €’en at him: a congress of
suc}llx worms as might feed appropnately on the body of a politician are
at him.

" S unth fiery quickness: in great haste. We have the expression in hot
aste.
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Hamlet. Good.
For England! Farewell, dear mother.
King. Thy loving father, Hamlet.
Hamlet. My mother. — Come for England!
[Exit C. D
King. Follow him, tempt him with speed aboard.
Delay it not; I'll have him hence tonight.
Away! for everything is sealed and done
That clse waits on the affair. Pray you, make haste.
(Exut Osric C. D.]

[Curtain.]

ACT 1V

[Scene, the same]
A week or more has elapsed.
Horatio, Hamlet’s friend, enters [C. D.} wath a letter in his hand.
Horatw. A letter?
I do not know from what part of the world
I should be greeted, if not from Lord Hamlet.

He opens it and reads.

“Horatio: Ere we were two days at sea, pirates gave us
chase. Finding ourselves too slow of sail, we stayed to
fight. In the grapple I boarded them. At that instant they
got clear of our ship, so [ alone became their prisoner.
They have dealt with me like thieves of mercy,! but they
knew what they did: I am to do a good turn for them.
Let the King have the letters I have sent, and repair thou
to me with as much haste as thou wouldest fly death. I
have words to speak in thine ear that will make thee dumb,
The messenger will bring thee where I am. Farewell.

“He that thou knowest thine.

HamreT.”

[Ezit C. D., going toward R.]

1 thieves of mercy: merciful thieves.
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ACT V
[Scene, the same]
Hamlet enters with Horatio [R.].
Hamlet. So much for this, sir; now shall you hear the other,
You do remember all the circumstance?
Horatio. Remember it, my lord!
Hamlet. Sir, in my heart there was a kind of fighting,
That would not let me sleep.  Methought I lay
More restless than a mutineer in chains. Rashly, —
And praised be rashness for it
(Our discretion sometimes serves us well
When our deep plots do fail; and that should teach us
There’s a divinity that shapes our ends,
Rough-hew them how we will), —
Horatio. That is most certain.
Hamlet. Up from my cabin,
My sea-gown scarf’d about me, in the dark
I groped to find them; had my desire;
Fingered their packet; and in fine withdrew
To mine own room again, making so bold
To unscal
Their grand commission; where I found, Horatio, —
O royal knavery! — an exact command
(Larded with many several sorts of reasons
Importing' Denmark’s health, and England’s too),
That, not to await the grinding of the axe,
My head should be struck off.
Horatio. Is’t possible?
Hamlet. Here’s the commission; read it at more leisure.
Young Osric? enters, from the King [C. D., from L.].

t Importing* concerning.

2 Osric: whoever plays this i)art should read in Shakespeare’s com-
plete play from Act V, Scene ii, line 81 to the end of the play. The char-
acter 1s a comic one, but in so short a play as this, it is impossible for us
to make the text show this.
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Osric.  Your lordship is right welcome back to Denmark.

Hamlet. 1 thank you, sir.

Osric. If your lordship be at leisure, I shall impart a thing
to you from his Majesty.

Hamlet. 1 will receive it, sir.

Osric. His Majesty bade me signify to you that he has laid
a great wager! on your head. There is newly come to
court from France, Lacrtes. You are not ignorant of what
excellence Laertes is for his weapon.

Hamlet. What's his weapon?

Osric. Rapier? and dagger.

Hamlet. That’s two of his weapons; but well.

Osric. The King, sir, hath wagered with him six Barbary
horses against six French swords that in a dozen passcs?
between yourself and him, he shall not exceed you three
hits; and it will come to immediate trial, if your lordship
will vouchsafe the answer.

Hamlet. How if T answer no?

Osric. 1 mean, my lord, the opposition of your person in
trial.

Hamlet. Sir, T will walk here in the hall; if it pleasc his
Majesty, "tis my time for exercise. Let the foils be brought;
the gentleman willing, and the King hold his purpose, I will
win for him if T can.

And Osric leaves [L.).

Horatio. You will lose this wager, my lord.
Hamlet. I do not think so; since Laertes went to France,
I have been in continual practice. I shall win at the

1 wager (wi'jér): bet. ) .

2 Rapier (ri’pl-ér): a sword with a very thin blade; chiefly used for
thrusting, and therefore a weapon for fencing. In such a match as
Osric proposes of course the points of the rapiers were covered, so that
no harm should be done.

3 passes: encounters, rounds.
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odds.! — But thou wouldst not think how ill all's here
about my heart. But it is no matter.

Horatio. Nay, good my lord, —

Hamlet. 1t is but foolery; but it is such a kind of misgiving
as would perhaps trouble a woman.

Horatio. 1f you mind dislike it, say you are not fit.

Hamlet. No. There’s a special providene» in the fall of a
sparrow. Since no man knows aught of what he leaves,
what is’t to leave ecarly.  Let be.

The King and Qucen enter with Laertes® Osrie, and other At-

tendants carrying foils® [and gauntlets], a table and flagons of wine
on .
Kuing. (Come, Hamlet, come, and take this hand from me.

He puts Laertes’ hand into Hamlet’s.
Hamle'. Give me your pa don, sir.  I’ve done you wrong,
But pardon it, as you a ¢ a gentleman.
This presence knows,
And you must needs have heard, how I am punished
With sore distraction.  What I have done
I here proclaim was madnes .
Sir, in this andience,
Let my diselaiming from a purposed evil
Free me so far in your most generous thoughts,
That I have shot mine a 1ow o’er the house
And hurt my brother.
Laertes. 1 am sati fied in nature,
Whose motive, in this case, should stir me most
To my revenge; but in my terms of honor
I stand aloof.
Hamlet. Give us the foils. — Come on.

Lodds: handicap; that Laertes cannot touch Hamlet with the blunted
Epmt of his rapier three more times out of a dozen than Hamlet touches
im.
2 Laertes carrying his own rapier.
3 fous: feneing rapiers.
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Laertes. Come, one for me.!
This is too heavy, let me see another.?
[They prepare to fence. Hamlet R., Laertes L.]

King. 1If Hamlet give the first or second hit,
The King shall drink to Hamlet’s better breath?;
And in the cup a pearl shall throw,
Richer than that which four successive kings
In Denmark’s crown have worn. — Give me the cups. —
Now the King drinks to Hamlet.
Come, begin;
And you, the judges, bear a wary eye.
Hamlet. Come on, sir.
Laertes. Come, my lord.
Now they fence.

Hamlet. One.
Lacrtes. No.
Hamlet. Judgment.
Osric. A hit, a very palpable? hit.
Laertes. Well; again.
King. Stay, give me drink. — Hamlet, this pearl is thine;
Here’s to thy health. — Give him the cup.’
[Trumpets sound, and cannon shoot off within.]

Hamlet. T°1l play this bout first; set it by a while. —
Come. [They fence.] Another hit; what say you?

1 Come, one for me. Laertes has meantime given his own rapier to
Osric, who is carrying the other rapicers. Osriec makes a mistake nqw and
does not return the night weapon.

2 let me see another. Osric now corrects his mistake and gives Laertes
his own rapier. No one on the stage seems to notice that the pont of
Laertes’ rapier is not covered, though Laertes must emphasize that to
the audience by some appropriate action, such as touching the pomnt
with his finger.

8 better breath. The king thinks Hamlet will get out of breath soon.

4 palpable: obvious, undoubted.

8 Gwe him the cup. At this the king drops poison (along with the pearl)
into the cup.
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Laertes. A touch, a touch, I do confess.

King. Our son shall win.

Queen. The queen carouses! to thy fortune, Hamlet.
Hamlet. Good madam!?

King. xertrude, do not drink.
Queen. 1 will, my lord; I pray you, pardon me.
[She drinks.]

King. [Aside)] Tt is the poisoned cup; it is too late.
Laertes. My lord, I'll hit him now.?
King. I do not think’t.
Laertes. [Aside.] And yet ’tis alinost ’gainst my conscience.
Hamlet. Come, for the third, Lacrtes; you but dally.*

I pray you, pass with your best violence.

1 am afraid you make a boy of me.
Laertes. Say you so?  Come on. [They fence.]
Osr:c.  Nothing, cither way.
Laertes. Have at you now!

Laertes wounds Hamlet, who, stung by this perfidy, strikes the
pointed rapier out of Laertes’ hand, losing his own weapon at the
same time; then, in scuffling, they exchange rapiers,s and Hamlet
wounds Laertes.

King. Part them; they are incensed.
Hamlet. Nay, come, again.

[Queen falls ]
Osric. Look to the Queen there! Hol

Horatio. They bleed® on both sides! — How is’t, my lord!

Y carouses: drinks.

2 Good madam' Equivalent to “ Many thanks, madam ”

3 Laartes has worked around until now he stands R. on the stage and
Hamlet L

4dally: trifle, play

5 Hamnlet retrieves Laertes’ weapon and takes the R. hand side of the
stage. Lacrtes probably not fullv sensing the change picks up
Hamlet’s rapier with the protected point.

8 They bleed! Of course Horatio is surprised and outraged to think
that this has become a duel, when it was proposed as a match — in
which, of course, the points of the rapiers were supposed to be covered
with buttons.
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Osric. How is't, Laertes?
Laertes. 1 am justly killed with mine own treachery.
Hamlet. How does the Queen?
King. She swounds' to see them bleed
Queen. No, no, the drink, the drink, — O my dear Hamlet, —
The drink, the drink! I am poisoned.
[Dies.]
Hamlet. O villainy! Ho! let the door be locked.
Treachery! Seek it out.
[Laertes falls.]
Laertes. Tt is here, Hamlet. Hamlet, thou art slain,
No medicine in the world can do thee good;
In thee there is not half an hour of life.
The treacherous instrument is in thy hand;
The foul practice?
Hath turned itself on me. Lo, here I lie,
Never to rise again,  Thy mother’s poisoned!
I can no more. — The King, the King’s to blame
Iamlet. The point envenomed too!
Then, poison, to thy work.
He stabs the King.
King. 0, yct defend me, friends; I am but hurt.3
Hamlet. Here, thou murderous beast
Drink off this poison!
[King dies.]
Laertes. He is justly served;
It is a poison mixed by himself.
Exchange forgiveness with me, noble Hamlet.
Mine and my father’s death come not upon thee,
Nor thine on me!
[Dres.]

! swounds (swoonz): faints. 2 practice: trick
3 but hurt: only wounded.
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Hamlet. Heaven make thee free of it! I follow thee. —
I am dead, Horatio. — Wretched queen, adicu! —
Horatio,

Thou liv’st; report me and my cause aright

To the unsatisfied.

If thou didst ever hold me in thy heart,

Absént thee from felicity! a while,

And in this harsh world draw thy breath in pain
To tell my story.

O, I die, Horatio;

The potent? poison quite o’er-crows?® my spirit.
Tcannot live to hear the news from England,
But I do prophesy the election lights

On Fortinbras*; he has my dying voice.

So tell him, with the occurrents,® more and less,’
Which have solicited.”

[Dres.]
Horatio. Good-night, sweet prince,

And flights of angels sing thee to thy rest.?
[March withan.]
Why docs the drum come hither?

Fortinbras, the Prince of Norwuay, enters with his soldiers, returning
from a victory wn Poland.
Fortinbras. Where is this sight? — O proud Death,
What feast is on in thine cternal cell,
That thou so many princes at a shot
8o bloodily hast struck? — Let four captains
Bear Hamlet, like a soldier, to the chuich,
For he was likely, had he been made King,
To have proved most royal; and, for his death,

1 felicity: joys.

2 potent (pd'tént): powerful.

3 o’er-crows: crows over, as in triumph.

4 election lights on Fortinbras; @ e. the choice for king of Denmark.

5 occurrents: events, incidents.

8 more and less: great and small.

7 solucaated: prompted me.

8 For stage presentation the playet may end here, unless there are
enough in the cast to represent F!Lrtmbra,s and his army.
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The soldiers’ music and the rites of war

Speak loudly for him.

Take up the bodies.  Such a sight as this
Becomes the field, but here shows much amiss.
Go, bid the soldiers shoot.

[Exeunt, bearing off the dead bodies.]
A peal of cannons shakes the air.

ADDITIONAL READINGS
From the complete play of IHamlet.

Fortinbras.
I, 1, 60-111; ii, 17-41.
11, ii, 58-85.
IV, iv.
V, ii, from 366.
Ophelia (and her brother Laertes).
I, ii, 42-63; iii.
11, i, from 74; ii, 86-221.
111, 1, 28-168; ii, 110-146, 236-241.
1V, v, vii.
V, i, ii, 230-335.
Rosencrantz and Guildenstern.
11, i1, 1-38, 222-387.
111, i, 1-28; 11, 285-362; iii, 1-27.

V, ii, 12-62; 372-375.
The Players.

11, ii, 430-546.
111, i, 1-46, 130-269.

Osric.
V, ii, 81-198.

1The line numbers refer to The Macmillan Pocket Classics edition (
Hamlet.



CALIBAN

A Forty-minute Play in Five Acls from

THE TEMPEST

THE PRESENTATIONS
AvLonso (4-16nz0), King of Naples.
ProspERO (pros'per-o), the right Duke of Milan.
ANTONIO (3in-t6'nl-0), his brother, the usurping Duke of Milan.
Carnsan (kiil'-b#in), a savage and deformed slave.
TrincuLo (tring’ki-16), a jester.
STEPHANO (st&f’d@-nd), a drunken butler.
MiranpA (mi-riin’dd), daughter to Prospero.
ARrIeL (3'r¥-¢l), an airy spirit.

8 reading parts.*
SETTING: An uninhabited island
SYNOPSIS

Acr 1. Before Prospero’s cell, a cave on a desert island. Prospero
and Miranda, Aricl, Caliban.

Act I1. Another part of the island. Caliban, Trinculo, Stephano.

Acr II1. Another part of the island.

Acr IV. Before Prospero’s cell.

Acr V. Prospero and Ariel; the King of Naples; Prospero’s
brother, the usurping Duke.

PROLOG-INTRODUCTION !

It may seem strange to sec an uncouth, wicked man assume the
title role, but in this playlet from The Tempest, Caliban must lead.

* The King of Naples may be accompanied by two or three (or more)
supernumerary lords. ]
1 Prolog-Introduction. Ariel may assume Prolog’s lines.

199
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Not only does the interest gravitate toward him, but he is the principal
comedian.

Caliban is a hideous slave. His mother was a witch, and when she
died, he was left a deformed child, on this barven island alone.
This rocky isle, therefore, belongs to him. It is his inheritance.
But the enchanter Prospero has taken it away from him.

Prospero, however, is not a magician of the meaner sort. IHe is

('".
‘i

1)% o y'\\
0i ux:-x:f_,u

The Bermudas are on the other side of the globe, a thousand miles
east of Cape Hatteras, .e. off the coast of the Umted States. .

the Duke of Milan, banished by his wicked brother, who placed
him and his infant daughter in an open boat, so that they drifted
to this shore. Though Caliban is subject to him, he is treated as he
deserves.

Caliban is of the earth, earthy. His name is made up of the
sransposed letters of the word cannibal. He has the appetites and
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weaknesses of an elemental man. But he has intellect, even imag-
ination.  Prospero has taken much pains to instruct him but has
found him so perverse and malignant in his nature that he must keep
close check on him. Yet, as Furness says, “There is no character
whose words fall at times into sweeter cadences; if the Alolian melo-
dies of the air are sweet, the decp base of the earth is no less rhyth-
mically resonant.”

In contrast to Caliban is Ariel, the beautiful spirit of the air, who
serves Prospero, and whom Prospero has promised to release upon
the consummation of the events the tempest shall bring forth, which
he has bid him raise.  The tempest wrecks upon this shore Prospero’s
brother, who usurped the Duchy of Milan, and the King of Naples,
who conspired against Prospero with him, and all their train, among
whom are the two comedians who join with Caliban — the butler
and the court fool.

The characters who speak out of the tempest in the opening scene
arc Prospero and his daughter, who has now grown up. The scene
is on the shore of the island near the rocky cave where they have
made their home.

ACT 1
Before Prospero’s cell in a cave on a desert island

A great storm; and the vision of a ship in distress, which can be seen
plainly whencver the Lghtning-flushes momentarily tlluminate the
stage. [The tume 1s about one in the afternoon, but the storm makes
1t seem dusk.]

Prospero and Miranda have been watching ot [R.].
Prospero. This King of Naples,! being an enemy
To me, hearkened to my wicked brother’s suit;
Which was, that he, in lieu of
1 know not how much tribute,
Should capture and expel me and mine
Out of my dukedom, and confer fair Milan,

! This King of Naples. And Prospero stretches out his wand to indi
cate that the king he means 1s on the ship.
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With all the honors on my brother, who,
To his treacherous army, one midnight opened
The gates of Milan; and, in the dead of darkness,
Hurried me and thy crying self aboard a ship,
Took us some leagues to sca; where they prepared
A rotten carcass of a boat, not rigg’d
(No tackle, sail, nor mast); the very rats
Instinctively had quit it. There they left us.
Miranda. How came we ashore?
Prospero. By Providence divine.
Prospero rises and puts on his magic mantle.
Here in this island we arrived; and herce
Have I, thy schoolmaster, made thee more profit
Than other princesses can that have more time
For vainer hours, and teachers not so careful.
Miranda. Heaven thank you for it! And now, I
pray you, sir,
For still 'tis beating in my mind, your reason
TFor raising this sea-storm?

Prospero. Know thus far forth:
By accident most strange, bountiful Fortune,
Hath brought mine encmies to this shore.

Here cease more questions,

[Moves his wand or staff.]
Thou art inclined to slecp; ’tis a good dulness,
And give it way. I know thou canst not choose.

[Miranda sleeps.]
Come, my servant, come; I’'m ready now.
Approach, my Ariel; come.

[Enter Ariel L.]

Ariel.  All hail, great master! I come
To answer thy best pleasure.

Prospero. Hast thou, spirit,

Performed the tempest that I bade thee?
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Ariel. 'To every point.
1 boarded the King’s ship; now on the beak,
Now in the waist, the deck, in every cabin,
1 flamed amazement,
Till the fire and cracks
Of roaring thunder the most mighty sea
Seemed to besicge, and made the bold waves tremble.
Prospero. My brave spirit!
Who was so firm that this
Did not infeet his reason?
Ariel. Not a soul
But felt a fever of the mad, and played
Some tricks of desperation. All but mariners
Plunged in the sea and quit the vessel.
Prospero. But was not this near shore?

Ariel. Close by, my master.
Prospero. And are they, Ariel, safe?
Areel. Not a hair perished;

On their clothing not a blemish,
But fresher than before; and, as thou badest me,
In troops I have dispersed them about the isle.
Prospero. The mariners, say how thou hast disposed,
And all the rest of the fleet.
Arel. Safely in harbor
Is the King’s ship; in the deep nook,! where once
Thou call’dst me up at midnight to fetch dew?
From the storm-vexed Bermudas, there she is hid;
The mariners all under hatches stowed,
Who, with a charm joined to their suffered labor,
I have left asleep; and for the rest of the flect,
Which I dispersed, they all have met again,
And are upon the Mediterranean sea,

! nook: bay.
2dew. For use, undoubtedly, in some magic work.
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Bound sadly home for Naples,
Supposing that they saw the King’s ship wrecked,
And his great person perish.
Prospero. Ariel, thy charge
Exactly is performed; but there’s more work.
Ariel. Is there more toil?
Since thou dost give me pains,!
Let me remind thee what thou hast promised,
Which is not yet performed me.2

Prospero. How now? moody?
What is’t thou canst demand?

Arvel. My liberty.

Prospero. Before the time be out? No more!

Ariel. I prithee,

Remember 1 have done thee worthy scrvice,
Told thee no lies, made thee no mistakings, served
Without grudge or grumblings.
Prospero. Dost thou forget
From what a to.ment I did free thee?
Ariel. No.
Prospcro. Thou dost  Hast thou forgot
The foul witch Sycorax,* who with age and envy*
Was grown into a hoop? Hast thou forgot her?
Ariel. No, sir.
Prospero. Thou hast. Where was she born? Speak; tell
me.
Ariel. Sir, in Argicr.®
Prospero. O, was she so? I must
Once in 2 month recount what thou hast been,
Which thou forget’st. This witch Sycorax, thou knowest,
Was banished, and with her child was hither brought,

1 pains: painstaking work, laborious work.
2 me: for me, or to me. 4 envy: malice. .
8 Sycorax (stk'd-riks). 5 Argier (ar-jér’): Algiers.



CALIBAN 205

And here was left by the sailors. Thou, my slave,
As thou report’st thyself, wast then her servant;
And, as thou wast a spirit too delicate

To act her earthly and abhorred commands,

Refusing her grand hests,' she did confine thee,

Into a cloven pine; within which rift

Imprisoned thou didst painfully remain

A dozen years; within which time she died,

And left thee there, where thou didst vent thy groans
As fast as mill-wheels strike. Then was this island —
Save for her son,

A freckled whelp, — not honored with

A human shape.?

Ariel. Yes, Caliban her son.

LProspero. Dull thing, I say so; he, that Caliban
Whom now I keep in service. Thou best knowest
What torment I did find thee in; thy groans
Did make wolves howl, and penetrate the breasts
Of ever angry bears. It was a torment
To lay upon the damned, which Sycorax
Could not again undo. It was mine art,

When I arrived and heard thee, that made gape
The pine, and let thee out.

Ariel. I thank thee, master.
Pardon, sir;

1 will be obedient to commands
And do my spiriting gently.

Prospero. Do so, and after two days
I will free thee.
Ariel. That’s my noble master!

What shall I do? say what. What shall I do?

1 hests: commands.

2 not honored unth a human shape. That is, no human beings inhabited .

it, except Caliban.
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Prospero. Go make thyself like a nymph of the sea;
Be subject to no sight but thine and mine, invisible.

[Exit Ariel L.]

(Prospero then turns to Miranda.) Awake, dear heart, awake!
Thou hast slept well.

We'll visit Caliban my slave, who never

Gives us a kind answer.

Miranda. 'Tis a villain, sir,
I do not love to look on.
Prospero. But, as it is,

We cannot spare him. He does make our fire,
Feteh in our wood, and serves in things

That profit us. — Ho, slave! Caliban!

Thou earth,! thou! speak.

Caliban. |Within B.] There’s wood enough within.

Prospero. Come forth, I say! there’s other business for thee,
Come, thou tortoise! when? 2
Thou poisonous slave, son of the devil himself
And thy most wicked dam, come forth!

[Enter Caliban R.]

Caliban. As wicked dew3 as e¢’er my mother brushed
With raven’s feather from unwholesome fen?*

Drop on you both! A south-west wind blow on ye
And blister you all o’er!

Prospero. For this, be sure, tonight thou shalt have cramps,
Side-stitches that will make thee catch thy breath.
Thou shalt be pinched, each pinch more stinging
Than if bees made it.

Caliban. I must eat my dinner.

This island’s mine, from Sycorax my mother,
Which thou takest from me. When thou camest first,

L earth: clod. . 3 wicked dew: *“wicked” in its effect.
3 when? when are you coming? ¢ fen: bog.
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Thou strokedst me and made much of me, wouldst give me
Water with berries in it, and teach me how
To name the bigger light, and how the less,
That burn by day and night; and then I loved thee
And show’d thee all the qualities of the isle,
The fresh springs, salt-pits, barren place and fertile.
Cursed be I that did so! All the charms
Of Sycorax, toads, bectles, bats, light on you!
For I am all the subjects that you have,
Who first was mine own king; and here you sty me
In this hard cave, while you do keep from me
The rest of the island.

Prospero. Thou most lying slave,
I have used thee
With human care and lodged thee
In mine own cell, till thou aspiredest treacherously
To marriage with my child.

Caliban. O ho, O ho!* would’t had been done!
Thou didst prevent me; I had peopled else
This isle with Calibans.

Prospero. . I pitied thee,
Took pains to make thee speak, taught thee each hour
One thing or other.
But thy vile race,
Though thou didst learn, had that in it which good natures
Could not abide to be with; therefore wast thou
Deservedly confined into this rock.
Whorhadst deserved more than a prison.

Caliban. You taught me language; and my profit on it
Is, I know how to curse. The red plague? kill you
For teaching me your language!

10 ho, O ho! On the old stage the Devil used these words as the signal
of his approach.
2 red plague: one form of leprosy, characterized by red spots.
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Prospero. Hence!
Fetch us in fuel; and be quick.
Shrug’st thou, malice?
If thou neglectest, or dost unwillingly
What I command, I'll rack thee with old cramps,
Fill all thy bones with aches, make thee roar
That beasts shall tremble at thy din.
Caliban. . No, pray thee.
[Aside.] 1 must obey. His art is of such power
It would control my dam’s god, Setebos,!
And make a vassal of him.
Prospero. So, slave; hence!
[Exeunt Caliban L.; Prospero and Miranda R., or remain
waiching him go, while curtain falls.]

ACT 11
Another part of the island

Caliban enters [L.] with a burden of wood. A noise of rolling
thunder can be heard.

Caliban. All the infections that the sun sucks up
From bogs, fens, flats, on Prosper fall!
His spirits hear me; yet I'll curse.
They’ll not pinch, or frighten me with goblin shows,
Or pitch me i’ the mire,
Or lead me in the dark
Out of my way, unless he tell them to.
For every trifle are they set upon me,
Sometime like apes that grin and chatter at me
And after bite me, then like hedgehogs which
Lie tumbling in my barefoot way.
Trinculo, the jester, who has escaped from the ship, comes in [L.].

1 Setebos (s8t’8-bos).
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Lo, now, lo!

Here comes a spirit of his, and to torment me
For bringing wood in slowly. TI’ll fall flat;
Perchance he will not mind me.

Trinculo. Here’s neither bush nor shrub, to shield me from
the weather, and another storm brewing; I hear it sing in
the wind. If it should thunder as it did before, I know
not where to hide my head; yond cloud will fall by pailfuls.
— What have we here? A man or a fish? Dead or alive?
A fish; he smells like a fish; a very stale and fish-like smell.
A strange fish! Legg'd like a man! and his fins like arms!
Warm!* This is no fish, but an islander, that hath been
killed by a thunderbolt. [Thunder.] Alas, the storm is
come again! My best way is to creep under his cloak;
there is no other shelter hercabout. Misery acquaints a
man with strange bedfellows,

[Creeps under part of Caliban’s cloak.|
Stephano, the King's butler, another of the shipwrecked men,
arrives [L.), singing; a bottle in his hand.

Stephano. “T shall go no more to sea,

Here shall I die ashore —”
This is a very poor song to sing at a man’s funeral. Well,
here’s my comfort.
[Drinks.]

Caliban. Do not torment me!— Oh!

Stephano. What’s the matter? Have we devils here? Do
you play tricks on me? I have not escaped drowning to be
afraid now of your four legs.

Caliban. The spirit torments me! Oh!

Stephano. This is some monster of the isle with four legs,
who has got the chills. If I can cure him and keep him
tame and get to Naples with him, he’s a present for an
emperor.

1warm: A fish would not be warm because it is not warm-blooded.
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Caliban. Do not torment me;
T’ll bring my wood home faster.

Stephano. He's delirious and does not talk after the wisest.
He shall taste of my bottle; if he have never drunk wine
before, it will go near to cure his fit. — Come. Open your
mouth; here is that which will give language to you, cat.!
Open your mouth. You cannot tell who's your friend.
Opcen your mouth again.

Trinculo. I should know that voice; it should be — but he is
drowned; and these are devils. — O!

Stephano. Four legs and two voices; a most delicate mon-
ster! — Come. I will pour some in thy other mouth.

Trinculo. Stephano!

Stephano. Doth thy other mouth call me? — Merey, merey!
This is a devil, and no monster. I’ll leave him.

Trinculo. Stephano! I am Trinculo, — be not afraid.

Stephano. If thou beest Trinculo, come forth. I’ll pull thee
by the lesser legs. — If any be Trinculo’s legs, these are they.
Thou art very Trinculo indeed!

Trinculo. But art thou not drowned, Stephano? 1 hope
now thou art not drowned. Is the storm blown over?
I hid me under the dead moon-calf’s cloak for fear of the
storm. [Twurns Stephano around.] And art thou living,
Stephano?

Stephano. Do not turn me around; my stomach is upset.

Caliban. [Aside.] These be fine things, if they be not

spirits.
That’s a brave god and bears celestial liquor.
I will kneel to him.

Stephano. How didst thou escape? T escaped upon a hogs-
head of wine which the sailors threw overboard. — I swear
by this bottle!

1 give language to you, cat. It was an old saying that good liquor would
make a cat talk.
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Caliban. 1’1l swear upon that bottle to be thy
True subject; for the liquor is not earthly.

Stephano. Here; swear then how thou escap’dst.

Trinculo. Swam ashore, man, like a duck.

Stephano. [Handing him the bottle.] Though thou canst
swim like a duck, thou art made like a goose.

Trinculo. O Stephano, hast thou any more of this?

Stephano. The whole barrel, man. My cellar is in a rock
by the seaside where my wine is hid. — How now, moon-
calf! how does thy ague?

Caliban. Hast thou not dropped from heaven?

Stephano. Out of the moon, I do assure thee. I was the man
in the moon when time was.!

Caliban. 1 have seen thee there and I do adore thee. My
mother show’d me thee and thy dog and thy bush.

Stephano. Come, swear to that; kiss the bottle.

[Caliban drinks.]

Trinculo. This is a very shallow monster! I'm afraid of
him' The man in the moon! A most poor credulous
monster!

Caliban. I'll show thee every fertile inch of the island;

And I will kiss thy foot. I prithee, be my god.

Trinculo. When his god’s asleep, he’ll rob his bottle.

Caliban. TI’ll kiss thy foot. I'll swear mysclf thy subject.

Stephano. Come on then; down, and swear.

Trinculo. I shall laugh myself to death at this puppy-
headed monster. A most scurvy monster! I could beat
him —

Stephano. Come, kiss.

Trinculo. The poor monster’s drunk. An abominable mon-
ster!

L when time was. This is a delightfully humorous touch, to make

Stephano speak as if he thought the end of the world had come. See
Revelation x, 5-6
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Caliban. T’ll show thee the best springs; I'll pluck thee berries;
T'll fish for thee — and get thee wood enough.
A plague upon the tyrant that 1 serve!
T'll carry him no sticks, but follow thee,
Thou wondrous man.
Trinculo. A most ridiculous monster, to make a wonder of a
poor drunkard!
Caliban. Let me bring thee where crab apples grow.
With my long nails I'll dig thee pig-nuts.  I'll bring thee
To clustering filberts and sometimes 'll get thee
Young shell fish fiom the rock. Wilt thou go with me?
Stephano. Lead the way without any more talking.! — Trin-
culo, the King and all our company else being diowned,
we will inheri here.  Here! carry my bottle, Trinculo.
Caliban. [Sings drunkenly.] Farcwell, master; farewell, fare-
well!
Trineulo. A howling monster; a drunken monster!
Caliban. No more dams I'll make for fish;
Nor fetch in firing
At requiring;
Nor scrape plat er, nor wash dish.
"Ban, ’Ban, Caliban
Has a new master, get a new man.
Stephano. O brave monster! Lead the way.
[Exeunt R.]

ACT III
[Another part of the island]?

Caliban, Stephano, and Trinculo come in again [L].  They are
fast drinking themselves beastly drunk.

Stephano. Servant-monster, drink to me.
1 All are reeling ripe by now, and Stephano talks with many a hiccup

from the wine he has drunk.
2 For staging, this may remain in the same part of the island.



214 FORTY-MINUTE PLAYS FROM SHAKESPEARE

Trinculo. Servant-monster! the folly of this island! They
say there’s but five upon this isle: we are three of them; if the
other two are as dizzy as we, the state totters.

Stephano. Drink, servant-monster. Thy eyes are almost
set! in thy head.

Trinculo. Where should they be set? He were a great
monster indeed, if they were set in his tail.

Stephano. Moon-calf, speak once in thy life, if thou beest a
good moon-calf.

Caliban. How does thy honor? Let me lick thy shoe,
I'll not serve him?; he is not brave.

Trinculo. Thou liest, most ignorant monster! Why, thou
deboshed fish, thou, was there ever man a coward that
hath drunk so much wine as I today? Wilt thou tell a
monstrous lie, being but half a fish and half a monster?

Caliban. Lo, how he mocks me! Wilt thou let him, my

lord?

Stephano. Trinculo, keep a good tongue in your head.
The poor monster’s my subject, and he shall not be mocked.

Caliban. 1 thank my noble lord. Wilt thou be pleased
To hearken once again to the suit I made to thee?

Stephano. XKneel and repeat it. I will stand, and so shall
Trinculo.

Ariel enters [R.]. (He is invisible to the others.)

Caliban. As I told thee before, I am subject to a tyrant,
A sorcerer, that by his cunning hath cheated me
Of the island.
Ariel. Thou liest.
Caliban. [To Trinculo.] Thou liest, thou jesting monkey,
thou.
I would my valiant master would destroy thee!
I do not lie.

: sef: fixed in a stare. 2 him: Trinculo.
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Stephano. Trinculo, if you trouble him any more in’s tale,
by this hand, I will supplant some of your tecth.

Trinculo. Why, I said nothing.

Stephano. Mum, then, and no more. — Proceed.

Caliban. 1 say, by sorcery he got this isle;
From me he got it. If thy greatness will
Revenge it on him,
Thou shalt be lord of it and I'll serve thee.

Stephano. How now shall this be done? Canst thou bring
me to the party?

Caliban. Yea, yea, my lord. I’ll yield him thee asleep,
Where thou mayst knock a nail into his head.

Ariel. Thou liest; thou canst not.

Caliban. What a pied! ninny’s this! Thou scurvy patch!—
I do beseech thy greatness, give him blows
And take his bottle from him. When that’s gone
He shall drink nought but brine; for I'll not show him
Where the fresh springs are.

Stephano. Trinculo, run into no further danger. Interrupt
the monster one word further, and I’ll beat thee.

Trinculo. Why, what did I say? I said nothing.

Stephano. Didst thou not say he lied?

Ariel.  Thou liest.

Stephano. Do I? Take that. [And he beats Trinculo.]
Give me the lic again!

Trinculo. I did not give thee the lie. Are you out o’ your
wits and hearing too?

Calibdn. Ha, ha, ha! Beat him enough. After a little time,
T’ll beat him too.

Stephano. [To Trinculo.] Stand farther off. — Come, proceed.

Caliban. ’Tis a custom with him,
In the afternoon to sleep. There thou mayst brain him.

I pied: mottled. The fool's costume was a patchwork of colors.
Ninny means fool.
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But first seize his books;

For without them

IIe’s but a sot, as I am, nor hath not
One spirit to command.

Burn but his books.

What most deeply to consider is

The beauty of his daughter, which he himself
C'alls wonderful. I never saw a woman
But only Sycorax mmy dam and she;
But she as far surpasseth Sycorax

As greatest does least.

Stephano. Is it so fine a girl?

Caliban. Ay, lord.

Stephano. Monster, I will kill this man. Ilis daughter and I
will be king and queen, and Trinculo and thyself shall be
viceroys.

Trinculo.  Excellent.

Caliban.  Within this half hour will he be asleep.

Wilt thou destroy him then?

Stephano. Ay, on mine honor.

Artel.  This will T tell my master.

Caliban. Thou mak'st me merry; I am full of pleasure.
Will you sing the song you taught me?

Stephano. Come on, Trinculo, let us sing.

[Sings.] Flout ’em and scout ’em,
And scout ’em and flout 'em;
Thought is frec.
Caliban. That’s not the tune.
[Ariel plays the tune.]

Stephano. What is this?

Trinculo. This is the tune of our song, played by the picture
of Nobody.

Stephano. If thou beest a man, show thyself. If thou beest
a devil —
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Trinculo. O, forgive me my sins!

Stephano. He that dies pays all debts. I defy thee. Mercy
upon us!

Caliban. Art thou afeard?

Stephano. No, monster, not I.

Caliban. Be not afeard. The isle is full of noises,
Sounds and sweet airs, that give delight and hurt not.
Sometimes a thousand twangling instruments
Will hum about mine ears, and sometime voices
That, if I then had wakéd after long sleep,

Will make me sleep again; and then, in dreaming,
The clouds methought would open and show riches
Ready to drop upon me, that, when I waked,

I cried to dream again.

Stephano. This will prove a good kingdom, where I shall
have my music for nothing.

Caliban. When Prospero is destroyed.

Stephano. That shall be by and by.

Trinculo. The sound is going away. Let’s follow it,
And after do our work.

Stephano. Lead, monster; we'll follow.

[Exeunt L.

ACT 1V

Before Prospero’s cell
[Enter Prospero L.]
Prospero. 1 had forgot that foul conspiracy
Of the beast Caliban against my life.
The minute of the plot is almost come. —
Come with a thought. T thank thee, Ariel; come.
(Enter Ariel R.]
Ariel. Thy thoughts I follow. What’s thy pleasure?
Prospero. Spirit,
We must prepare to meet with Caliban.
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Ariel. Ay, my commander.

Prospero. Say again, where didst thou leave these varlets?!

Ariel. T so charmed their cars that calf-like they
My music followed through briers, furzes, thorns,

Which entered their bare shins. At last I left them
In the filthy-mantled? pool beyond your cell,
Dancing up to their chins.
Prospero. This was well done, my bird.
Thy shape invisible retain thou still.
The gaudy clothing in my house, go bring it hither,
For stale? to cateh these thieves.
Ariel. I go, T go.
[Exit R.]
Artel reappears almost instantly, loaded with glistering apparel,
which he hangs about [upon the hedge].
{Prospero and Ariel remain invisible.4]
[Enter Caliban, Stephano, and Trinculo R., behind the hedge.
They are all wet.]

Calhiban. Pray you, tread softly, that the blind mole may not
Hear a foot fall; we now are near his cell.

Stephano. Monster, your fairy has done little better than
play’d the knave with us. Do you hear, monster? If I
should take a displeasure against you, look you, —

Trinculo. Thou wert but a lost monster.

Caliban. Good my lord, give me thy favor still.

Be patient, for the prize I'll bring thee to.
Therefore speak softly,
All’s hush’d as midnight yet.

Trinculo. Ay, but to lose our bottles in the pool, —

parlets: servants.

2 filthy-mantled: covered with a foul-smelling scum.

3 stale: decoy, bait.

4 Ariel, of course, is wearing a cloak of gauze, the symbol of invisibility,

but Prospero need only withdraw to the R. of the stage to a place where
he will be inconspicuous.
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Stephano. There is not only disgrace and dishonor in that,
monster, but an infinite loss.

Trinculo. That’s more to me than my wetting; yet this is
your harmless fairy, monster!

Stephano. 1 will fetch off my bottle, though I be o’er ears
for my trouble.

Caliban. Prithee, my king, be quiet.
This is the mouth of the cell.  No noise, and enter.
Do that good murder which may make this island
Thine own for ever, and me, thy Caliban,
For aye! thy foot-licker.

Stephano. Give me thy hand. I begin to have bloody
thoughts.

Trinculo. [Catching sight of the finery on the hedge.] O King
Stephano! look what a wardrobe here is for thee!

Caliban. Let it alone, thou fool; it is but trash.

Trinculo. O, ho, monster! we know what belongs to a court.
O King Stephano!

Stephano. Pull off that gown, Trinculo; I'll have that gown.

Trinculo. Thy Grace shall have it.

Caliban. The dropsy drown this fool! what do you mean
To dote on such luggage? Let it alone
And do the murder first. If he awake,
He'll fill our skins with pinches,
Make us strange stuff.?

Trinculo. Monster, come.

Caliban. 1 will have none of it. We shall lose our time,
And all be turned to barnacles, or to apes
With foreheads villainously low.

Stephano. Monster, help to carry this away to where my
hogshead of wine is, or I'll turn you out of my kingdom.
Go to, carry this.

! aye (pronounced i): forever.
2 Make us strange stuff: transform us into queer shapes.
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Trinculo. And this.
Stephano. And this.

A noise as of many yelping hounds is heard [behind the hedge R.).
They are spirits under Prospero’s control. [Prospero and Arvel
set them on to Caliban and his friends.]

Prospero. Hey, Mountain, hey!

Ariel. Silver! there it goes, Silver!

Prospero.  Fury, Fury! there, Tyrant, there! Hark! hark! —
[Caliban, Stephano, and Trinculo are drwen out L.

Go charge my goblins that they grind their joints
With dry convulsions.

Ariel. Hark, they roar!

Prospero. Let them be hunted soundly.

[Exeunt Ariel L., Prospero R.]

ACT V

[Scene, the same]
Prospero tn his magic robes. Ariel enters [R.].

Prospero. How’s the day?

Ariel.  On the sixth hour; at which time, my lord,
You said our work should cease.

Prospero. I did say so,
When first I raised the tempest. Say, my spirit,
How fares the King and his followers?

Ariel. Just as you left them; all prisoners, sir,

In the grove which weather-shields your cell;
They cannot budge. Your charm so strongly works ’em
That if you now beheld them, your affections
Would become tender.
Prospero. Dost thou think so, spirit?
Ariel. Mine would, sir, were I human.



Prom Relszch

Prospero and Anel dniving out Stephano, Trinculo, and Caliban
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Prospero. And mine shall.
They being penitent, my purpose doth extend
Not a frown further. Go relcase them, Ariel.
My charms I'll break, their senses I'll restore,
And they shall be themselves.
Ariel. T'll fetch them, sir.
[Exit R.
[Prospero makes a large circle on the center of the stage with his
staff or wand and calls.]
Prospero. Miranda!
Fetch me the hat and rapier in my cell.

And while Miranda is bringing them [R.] he says:

I will discase! me, and myself present
As I was sometime? Duke of Milan.

Artel comes [R.], followed by the shipwrecked King of Naples
and the usurping Duke who enter the circle which Prospero has
made, and there stand charmed. Prospero, upon seeing them,
speaks to Ariel.

Why, that’s my dainty Ariel! I shall miss thee;
But yet thou shalt have freedom. — So, so, so.3
Alonso* Some heavenly power guide us!

t discase me: take off my disguise, 7.e. change to my former clothes.
2 sometame: formerly.
3 8o, so, so  'This Prospero says as the King and his brother enter the
magic circle and he bogms to contemplate the sight of those whom he
has not seen for so many y
4 A wonderful example of the skill of Shakespeare to reveal in one short
‘1 eech the depth of a character’s feelings while going through some great

ange i attitude toward life is that contained in the following speech of
Alonso, the King of Naples, in another part of the play. It may well be
mterpolatod in this scene just before the exclamation, Some heavenly
power guide us!

Alonso. O, it is monstrous, monstrous!
Methought the billows spoke and told me of it;
The winds did sing it to me, and the thunder,
That deep and dreadful organ-pipe, pronounced
The name of Prosper; 1t did bass my trespass.

5 bass my trespass: proclaim my sin in deep, bass notes.
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Prospero. Behold, sir King,

The wronged Duke of Milan, Prospero. —
To thee (and thy company)* I bid
A hearty welcome.

[Grves him his hands.]

Alonso. Thy pulse

Beats as of flesh and blood; and, since I saw thee,
The affliction of my mind amends.
I fear a madness held me. — I do entreat
Thou pardon me my wrongs. But how should Prospero
Be living and be here?
Prospero. [To his brother.] First,
For you, most wicked sir, whom to call brother
Would even infect my mouth, I do forgive
Thy rankest faults; all of them; and require
My dukedom of thee, which perforce, T know,
Thou must restore.  (And thento Ariel.) Come hither, spirit.
Set Caliban and his companions free;
Untie the spell. [Exit Ariel R.] How fares my gracious sir?
There are yet missing of your company
Some few odd lads that you remember not.
[Ariel enters driving in Caliban, Stephano, and Trinculo, K. in
their stolen apparel.)

Stephano. Every man shift for all the rest, and let no man
take care for himself; for all is but fortunc. Coragio,?
bully-monster, coragio!

Trinculo. If these be true spies which I wear in my head,
here’s a goodly sight.

Caliban. O Setebos, these be brave spirits inde~d!

How fine my master looks!3 I am afraid

He will chastise me.

! (and thy company). Omit if playing and the cast is limited so that
the King has no retinue.

2 Coragio (ko-ra'jo): courage (Italian). i
3 How fine my master looks. That is, in his costume as Duke of Milan.
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Alonso. Ha, ha!
What things are these, my lord?
Will moncy buy ’em?
Antonio. Very like; one of them
Is a plain fish, and, no doubt, marketable.
Prospero.  1lis mother was a witch, and one so strong
That could control the moon.  These three have robbed me;
And this demi-devil had plotted with them
To take my life.
Caliban. I shall be pinched to death.
Alonso. Is not this Stephano, my drunken butler?
Antonio. He is drunk now.
Alonso. And Trinculo is reeling ripe.!
Why, how now, Stephano!
Stephano. O, touch me not; I am not Stephano, but a
cramp.
Prospero.  You’d be king of the island, sir?
Stephano. 1 should have been a sore one, then.
Alonso. [Pownting to Caliban.] This is as strange a thing as
e’er I look’d on.
Prospero. 1e is as disproportioned in his manners
As in his shape. — Go, sirrah, to my cell;
Take with you your companions. As vou look
To have my pardon, trim i handsomely.
Caliban. Ay, that I will; and I'll be wise hereafter
And secek for grace.  What a thrice-double ass
Was I, to take this drunkard for a god
And worship this dull fool!
Prospero. Go to; away!
Alonso. Hence, and bestow your finery where you found it,
Antonio. Or stole it, rather.

[Caliban, Stephano, and Trinculo go into the cave R.]

1 reeling ripe: ready to reel, he is so drunk.
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Prospero. Sir, I'd invite your Highness and your train
To my poor cell, where you might take your rest
Tor this one night; but, if vou're ready now
T'll bring you to your ship and so to Naples;

Thence I’ll betake me to my Milan.

Alonso. I long
To hear the story of your life.
Prospero. I’ll tell you all;

And promise you calm seas, auspicious gales,

And sail so quick that we shall catch

Your royal fleet far off. [Aside to Ariel.] My Ariel, sprite,

That is thy charge. Then to the clements

Be free, and fare thou well! [To the rest.] Please you,! go
now?

[Exeunt L.)

Nore. The following ending may be interpolated:

C'alaban peers out of the cave, and seeing no one, 1n place of the company he
expected to see, draws back quickly  An anstant later, Stephano and Trinculo
burst out and race after the others, leaving Caliban to possess the wsland.

Ariel, who has skipped up and perched on the top of the rock, hugging knees
wn arms, sings.

Where the bee sucks, there suck 1.

In a cowslip’s bell T he,

There I couch when owls do cry.

On the bat’s back I do fly

After summer merrily

Mernly, mernly shall T live now

Under the blossom that hangs on the bough.

Caliban looks round and listens attentwely with a look of pleasure; then
with awkward steps he dances about, crooning and gurgling to humself.
Freedom, hey-day' hey-day, freedom! freedom, hey-day, freedom!

[Curtain.)

1 Please you: if it please you.
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ADDITIONAL READINGS

From the complete play of The Tempest.
The Storm.
I, 14,1, 1-15.1
V, i, 216-240.
Miranda and Ferdinand.
I, ii, 1-186, 210-224, 375-end (502).
111, i.
1V, i, 1-163.
V, i, 172-215.

Alonso and Antonio.

I, ii, 66-151, 210-220.

11, i.

111, iii.

V, i, 1-215.

1 The line numbers refer to The Macmillan Pocket Classics edition of
The Tempest.
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A Play in Miniature, from
MUCH ADO ABOUT NOTHING
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Don Pepro (d9n pé’drd), Prince of Aragon.

Don Joan (don jon), his half brother.

Craupio (Clo’di-6), a young lord of Florence.

Benepick (bén’é-dik), a young lord of Padua.

LronaTto (18-6-na'to), governor of Messina.

Boracuio (bo-rich’1-0), a follower of Don John.

Friar Francrs (fri'er frin’sls).

HEero (h&'rd), daughter to Leonato.

BeaTrice (bé’a-tris), niece to Leonato.

MARGARET * (mir'ga-rét),

Ursura (Qr'sia-la),

11 reading parts.*
SETTING: Messina (mé-sé'nd), Sicily.

} gentlewomen attending on Hero.

SYNOPSIS

Acr L. Scene. The garden to Leonato’s house.
Episode 1. The visit of Prince Don Pedro of Aragon.
Episode 2. Don John’s plot against Claudio and Hero.
Acr 11, Scene, the same. The next day.
Episode 1. Morning. The twig is limed for Benedick.
Enpisode 2. Afternoon. The net is spread for Beatrice.
Episode 3. Ewvening. Don John.
Acr II1I. Scene. A church.
Act IV. Scene. The garden to Leonato’s house.
Episode 1. Benedick and Beatrice.
Episode 2. Benedick, the married man!
* The number of réles may be reduced to ten by omitting the first

two speeches in Episode 2 of Act II, thus eliminating the role of Margaret.
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PROLOG-INTRODUCTION'!

One of the finest matches of wit — ending in one of the wittiest
of matches that can be found in any play — is that of Benedick and
Beatrice in one of Shakespeare’s earlier comedies, Much Ado about
Nothing.

Benedick is a soldier in the train of a Spanish prince Don Pedro.
The Prince comes to visit Leonato, Governor of Messina, Sicily, on
his way home from war.

The Governor has a niece, Beatrice, who is the sauciest, most
delightful, puckeringly-humorous girl that Shakespeare ever drew.
She makes one’s mouth water at her tart wit. Benedick and she had
measured swords, or rather words, before. The wit on either side
had struck as quick as lightning, and pelted as thick and fast as rain
in a cloudburst, at least on Benedick.

Benedick’s own wit is like a ray of sunlight after a storm, but he
quivers at the recollection of the former wordy war — though
whether from excitement or out of admiration for Beatrice, he prob-
ably never has learned.

The Prince, to fill up the time between the engagement of the
Governor’s daughter Hero to Claudio and the marriage of that pair,
hits upon a happy scheme of getting Benedick and Beatrice in love.
They are already halfway in love, but in the excitement of wit
contests, neither would discover it, were it not for the plotting of the
Prince and of another Spanish gentleman.

Don John, the Prince’s jealous, dark-souled brother, plotting to
trick Claudio, brings disgrace upon his gentle, innocent fiancée.
It is a sad plot, and in our miniature we shall skip one night, in which
Don John at midnight shows the Prince and Claudio a lady talking
out of Hero’s window to a man. Claudio thinks that the lady is
Hero and that she is faithless to her vows of love.

But this strain of sadness, which does not last long, is brightened
by the merry tilts of Benedick and Beatrice, who cannot lose a chance
to deal each other wordy blows, even when the Prince’s trick has
worked and each believes the other in love. The gracefulness of
Beatrice and the chivalry of Benedick are as charming as their

1 Claudio may take the Prolog lines.
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wit, and the two stand out as the leading characters in the great
play. The Prince is a fine character, the Governor, a dignified old
gentleman, and there are other folk enough to make another
playlet as sparkling and entertaining as this one.

The first to enter are the Prince and the Governor, with Hero,
the Governor's daughter, and Beatrice.

|4
SA 1A
&5 (Belonved to
° Aragon) Me& .

ACT 1
[Prolog] The visit of Prince Don Pedro of Aragon to Gov-
ernor Leonato, of Messina, Sicily. [Ezit.]
Scene. The garden to Leonato’s house
Episode 1

[Enter Don Pedro, Beatrice, Leonato, and Hero, C']
Beatrice. 1 pray you, is Signior Benedick returned from the
wars?
Don Pedro. O, he’sreturned; and as pleasant as ever he was.
Beatrice. 1 pray you, how many hath he killed and eaten in
these wars? But how many hath he killed? for indeed I
promised to eat all of his killing.
Leonato. There is a kind of merry war betwixt Signior
Benedick and her. They never meet but there’s a skirmish
of wit between them.
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Beatrice. Alas! he gets nothing by that. In our last con-
flict four of his five wits went limping off. — Who is his
companion now? He hath every month a new sworn
brother.

Don Pedro. He is most in the company of my right noble
Claudio.

Beatrice. 0O, he will hang upon him like a disease. Heaven
help the noble Claudio! If he have caught the Benedick,
it will cost him a thousand pounds ere he be cured. —

Don John enters [C.] rather reservedly, while Benedick just behind
him detains Claudio a moment in the entrance way to finish a story.

I wonder that you will still be talking, Signior Benedick.
Nobody marks you.!

Benedick. What, my dear Lady Disdain! are you yet living?

Beatrice. Is it possible disdain should die while she hath such
food to feed it as Signior Benedick?

Benedick. It is certain I am loved of all ladies, only you
excepted; and I would I could find in my heart that I had
not a hard heart, for, truly, I love none.

Beatrice. I am of your humor for that. I had rather hear
my dog bark at a crow than a man swear he loves me.

Benedick. Hceaven keep your ladyship still in that mind!
So some gentleman or other shall escape a seratched face.

Beatrice. Scratching could not make it worse, if it were such
a face as yours.

Benedick. 1 would my horse had the speed of your tongue.
But keep your way, in Heaven’s name; I have done.?

Don Pedro. Signior Claudio and Signior Benedick, my dear
friend Leonato hath invited you all. I tell him we shall
stay here at least a month.

t Nobody marks you: no one is listening to you. There is some little
justification in the remark, for Claudio has been looking at Hero even

if he has been listening to Benedick.
2 [ have lune: I am through.
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Leonato. [To Don John] Let me bid you welcome, my
lord. You being reconciled to the Prince your brother, 1
owe you all duty.

Don John. 1 thank you. I am not of many words, but T
thank you.

Leonato. Please it your Grace lead on?

Don Pedro. Your hand, Leonato; we will go together.

[Exeunt C. all except Benedick and Claudio.)

Claudio. Benedick, didst thou note the daughter of Signior
Leonato?

Benedick. I noted her not; but I looked on her.

Claudio. Is she not a modest young lady? In mine eye she
is the sweetest lady that ever I looked on.

Benedick. 1 can see yet without spectacles and 1 see no
such matter. There’s her ccusin (if she were not pos-
sessed with a fury), exceeds her as much in beauty as the
first of May doth the last of December. But I hope you
have no intent to turn husband, have you?

Claudio. I would if Hero would be my wife.

Benedick. 1s’t come to this? Shall I never see a bachelor of
threescore again? Go to, if thou wilt needs thrust thy
neck into a yoke. — Look! Don Pedro is returned to seek
you.

[Don Pedro stands in the entrance way.]

Don Pedro. What secret hath held you here, that you fol-
lowed not?

Benedick. 1 would your Grace would constrain! me to tell.

Don Pedro. 1 charge thee on thy allegiance.

Benedick. He is in love with Hero, Leonato’s daughter.

Don Pedro. Amen, if you love her; for the lady is very well
worthy.

Claudio. That I love her, I feel.

1 constrain: force, compel.
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Benedick. That I neither feel how she should be loved nor
know how she should be worthy, is the opinion that fire
cannot melt out of me. I will dic in it at the stake.

Don Pedro. Thou wast cver an obstinate heretic in the
despite! of beauty.

Benedick. 1 will live a bachelor.

Don Pedro. I shall sce thee, ere I die, look pale with love.

Benedick. 1If cver thou dost, pick out mine cyes with a
valentine maker’s pen and hang me up for the sign of blind
Cupid.

Don Pedro. Well, as time shall prove.

“In time the savage bull doth bear the yoke.”

Benedick. The savage bull may; but if ever the sensible
Benedick bear it, pluck off the bull’s horns -—— and set them
in my forchead; and let a picturc of me be vilely painted,
and under it in such great letters as they write “Here is
good horse to hire,” let them signify, “Here you may
sce Benediek the married man.”

Don Pedro. Nay, if Cupid have not spent all his quiver, thou
wilt quake for this shortly.

Benedick. 1 look for an earthquake too, then.

[Exeunt C.]
[Curtain ]

Epmsode 2. Evening.
[Muste. A ball is wn progress wn the house.]
Borachio, entering [C.], meets Don John [L.] lurking, in the
garden.

Don John. What news, Borachio?

Borachio. 1 came yonder from a great supper. The Prince
your brother is royally entertained by Leonato; and I can
give you intelligence of an intended marriage.

1in the despite: in the contemptuous hate.
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Don John. Will it serve for any model to build mischief
on? What is he for a fool that betroths himself to un-
(uietness?

Borachio. 1t is your brother’s right hand.

Don John. Who? The most cxquisite Claudio?

Borachio. Even he. I heard it agreed upon that the Prince
should woo Hero himself for Count Claudio.

Don John. That young start-up hath all the glory of my
overthrow. If I can cross him any way, I bless myself
every way. You will assist me?

Borachio. To the death, my lord.

Hearing footsteps they hide [L.].
Leonato, Beatrice, and Claudio enter.

Leonato. 'Was not Count John here at supper?

Claudio. 1 saw him not.

Beatrice. How tartly that gentleman looks! I never can see
him but I am heart-burned for an hour after.

Claudio. He is of a very melancholy disposition.

Beatrice. 1t were an excellent man that were made just in the
midway between him and Benedick.

Leonato. Half Signior Benedick’s tongue in Count John’s
mouth, and half Count John’s sourness in Signior Bene-
dick’s face, —

Beatrice. Would win any woman in the world, if he could
get her good will.

Leonato. By my troth, niece, thou wilt never get thee a
husband, if thou be so shrewd of thy tongue.

Beatrice.  May God send me no husband; for the which
blessing I am at Him upon my knees every morning and
evening. [ could not endure a husband with a beard on
his face!

Leonato. You may find a husband that hath no beard.

The Prince, Don Pedro, enters [C.] with Hero.
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Don Pedro. Here, Claudio, I have wooed in thy name, and
fair Hero is won. I have spoken with her father, and his
good will obtained. Name the day of marriage, and God
give thee joy!

Leonato. Count, take of me my daughter, and with her my
fortunes. The Prince hath made the match, and all say
Amen to it.

[Claudio takes Hero’s hand, and leads her to the bench R., where
they stt.]

Beatrice. A match! Thus goes everyone to the world but I,
and I am sunburnt. I may sit in a corner and cry “Heigh-
ho for a husband!”

Don Pedro. Lady Beatrice. I will get you one.

Beatrice. Cousins, God give you joy!

Leonato. Niece, will you look to those things I told you of?

Beatrice. 1 cery youmercy,! uncle. — By your Grace’s pardon.

[Exit]

Don Pedro. She cannot endure to hear tell of a husband.

Leonato. O, by no means; she mocks all her woocrs.

Don Pedro. She were an excellent wife for Benedick.

Leonato. My lord, if they were but a week married, they
would talk themselves mad.

Don Pedro. Count Claudio, when mean you to go to church?

Claudio. Tomorrow, my lord.

Leonato. Not till Monday, my dear son; a time too brief, too,
to have all things answer my mind.

Don Pedro. Come, you shake the head, but Claudio, the
time shall not go dully by us. I will undertake one of
Hercules’ labors; which is, to bring Benedick and Beatrice
into a mountain of affection the one with the other.

Leonato. My lord, I am for you, though it cost me ten nights’
watchings.

Claudio. And I, my lord.

1 ¢cry you mercy: beg your pardon.
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Don Pedro. And you too, gentle Hero?
Hero. Ay, my lord.
And they all go in [C.].
[Enter Don John and Borachio L.

Don John. It is so; the Count Claudio shall marry the
daughter of Leonato.

Borachio. Yeca, my lord, but I can cross it.

Don John. How?

Borachio. 1 am in the favor of Margaret, the waiting gentle-
woman to Hero. I can, at any hour of the night, appoint
her to look out at Hero’s chamber-window. Go then, tell
(Claudio that you know that Hero loves me; let him see
me at her chamber-window and hear me call Margaret
Hero; and bring him to see this the very night before the
intended wedding.

Don John. 1 will put it into practice.

[Exeunt L.]
[Curtain.]
ACT 11
Episode 1
[Prolog ] The next day. [Exit.]

Benedick in the garden. He hides [L. 1] as Don Pedro, Claudio,
and Leonato appear [R. 2].

Don Pedro. Come, shall we hear this musie?
Claudio. Yea, my good lord. How still the evening is,
As hushed on purpose to grace harmony!
Don Pedro. [Aside.] See you where Benedick hath hid
himself?
Claudio. O very well, my lord.
[Accompaniment.]
Benedick. Now, song divine! now is his soul ravished!
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[Claudio sings.]

Sigh no more, ladies, sigh no more,
Men were deceivers ever,

One foot in sea and one on shore,
To one thing constant never.

Then sigh not so, but let them go,
And be you blithe! and bonny,

Converting all your sounds of woe
Into Hey nonny, nonny.?

Don Pedro. A good song.

Claudio3 And a bad singer, my lord.

Don Pedro. No, no, thou singest well enough.

Benedick. If he had been a dog and howled thus, they
would have hanged him; and I pray God his bad voice
bode no mischief. I had as lief have heard the night-
raven, come what plague could have come after it.

Don Pedro. Come hither, Leonato. What was it you told
me of today, that your nicce Beatrice was in love with
Signior Benedick?

Claudio. O, ay. I did never think that lady would have
loved any man.

Leonato. No, nor I either; but most wonderful that she
should so love Signior Benedick.

Benedick. 1s't possible? Sits the wind in that corner?

Leonato. 1 cannot tell what to think of it, but she loves him
with consuming affection.

Don Pedro. Why, what effects of love shows she? -

Claudio. [Aside.] Bait the hook well; this fish will bite.

L blathe (blith): gay; merry.

2 Hey nonny, nonny: an exclamation expressing a froliecsome happiness.

3 Claudio: If Claudio cannot be the singer, another réle from the
complete play may be restored to the cast, that of the smger Balthasar,
who should speak this line; or the song may be a part song, and be sung
off stage.
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Leonato. What effects, my lord? She will sit, — you heard
my daughter tell you how.

Claudio.  She did, indeed.

Don Pedro. How, how I pray vou? You amaze me; I
would have thonght her spirit had beer invincible against
all assaults of affection.

Leonato. 1 wold have sworn it had, my lord; especially
against Benediek.

Benedick. 7 should think this a trick, but that the white-
bearded fellow speaks it.

Claudio. He hath caught the infection. Iold it up.

Don Pedro. Hath she made her affection known to Benedick?

Leonato. No; and swears she never will. That’s her tor-
ment.

Claudio. ’Tis true, indeed; so your daughter says. “Shall 1,”
says she, “that have so often treated him with scorn, write
to him that I love him?”

Leonato. This she says now when she is beginning to write
to him; for she’ll be up twenty times a night, and there
will she sit in her gown till she have writ a sheet of paper.
My daughter tells us all. Then she tears the letter into
a thousand halfpence; rails at herself, that she should be
so immodest to write to one that she knew would flout? her.
“I measure him,” says she, “by my own spirit; for I should
flout him, if he writ to me; yea, though I love him, I should.”

Claudio. Then down upon her knées she falls, weeping, “O
sweet Benedick!”

Don Pedro. It were good that Benedick knew of it from
someone else, if she will not tell him.

Claudio. He would but make a sport of it and torment the
poor lady worse.

Don Pedro. If he should, it were an alms to hang him.
She’s an excellent sweet lady.

! flout (flout): mock.
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Claudio. And she is wise.

Don Pedro. In everything but in loving Benedick. — I
would she had bestowed this love on me; I would have
made her half myself.

Claudio. Hero thinks surely she will die; for she says she
will die if he love her not, and she will die before she will
make her love known, and she will die if he woos her, rather
than she will stop one word of her accustomed crossness.

Don Pedro. She doth well. If she should make known her
love, 'tis very possible he’ll scorn it; for the man, as you
know, hath a contemptible spirit.

Claudio. He is a very proper man. —

Don Pedro. He doth indeed show some sparks that are like
sense.

Claudio. Never tell him, my lord.

Don Pedro. 1 love Benedick well; and I could wish he would
modestly examine himself, to sec how much he is unworthy
so good a lady.

Leonato. My lord, will you go? Dinner is ready.

Don Pedro. (Aside.) Let there be the same net spread for
her, and that must your daughter and her gentlewomen
manage. — Let us send her to call him in to dinner.

[Exeunt Don Pedro, Claudio, and Leonato, C')

Benedick. [Coming forward.] This can be no trick; they
have the truth of this from Hero. They seem to pity the
lady. Love me! why, it must be requited.! They say I will
bear myself proudly, if I perceive the love come from her:
they say too that she will rather die than give any sign of
affection. I must not seem proud. Happy are they that
hear their faults and can put them to mending. They
say the lady is fair; ’tis a truth, I can bear them witness;
and wise, but for loving me; by my troth, it is no addition
to her wit, nor no great proof of her folly, for I will be

! requited (ré-quit’-&d): repaid, rewarded.
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vrorribly in love with her. When I said I would die a
bachelor, I did not think I should live till I were married.
Here comes Beatrice. By this day! she’s a fair lady. I
do spy some marks of love in her.

Beatrice comes [C.].

Beatrice. Against my will I am sent to bid you come to
dinner.

Benedick. TFair Beatrice, I thank you for your pains.

Beatrice. 1 took no more pains than you take pains to thank
me. If it had been painful, I would not have come.

Benedick. You take pleasure then in the message?

Beatrice. Yea, just so much as you may take upon the point
of a knife and choke a bird with.

She leaves [C.].

Benedick. Ha! there’s a double meaning in that; that’s as
much as to say, “ Any pains that I take for you are as easy
as thanks.” If I do not pity her, I am a villian; if I do not
love her, I am a miser. I will go get her picture.

(Exit C.]
[Episode 2.]
{Prolog.] After dinner— [Exit ]
Hero, Margaret, and Ursula enter [R.] walking in the garden.
Hero. Good Margaret, run to the parlor.
There shalt thou find my cousin Beatrice
Talking with the Prince and Claudio.
Whisper in her car and tell her, I and Ursula
Walk in the orchard and our whole discourse
Is all of her. Say that thou overheard’st us,
And bid her steal into the bower,
Where honeysuckles hide her,
To listen to our gossip.
Margaret. T’ll make her come, I warrant you.
[Exit C]
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Hero. [Looking back.] Now, Ursula, when Beatrice doth
come,
Your talk must only be of Benedick.
Praise him more than ever man did merit.
My talk to thee must be how Benedick
Is sick in love with Beatrice.
Beatrice arrives [C.] and hides.
[Whispering.] Now, begin.

Ursula. [Aloud.] But are you sure
That Benedick loves Beatrice so entirely?

Hero. So say the Prince and Claudio.

Ursula. And did they bid you tell her of it, madam?

Hero. They did entreat me to acquaint her of it;
But I persuaded them, if they loved Benedick,

To wish him wrestle with affection,
And never to let Beatrice know of it.

Ursula. Why did you so? Doth not the gentleman
Deserve her?

Hero. O! T know he doth.

But Nature never framed a woman’s heart
Of prouder stuff than that of Beatrice.
Disdain and scorn ride sparkling in her eyes,
Misprizing what they look on, and her wit
Values itself so highly that to her

All matters else secem weak.

Ursula. Then certainly it were not good
She knew his love, lest she make sport at it.

Hero. * Why, you speak truth. I never yet saw man,
However wise, or noble, young, or rarely featured,!
But she would ¢pell him backward. If fair-faced,
She would swear the gentleman should be her sister;
If black, why, Nature made a foul blot;

If speaking, why, a vane blown with all winds;
! rarely featured: handsome, well-built.
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If silent, why, a block moved with none.
She turns every man the wrong side out,
And never gives to truth and virtue that
Which simpleness and merit purchaseth.
Ursula. Sure, sure, such wit is not commendable.
Hero.  But who dare tell her so? If I should speak,
She would mock me into air; O, she would laugh me
Out of myself, crush me to death with wit.
Therefore let Benedick, like covered fire,
(‘onsume away in sighs, waste inwardly.
1t were a better death than die with mocks,
Which is as bad as die with tickling.
Ursula.  Yet tell her of it; hear what she will say.
Hero. No; rather I will go to Benedick
And counsel him to fight against his passion.
Ursula. She cannot be so much without true judgment
(Having so swift and excellent a wit
As she is prized to have) as to refuse
So rarc a gentleman as Signior Benedick.
Hero. [Rising.] He is the only man of Italy,
Always excepting my dear Claudio.
Ursula. [Also rising.] I pray you, be not angry with wme
madam,
Speaking my fancy; Signior Benedick,
For shape, for bearing, argument, and valor,
Goes foremost in report through Italy.
Hero. Indeed, he hath an excellent good name.
Ursula. His excellence did carn it, ere he had it. .
[Aside.] She’s caught, I warrant you. We have caught
her, madam.
They leave.
Beatrice. [Coming forward.] What fire is in mine ears? Can
this be true?
Stand I condemned for pride and scorn so much?
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Contempt, farewell! and maiden pride, adieu!
No glory lives behind the back of such.
And, Benedick, love on; I will requite thee,
Taming my wild heart to thy loving hand.
If thou dost love, my kindness shall incite thee
To bind our loves up in a holy band.
[Exut C.]
Episode 3
Evening.
Don Pedro enters with Clawdio, Benedick, and Leonato.

Don Pedro. |To Claudiwo.] 1 do but stay till your marriage,
and then go I toward Aragon.

Claudio. 1’1l bring you thither, my lord.

Don Pedro. Nay, I will ask only Benedick for his company;
for, from the crown of his head to the sole of his foot, he is
all mirth. He hath twice or thrice cut Cupid’s bowstring,
and the little hangman dare not shoot at him. 1Ile hath a
heart as sound as a bell and his tongue is the clapper, for
what his heart thinks his tongue speaks.

Benedick. Gallants, I am not as I have been.

Leonato. So say I; methinks you are sadder.

Claudio. 1 hope he be in love.

Don Pedro. Hang him, truant! There’s no true drop of
blood in him, to be truly touched with love. If he be sad,
he wants money.

Benedick. 1 have the toothache.

[Rubs his cheek and sighs.]

Don Pedro. What! sigh for the toothache?

Benedick. Well, every one can master a grief but he that
has it
! Rubs his cheek and sighs. Benedick’s face is sore from having his

beard shaved off. It will be remembered that Beatrice had said she

could not endure a man with a beard  Whether she meant 1t or not we

do not know; 1t 1s more than hkelf; she said 1t only to torment Benedick,
who was proud of his beard; but Benedick has sacrificed it anyway.
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Leonato. Yet say I, he is in love.

Claudio. 1If he be not in love with some woman, there is no
believing old signs.  He brushes his hat o’ mornings; what
should that bode?

Don Pedro.  Hath any man seen h'm at the barber’s?

Claudio. No, but the barber’s man hath seen him.

Leonato. Indeed, he looks younger than he did, by the loss
of a beard.

Don Pedro. Nay, and he rubs himself with perfume.

Clauwdro.  That's as much as to say, the sweet youth’s in
love. — Nay, but I know who loves him.

Don Pedro. That would I know too. 1 warrant,! onc that
knows him not.

Claudio. Yes, and, in despite of all, dies for him.

Benedick. Yet is this no charm for the toothache. — [To
Leonato.] OIld signior, walk aside with me; I have studied
cight or nine wise words to speak to you, which these
hobby-horses must not hear.

[Exeunt Benedick and Leonato C'.]

Don Pedro. For my life, to ask him for Beatrice.

Claudio. 'Tis cven so. Hero and Margaret have by this
played their parts with Beatrice; and then the two bears
will not bite one another when they meet.

Don John enters [L.].

Don John. [To Claudio.] Means your lordship to be married
tomorrow?

Don Pedro. You know he does.

Don John. 1 know not that when he knows what I know.

Don Pedro. Why, what’s the matter?

Don John. 1 came hither to tell you, that the lady is disloyal.

Claudio. Who? Hero?

Don John. Even she.

Claudio. Disloyal?

! warrant: wager.
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Don John. The word is too good. 1 could say she were
worse. Go but with me tomght; you shall see her meet
another lover.

Claudio. 1f 1 saw anything tonight why I should not marry
her tomorrow, in the congregation, where 1 should wed,
there would I shame her.

[Exeunt L.]

ACT 111
Scene A chureh

Don Pedro, Don John, Leonato, Claudio, Benedick, Hero, and
Beatrice enter [L.], and Friar Francis [R.).

Leonato.  (‘ome, Friar Francis, be brief; only the plain form
of marriage.

Friar Francis.  You come hither, my lord, to marry this lady.

Cleudio.  No.

Leonato. To be married {o her.  IFriar, you come to marry her.

Friar Francis.  Lady, you come hither to be married to this
count.

Hero. 1 do.

Friar Francis. If either of you know any secret reason wny
you should not be conjoined,! I charge you, on your souls,
to utter it.

Claudio. Know you any, Hero?

Hero. None, my lord.

Friar Francis. Know you any, count?

Claudio. Stand thee by,? friar. - -

Would you not swear,

All you that sce her, that she were virtuous?
But she is not.

Her blush is guiltiness, not modesty.

Leonato. What do you mean, my lord?

t conjoined: joined, married. 2 Stand thee by: move aside.
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Claudro. Not to be married:
Not to knit my soul to a soul unclean.
Leonato. Are these things spoken, or do I but dream?
Don John. Sir, they are spoken, and these things are true.
Claudio. What man was he talked with you yesternight
Out at your window betwixt twelve and one?
Hero. 1 talked with no man at that hour.
Don Pedro. Leonato,
I am sorry you must hear. Upon mine honor,
Myself, my brother, and this grieved count
Did sce her, hear her, at that hour last night
Talk with a ruffian at her chamber-window.
Don John. Pretty lady, I am sorry for thy much misgovern-
ment.!
[Hero swoons.]
Beatrice. Why, how now, cousin! wherefore sink you down?
Don John. Come, let us go. These things, come thus to
light,
Smother her spirits up.
[Excunt Don John, Don Pedro, and Claudio.]
Benedick. How doth the lady?
Beatrice. Dead, I think. Help, uncle!
Hero! why, Hero! — Uncle! — Signior Benedick! — Friar!
Leonato. O Fate! take not away thy heavy hand.
Death is the fairest cover for her shame
That may be wished for.
Beatrice. How now, cousin Hero!
Friar Francis. Have comfort, lady.
Leonato. Dost thou look up?
Friar Francis. Yea, wherefore should she not?
Leonato. Wherefore! Why, doth not every earthly thing
Cry shame upon her?

! much misgovernment: lack of self-control, misconduct.
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Benedick. Sir, sir, be patient.
For my part, T am so in wonder,
I know not what to say.

Beatrice. O, on my soul,
My cousin is belicd!
Friar Francis. Pause awhile,

And let my counsel sway you in this case.
Your daughter here the princes left for dead.
Let her awhile be seeretly kept in,
And publish it that she is dead indeed.
Leonato. Why, what shall come of this? What will this do?
Friar Francis. Why, this well managed shall on her behalf
Change slander to remorse.
What we have we prize not
While we enjoy it, but being lacked and lost,
Why, then we learn the value; then we find
The virtue that possession would not show us
While it was ours.
Benedick. Let the friar advise you;
And though you know my love
Is very much unto the Prince and (laudio,
Yet, by mine honor, I will deal in this
As secretly and justly as your soul
Should with your body.

Leonato. Being that I flow in grief,?
The smallest twine may lead me.?
Friar Francis. "Tis well consented.

Come, lady, die to live. This wedding-day
Perhaps is but prolonged; have patience and endure.
All leave [R.] but Benedick and Beatrice.
Benedick. Lady Beatrice, have you wept all this while?
1 flow in grief: weep.

2 The smallest twine may lead me. One who is deep in sorrow is often
glad to have others decide for him; <.e. he is easily led.
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Beatrice. Yea, and I will weep a while longer.

Benedick. T will not desire that.

Beatrice.  You have no reason; I do it freely.

Benedick.  Surely T do believe your fair cousin is wronged.

Beatrice.  Ah, how much might the man deserve of me that
would right her!

Benedick.  Mav o man do it?

Beatrice. It is a man’s office,! but not yours.

Benedick. T do love nothing in the world so well as you. Is
not that strange?

Beatrice.  As strange as — [t were as possible for me to say
I loved nothing so well as you: but believe me not; and yet
I lic not. I confess nothing, nor I deny nothing. I am
sorry for my cousin.

Benedick. By my sword, Beatrice, thou lovést me.

Beatrice. Do not swear by 1t.

Benedick. 1 protest? I love thee.

Beatrice.  Why, then, God forgive me!

Benedick.  What offence, sweet Beatrice?

Beatrice. 1 was about to protest I loved you.

Benedick. And do it with all thy heart.

Beatrice. 1 love you with so much of my heart that none is
left to protest.

Benedick. Come, bid me do anything for thee.

Beatrice. Kill Claudio.

Benedick. Ha! not for the wide world.

Beatrice. You kill me to deny? it. Farewell.

Benedick. Tarry, sweet Beatrice.

[He dares to detain her.}

Beatrice. [Trying to escape.] I am gone, though I am here.
There is no love in you. Nay, I pray you, let me go.
Loffice: function, or, as we say now, “job.”

2 protest: declare with solemmty.
3 deny: refuse.
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Benedick. Beatrice, —

Beatrice. In faith, I will go.

Benedick. We'll be friends first.

Beatrice. You dare casier be friends with me than fight with
mine enemy.

Benedick. 1s Claudio thine enemy?

Beatrice. 1Is he not a villain, that hath slandered, scorned,
dishonored my kinswoman?

Benedick. Hear me, Beatrice, —

Beatrice. Talk with a man out at a window!

Benedick. Nay, but, Beatrice, —

Beatrice. Swecet Hero! She is wronged; she is slandered.

Benedick. Beat —

Beatrice. A man is now as valiant as Hercules that only
tells a lie and swears it. I cannot be a man with wishing,
thercfore I will die a woman with grieving.

Benedick. Tarry, good Beatrice By this hand, I love thee.

Beatrice. Use it for my love some other way than swearing
by it.

Benedick. Think you in your soul the Count Claudio hath
wronged Hero?

Bealrice. Yea, as sure as I have a thought or a soul.

Benedick. Enough; I will challenge him. I will kiss your
hand, and so I leave you.

[Exeunt Beatrice R., Benedick L.}

ACT IV
[Episode 1]
Benedick ts waiting for Beatrice in the garden.
[Enter Beatrice C., from R.]
Benedick. Sweet Beatrice, wouldst thou come when I called

thee?
Beatrice. Yea, signior, and depart when you' bid me.
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Benedick. O, stay but till then!

Beatrice. ‘“Then” is spoken; fare you well now. And yet,
cre I go, let me go knowing what hath passed between you
and Claudio.

Benedick.  Only foul words; and thereupon I will kiss thee.

Beatrice.  Foul words are but foul breath, and foul breath
is noisome; therefore I will depart unkissed.

Benedick. Thou hast frighted the word out of its right sense,
so forcible is thy wit.  But I must tell thee plainly, Claudio
has my challenge; and either I must shortly hear from him,
or [ will proclaim him a coward. And, I pray thee now,
tell me for which of my bad parts didst thou first fall in
love with me?

Beatrice. For them all together.  But for which of my good
parts did you first suffer love for me?

Benedick. Suffer love! a good word! I do suffer love indeed,
for I love thee against my will.

Beatrice. In spite of your heart, I think; alas, poor heart!
If you spite it for my sake, I will spite it for yours.

Benedick. Thou and I are too wise to woo peacecably.

Beatrice. It appears not in this confession.  There’s not one
wise man among twenty that will praise himself.

Benedick. An old, old proverb, Beatrice, that lived in the
time of good neighbors.  So much for praising myseclf, who,
I myself will bear witness, am praiseworthy. And now tell
me, how doth your cousin?

Beatrice. Very ill.

Benedick. And how do you?

Beatrice. Very ill too.

Benedick. Serve God, love me, and get well.

Ursula appears [C.].

Ursula. Madam, you must come to your uncle. There’s
much ado at home. It is proved my Lady Hero hath been
falsely accused, the Prince and Claudio mightily deceived;
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and Don John, the author of all, is fled and gone. Will
you come?

Beatrice. Will you go hear this news, signior?

Benedick. 1 will live in thy heart, dic in thy arms, and be
buried in thy eyes; and moreover I will go with thee to thy
uncle’s.

[Exeunt C.]
Episode 2
Benedick, waiting again in the garden [L.].
There enter [C.] Friar Francis; Governor Leonato and Prince
Don Pedro; Hero and Claudio; and Beatrice behind.

Benedick. |Confronting them.] Soft and fair, friar. — Where
is Beatrice?

Beatrice. [Appearing] 1 answer to that namec. What is
vour will?

Benedick. Do not you love me?

Beatrice. Why, no; no more than reason.

Benedick. Why, then your uncle and the Prince and Claudio
Have been deceived. They swore you did.

Beatrice. Do not you love me?

Benedick. Troth, no; no more than reason.

Beatrice.  'Why, then my cousin, Margaret, and Ursula
Are much deceived, for they did swear you did.

Benedick. They swore that you were almost sick for me.

Beatrice. 'They swore that you were well-nigh dead for me.

Benedick. ’Tis no such matter. Then you do not love me?

Beatrice. No, truly, except, in friendly recompense.

Leonato. Come, cousin, I am sure you love the gentleman.

Claudio. And I'll be sworn upon it that he loves her;

For here’s a paper written in his hand,
A halting! sonnet of his own pure brain,
Fashioned ? to Beatrice.

! halting: hmping. The lines limp because the meter is not perfect.
2 fashioned: made; 1.e. written.
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Hero. And here’s another,

Writ in my cousin’s hand, stolen from her pocket,
Containing her affeetion unto Benedick.

Benedick. A miracle! here’'s our own hands against our
hearts. Come, I will have thee; but, by this light, T take
thee for pity.

Beatrice. 1 would not deny you; but, by this good day, I
yield upon great persuasion, and partly to save your life.

Benedick., Peace! I will stop your mouth. [Kissing her.]

Don Pedro. 1ow dost thou, “Benedick, the married man”?

Benedick.  T'l tell thee what, Prince; a college of wit-crackers
cannot flout me out of my humor. Since 1 do purpose to
marry, I will think nothing to any purpose that the world
can say against it. —- For thy part, Claudio, I did think
to have beaten thee; but in that thou art like to be my
kinsman, live unbruised and love my cousin.

Claudio. 1 had well hoped thou wouldst have denied Beatrice,
that I might have cudgelled thee out of thy single life.

Benedick.  Come, come, we are friends. — Prince, thou art
sad; get thee a wife, get thee a wife.

[Eweunt L., or dance.]

ADDITIONAL READINGS

From the complete play of Much Ado about Nothing.
Dogberry and Verges and the Watch, who brought to Lght the plot against
Hero.
I, m, v,
IV, 1.
V, 1, 210-274,! 314-337.
1 The line numbers refer to the Tudor edition of Much Ado about Nothing.

'



TWELFTH NIGHT

A Carnival Playlet, Abstract from
TWELFTH NIGHT; OR, WHAT YOU WILL

THE PERSONS IN THE PLAY

Sm Tosy BELcH (t6’bI bglch), uncle to Olivia.
SR ANDREW AGUECHEEK (in’drso d'gii-chék).
MarLvorio (mil-vo'll-6), Olivia’s steward.
FaB1aN* (fi’bl-dn),
Feste (f8s't8), a clown,
Ourvia (0-llv’1-a), a rich countess.
MariIA! (ma-ri'a), Olivia’s gentlewoman.
7 rcading parts.®

$ servants to Olivia.

SErTING: T'he garden of the Lady Olivia in a city in Illyria (I-lir'1-a),
SYNOPSIS

Acr L Early evening. Maria and Feste. Olivia, Malvolio, and
Fabian. Sir Toby.
Actr II.  Night. Sir Toby and Sir Andrew.
Act III. The next afternoon. The letter and Malvolio.
Acr IV. That erening.
Episode 1. ‘“Sweet lady, ho, ho.”
Episode 2. The clown as Sir Topaz, the curate.
Acr V.  The next day.

PROLOG-INTRODUCTION

Twelfth Night is a festival of the Roman and the English Churches,
commemorating the coming of the Three Wise Men. FEarly Chris-

! Maria is a very tiny creature. Sir Toby calls her “the youngest
wren of nine.”

* It is possible to reduce the number of readers to 6, if all of Fabian’s
lines and entrances be appropriated by Feste.

254
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tians celebrated the Feast of the Nativity for twelve days, observing
the first day and the last, Christmas and Twelfth Day, with solemnity.

In Shakespeare’s time Twelfth Night' was a merry feast. In
Ttaly it was a carnival. On the streets, masks were worn, there was
lawless festivity, and the wildest of all merry pranks were played.

Queen Llizabeth on Twelfth Day often witnessed plays.  Although
we do not know that Shakespeare wrote this play for a particular
oceasion, undoubtedly it furmished diversion for a notable Twelfth
Night.

The Puritan party then assuming strength in England took no
part in Church festivities. Celebrations of that type were mockery
to them, a relic of the superstitions of the pagan times. If Puritans
were in evidence anywhere on Twelfth Night, it was with solemn
countenances, which could not fail of making fun for the hilarious
throng. Nothing was more natural, then, than for Shakespeare to
poke a bit of innocent fun at them.

To make the diversion innocent, Shakespeare created Malvolio.
Malvolio is a vain and self-deluded Puritan, the chief of the Lady
Olivia’s household. Shakespeare cvidently bore no malice toward
the Puritans, but they were in the bad books of the players and of
those who attended the theatres. Shakespeare’s rich good humor
could make fun of anything without offense.

Sir Toby Beleh, Olivia’s uncle, i3 the embodiment of the spirit of
Twelfth Night. He has caroused probably since Christmas, and
now with the coming in of Twelfth Night, he must find richer enter-
tainment to celebratc the carnival. With delight he secizes on
Malvolio. The plot is laid by Sir Toby’s sweetheart, Maria, the
waiting gentlewoman to Olivia.

Sir Toby is abetted by a foolish knight, Sir Andrew Aguecheek,
the same who against belief is persuaded by Sir Toby that he may yet
succeed in marrying Olivia. Sir Andrew can abet, but clearly he
cannot aid, since he is not of the very soundest wits.

Real wit and assistance come from the clown, the lady’s jester,
Feste.

There is another part of the great play, the love story—of the
Lady Olivia and a messenger of the Count. But this is Twelfth

! Twelfth Night: the feast of Epiphany.
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Night. We'll watch Malvolio and, with Sir Toby, celebrate the

festival.
The first episode begins with the entrance of Maria and the clown.
The clown has been a truant for the last few day<.

|

L2

| % 3
% i I
ACT I
Early etening.

Maria and the Clown enter [L.].

Maria. Nay, cither tell me where thou hast been, or T will
not open my lips so wide that a bristle may enter, in way of
thy excuse. My lady will hang thee for thy absence.!

Clown. Let her hang me! Many a good hanging prevents a
bad marriage.

1 absence. Doubtless the jester had played truant, taking advantage
of the sombre atmosphere that followed after the death of Lady Olivia’s
brother, and he now presents himself just at the beginning of the merry
feasting time that celebrates Twelfth Night, the twelfth might after
Chrnistias.
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Maria. You are resolute, then?

Clown. Not so, neither; but I shall depend upon two points.

Maria. That if one! break, the other will hold; or, if both
break, your stockings fall.

Clown. Good, in good faith; very good. Well, go thy way.
If Sir Toby would leave drinking, he’d sce, thou wert as
witty a piece of Eve's flesh as any in Illyria.?

Marwa. Peace, you rogue, no more o’ that. Here comes my
lady. Make your excuse wisely.

[Ext.]
Lady Olivia enters [C.] with Malvolio and Fabian.

Clown. God bless thee, lady!

Oluwna. Take the fool away.

Clown. Do you not hear, fellow? Take away the lady.

Olivia. Go, you're a dry* fool; I'll have no more of you;
besides, you grow dishonest.t

Clown. Two faults, madonna,® that drink and good counsel
will amend; for give the dry fool drink, then is the fool not
dry; bid the dishonest man mend himself; if he mend, he is
no longer dishonest. — The lady bade take away the fool;
therefore, I say take her away.

Olivia. Sir, I bade them take away you.

Clown. Good madonna, give me leave to prove you a fool.

Olina. Can you do it?

Clown. Dextrously,® good madonna.

Olinia. Well, sir, for want of other idleness, I'll await your
proof.

tone. The laces (with metal tips) that hold his costume together are
called points. .

2 The jester, having met his match at wit, tries to put Maria down with
a personahty, hinting that she is in love with Sir Toby and would hke
to marry him if he would stop drinking.

3dry: dull.

4 dishonest: badly behaved. Olivia probably refers to his absenting
himself without leave.

s madonna: my lady.

¢ Dextrously. deftly, expertly.
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Clown. Good madonna, why mournest thou?

Olivia. Good fool, for my brother’s death.

Clown. 1 think his soul is in hell, madonna.

Olivia. 1 know his soul is in heaven, fool.

Clown. The more fool, you madonna, to mourn for your
brother’s soul being in heaven.— Take away the fool,
gentlemen.

Olivia. What think you of this fool, Malvolio? Doth he
not improve?

Malvolio. Yes, and will till the pangs of death shake him.
Infirmity, that decays the wise, doth ever make the better
fool.

Clown. God send you, sir, a speedy infirmity, for the better
inereasing your folly!

Olivia. THow say you to that, Malvolio?

Malvolio. 1 marvel your ladyship takes delight in such a
barren! rascal. I saw him put down the other day by an
ordinary fool that has no more brain than a stone. TLook
you now, he’s off his guard already. TUnless you laugh,
he is gagged. I protest, I take these wise men, that crow
so at these fools, no better than the fools themselves.

Olwa. O, you are sick of self-love, Malvolio, and taste witk
a distempered appetite.  To be generous, guiltless, and of
free disposition, is to take those things for bird-bolts? that
you deem cannon-bullets.  There is no slander in an allowed
fool.

Clown. Now Mercury? bless thee for fibbing for thou
speak’st well of fools! )

[Maria enters again C.)

Maria. Madam, there is at the gate a young gentleman who

much desires to speak with you.

1 barren: dull. .
1 hard-holts: short, blunt arrows sometimes used for shooting at birds.

8 Mercury: the god of rogues and liars.
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Olwia. From the Count, is it?

Maria. 1 know not, madam.

Olivia.  Who of my people hold him in delay?

Maria. Sir Toby, madam, your kinsman.

Olivia. Fetch him off, I pray you. He speaks like a mad-
man; fie on him! [Exit Maria C.] Go youw, Malvolio;
if it be a suit from the Count, I am sick, or not at home,
what you will, to dismiss it. [Exit Malvolio C.] [To the
('lown.] Now you see, sir, how your fooling grows old,
and peorle dislike it.

Cloun. Thou hast spoke for us, madonna, as if thy cldest
son should be a fool, whose skull Jove eram with brains!
for here comes one of thy kin whose brains reel.

Sir Toby enters [C.].

Olwia. By mine honor, half drunk. — Who is he at the gate,
cousin?

Sir Toby. A gentleman.

Olwia. A gentleman! What gentleman?

Sur Toby. 'Tis a gentleman here — a plague on these pickle-
herring!* — How now, fool?

Clown. Good Sir Toby!

Olivia. Cousin, cousin, how have you come so carly? by this

lethargy??
Sir Toby. Lethargy! 1 defy lethargy. There’s one at the
gate.

Olwia. Ay, what is he?
Sir Toby. Let him be the devil, if he will, I care not; it’s
all one.
(Exit L]
Olwia. What's a drunken man like, fool?

1 mckle-herring. Pickled herrings were often a side-dish at drinking
arties. Sir Toby has the hiccups from drinking, and the taste of the
erring he has eaten comes up.

2 early: early in the evening for any man to be already drunk.

3 lethargy: drowsiness.
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Clown. Like a drowned man.

Olivia. Go thou and seck the coroner and let him sit on my
cousin, for he’s in the third degree of drink, he’s drowned.!
Go, look after him.

[Ezeunt C.]

ACT UI

Night.
Sir Toby and Sur Andrew enter [L.].

Sir Toby. Approach, Sir Andrew. Not to be a-bed after
midnight is to be up carly and is therefore most healthy,
thou know’st, —

Sir Andrew. Nay, by my troth, I know not; but I know, to
be up late is to be up late.

Sir Toby. To be up after midnight and to go to bed then, is
early; let us therefore cat and drink. — Maria, I say!
wine!

[Enter Clown (']

Sir Andrew. Iere comes the fool, 1’ faith.?

Clown. How now, my hearts! Did you never see the picture
of “we three”??

Sir Toby. Welcome, ass. Now let’s have a song.

Sir Andrew. By my troth, the fool has an excellent voice. 1
had rather than forty shillings I had so sweet a breath to
sing, as the fool has. — In truth, thou wast in very gracious
fooling last night. I sent thee sixpence for thy sweetheart.
Hadst it?

Vthi d degree of drink, he's drowned. A drowning person after sinking
the third time does not again come to the surface; te. he drowns, as
Olivia puts it, at the third submersion.

2’ fauth: a favorite expression of Sir Andrew’s and one with which the

voice can play without losing any of the meaning of the necessary words
of the dialog

3 ¢ qpe three A picture of two fools or two donkeys with the words
ullllde;nfgth, “We three, fools (or asses) be,”’ the reader being, of course,
the third.
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Clown. Ay, sir.

Sur Toby. |To Clown.] Come on; there is sixpence for you.
Let’s have a song,

Clown. [Sings |

What is love?  Tis not hereafter,

Present mirth hath present laughter;
What’s to come 1s still unsure.

In delay there lies no plenty;

Then come kiss me, sweet and twenty,
Youth's a stuff will not endure.

Sur Andrew. A mellifluous! voice, as T am true knight.

Sir Toby. But shall we make the welkin dance indeed?
Shall we rouse the night-owl in a round that will draw
three souls out of one weaver??  Shall we do that?

Sir Andrew. 1If you love me, let’s do’t. I ama dog at a round.
Let our round be, * Thou knave.”

Clown. [Sings.] “Hold thy peace, thou knave,” knight?
In that I shall be constrained to call thee “knave,”” knight.

Sir Andraw.  ’Tis not the first time I have constrained one
to call me koave. Begin, fool. It begins, “Hold thy
peace.”

Clown. 1 shall never begin if I hold my peace.

Sir Andrcw.  Good, i’ faith. Come, begin.

[They sing the round.]?
Enter Maria C.
Maria. What a caterwauling do you keep here! If my lady
have not called up her steward Malvolio and bid him turn
you dut of doors, never trust me.

’

! melivfluous (me-lf’loo-t1s): smoothly flowing or sweetly flowing.

2 draw three souls out of one weaver. There were many refugee weavers
in England, who were Puritans and great singers of songs. To connect
these pious people with a tavern song was already a jest for Sir Toby.

3 [They sing the round.] Part of the lines are plain miauwing and
barking. The only other linc we know, “Hold thy peace, thou knave,”
is repeated by each in turn until the round works up into a great yowhng
and uproar.
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Sir Toby. My lady’s a Chinee; we are politicians. — “Three
merry men be we.” —Am I not of her blood? Tilly-
vally.! Lady! {[Sings.] “There dwelt a man in Babylon,
lady, lady!”

Clown. Beshrew me, the knight’s in admirable fooling,

Sir Andrew. Ay, he does well enough if he be disposed, and
so do I too. He does it with a better grace, but I do it more
natural.

Sir Toby. [Sings.] “O, the twelfth day of December,” —

Maria. For the love of heaven, peace!

Malvolio enters [C.] in his nightgown.

Malvolio. My masters, are you mad? or what are you?
Have you no sense, manners, nor honesty, but to gabble
like tinkers at this time of night? Do ye make an alchouse
of my lady’s house, that ye squeak out your cobblers’
rounds without any mitigation or remorse of voice?? Is
there no respect of place, persons, nor time, in you?

Sir Toby. We dud keep time, sir, in our round. Wake up!

Malvolio. Sir Toby, I must be plain with you. My lady
bade me tell you that, though she harbors you as her rela-
tive, she’s not related to your disorders. If you can
separate yourself and your misdemeanors, you are welcome
to the house; if not, if it would please you to take leave of
her, she is very willing to bid you farewell.

Sir Toby. [Sings.] “Farewell, dear heart, since I must needs
be gone.”

Maria. Nay, good Sir Toby.

Clown. [Sings.] “Hiseyes doshow his days are almost done.”

Sir Toby. [Sings.] “But I will never die.”

Clown. 8Sir Toby, there you lie.

Sir Toby. [Sings.] “Shall I bid him go?”

1 Tully-vally: tush, tut tut.

* without any matigation or remorse of voice: without ceasing or even
toning down your voices.
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Clown. [Sings.] ‘“What and if you do?”

Sir Toby. [Sings.] “Shall I bid him go, and spare not?”’

Clown. [Sings.] “O no, no, no, no, you dare not.”

Sir Toby. [To Clown.] Out of tune sir! Ye liec. — [To Mal-
volio.] Art any more than a steward? Dost thou think,
because thou art virtuous, there shall be no more cakes and
ale”  Go, sir, polish your chain? with ecrumbs. — A cup
of wine, Maria!

Malvolio. Mistress Mary, if you prized my lady’s favor,
you would not give means® for this uncivil rule. She shall
know of it, by this hand.

[Exit C.]

Maria. Go shake your ears.*

Sir Andrew. ’Twere as good a deed as to drink when a
man’s hungry, to challenge him the field, and then to break
promise with him and make a fool of him.

Sir Toby. Do’t, knight. I’ll write thee a challenge.

Maria. Sweet Sir Toby, be paticnt for tonight. Since the
messenger of the Count’s was today with my lady, she is
much out of quict. As for Monsicur Malvolio, let me
alone with him. If T do not gull® him into a byword, do
not think I have sense enough to lic straight in my bed.
I know I can do it.

Sir Toby. Tell us. Tell us something of him.

Maria. Sometimes he is a kind of puritan.®

t cakes and ale. “Cakes and ale” seem to have heen proverbial for
reveling.

2 chain. Stewards wore a chain of silver or gold as a mark of superiority
to the other sérvants.

3 qwe means: fetch the wine for them to get drunk.

4 Go shake your ears. This is as much as to call him an ass; for a
donkey does shake 1ts ears.

s gull: trck.

¢ puritan. The extreme Anti-Catholic party made a great point
of sober living and self-denial. They were already in Shakespeare’s
time fighting the theatres. However Maria’s dislike for Malvolio seems
to have arisen because he was not sincere in his puritanism, but con-
ceited, and therefore self-indulgent in spint instead of self-denying.
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Sir Andrew. 0O, if 1 thought that, I'd beat him like a dog!

Sir Toby.  What, for being a puritan? Thy exquisite reason,
dear knight?

Sir Andrew. I have no exquisite reason for it, but I have
reason good enough.

Maria. Yet not much of a puritan he is, or anvthing but an
affected ass, that learns his deportment and conversation
by heart, and is so erammed, as he thinks, with excellencies,
that all that look on him love him; and on that weakness
in him will my revenge find cause to work.

Sir Toby. What wilt thou do?

Maria. I will drop in his way some obscure epistles of love;
wherein he shall find himself desertbed. 1 can write very
like my lady your nicee.

Sir Toby. He shall think, by the letters that thou wilt drop,
that they come from my niece, and that she's in love with
him.

Maria. My purpose is, indeed, a horse of that color.

Ser Andrew.  And yvour horse now would make him an ass.

Maria. Ass, I doubt not.

Ser Andrawe. O, "twill be admirable!

Maria. Sport royal. I will plant you three where he shall
find the letter. For this night, to bed, and dream on it.
Farewell.

(Kait O]

Sir Toby.  Good night, queen of Amazons.

Sir Andrew.  She's a good girl.

Sir Toby. She's true-bred, and one that adores me. * What
o’ that?

Sir Andrew. 1 was adored once too.

Sir Toby. let's to bed, knight. Thou hadst need send for
more money.

Sir Andrew. If I cannot marry your niece, I am a foul way
out.
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Sir Toby. Send for money, knight. If thou hast her not in
the end, call me horse.
Sir Andrew. If I do not, never trust me, take it how you will.
Sir Toby. Come, come, I'll go find some wine; ’tis too late
to go to bed now. Come, knight; come, knight.
[Eccunt C.]

ACT III
The next afternoon.
Sir Toby enters with Sir Andrew Aguecheck and Fabian [L.).

Sir Toby. Come thy ways.

Fabian. Nay, I'll come.

Sir Toby.  Wouldst thou not be glad to have him come by
some notable shame?

‘abian. 1 would exult, man.

Sur Toby. We will fool him black and blue. Shall we not,
Sir Andrew?

Sir Andrew. 1If we do not, it is pity of our lives.

[Enter Maria (']

Sir Toby. Here comes the little villain, —
How now, my heart of gold!

Maria. Hide all three. Malvolio’s coming down this walk.
He has been yonder in the sun practicing behavior to his
own shadow this half hour. Observe him, for the love of
mockery, for I know this letter will make a contemplative!
idiot of him. — Lie thou there.

[Throws down a letter.]
[They all hvde, Maria R. 2, the rest R. 1.]
Malvolio appears (.

Malvolio. ’Tis but fortune. All is fortune. Maria once told
me she liked me; and I have heard herself come thus near,
that, should she fall in love, it should be with one of my

1 contemplatve (con-tem’pla-tiv).
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complexion. Besides, she uses me with a morc exalted
respect than any one else that follows her. What should
I think of it?

Sir Toby. Here's a presumptuous rogue!

Fabian. O, peace!- - See how he struts.

Sir Andrew. 1 could so beat the rogue!

Sir Toby. Peace, T say.

Malvolio. To be (Count Malvolio!

Sir Toby. Ah, rogue!

Sir Andrew. Pistol him, pistol him.

Sur Toby.  Peace, peace!

Malvolio. There is example for it. The lady of Strachy!
marricd the yeoman of the wardrobe.

Sir Andrew. Fie on him, Jezebel!?

Fabwan. O, peace! now he’s deeply in.  Look how imaginas
tion puffs him up.

Malvolio. 1aving been three months married to her, sitting
in my state?® —

Sir Toby. O, for a stone-bow,* to hit him in the cye!

Malvolio. Calling my oflicers about me, in my velvet gown —
and Olivia sleeping, —

Sir Toby. Fire and brimstone!

Fabian. O, peace, peace!

Malvolio.  And then to ask for my kinsman Toby, —

Sir Toby. Bolts and shackles!

Malvolio.  Seven of my people, with an obedient start, make
out for him. I frown the while, and perchance wind up
my watch, or play with some rich jewel. Toby ‘approaches,
curtsies there to me, —

Sir Toby. Shall this fellow live?

t Strachy (striich’Y). No one knows just who the lady may have been.
2 Jezebel (jéz'e-beD): the idolatrous wife of one of the kings of Israel.
Her name became synonymous with wicked woman.

3 state chair of state
4 stone-bow: a crossbow for throwing stones.
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Malvolio. 1 extend my hand to him thus, quenching my
familiar smile with an air of sternness, —

Sir Toby. And does not Toby give you a blow on the lips,
then?

Malrolio. Saying, “Cousin Toby, my fortuncs, having cast
me on your nicce, give me this prerogative of speech, — You
must amend your drunkenness.” —

Sir Toby.  Out, scab!

Malvolio.  “Besides, you waste the treasure of your time with
a foolish knight,” —

Sir Andrew.  That's me, I warrant you.

Malvolio.  “One Sir Andrew,” —

Sir Andrew. 1 knew ’twas I; for many do call me fool.

Malvolio. 'What have we here? [Picking up the letter.] This
is my lady’s hand. These be her very C’s, her U’s, and
her T’s.! [Reads.] ‘“To the unknown beloved, this and
my good wishes”: — her very phrases! Wax. Soft! And
the impression of her seal. ’Tis my lady. To whom should
this be?

[Reads.] “Jove knows I love;
But who?
Lips, do not move;

No man must know.”
If this should be thee, Malvolio!

[Reads.] “I may command where I adore;

M, O, A, I, doth sway my life.”

“I may command where I adore.” Why, she may com-

mand me. I serve her. She is my lady. And softly! —

“M, 0, A, I” — “M,” — Malvolio; “M”, — why, that be-

gins my name. A should follow, but “0” does.

Sir Toby. Tl cudgel him, and make him cry O!
t(Ms., U’s, T’s. Maria has addressed the letter on the outside to

CUT. A cut was an old work horse. Malvolio fails to notice that the
letter is addressed horse.
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Malvolio.  And then “I”” comes behind.
Fabwan. Ay, if vou had any cyve behind you, you might see
more detraction at your heels than fortunes before you.
Malvolio.  [Reads.]  “If this fall into thy hand, revolve. 1
am above thee, but be not afraid of greatness. Some are
born great, some achieve greatness, and some have great-
ness thrust upon ‘em.  Thy Fates open their hands. Be
opposite with a kinsman, surly with servants; put thyself
into the trick of singularity: she thus advises thee that
sighs for thee.  Remember who commended thy yellow
stockings, and wished to see thee cever cross-gartered. 1
say, remember.  Go to, thou art made,' if thou desirest to
be so; 1f not, let me see thee a steward still F'Lr(*woll
Tue Forrunare-Unnavey.
This is clear. 1 will be proud, 1 will baflle Sir Toby, 1 will
wash off gross acquaintance, I will be the very man, —
strange, in yellow stockings, and cross-gartered, even with
the swiftness of putting on. — Here is yet a postscript.
[Reads.] “Thou canst not choose but know who I am. 1If
thou entertainest my love, let it appear in thy smiling.
Thy smiles become thee well; therefore in my presence
always smile, dear my sweet, I prithee.” — Jove, I thank
thee.—I will smile; I wil. do everything that thou wilt
have me.
He leaves [C.].

Sir Toby. 1 could marry this maid for this trick.

Sir Andrew. So could I too.

Sir Toby. And ask no other dowry with her but such another
jest.

Sir Andrew. Nor I neither.

Fabian. Here comes my noble gull-catcher.

[Reenter Maria.]
Sir Toby. Wilt thou set thy foot on my neck?

! thou art made: your fortune is made.
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Sir Andrew. Or on mine either?

Sir Toby. Shall I stake my freedom at dice, and become thy
bond-slave?

Sir Andrew. 1 faith, or I either?

Sir Toby. Why, thou hast put him in such a dream, that
when the image of it leaves him he must run mad.

Maria. If you will sce the fruits of the sport, mark his first
approach before my lady. He will come to her in yellow
stockings, and ’tis a color she abhors, and cross-gartered, a
fashion she detests; and he will smile upon her, which will
now be so unsuitable to her disposition, being sorrowful
as she is, that it cannot but turn him into a notable con-
tempt. If you will sce it, follow 1ne.

Sir Toby. To the gates of Hades, thou most excellent imp of
wit!

Sir Andrew. T’ll be one too.

[Exeunt C.]

ACT 1V

Episode 1. Early the same evening.
Sir Toby and Fabian, waiting [L.). Marw appears [C.].

Sir Toby. Look, where the youngest wren of nine! comes.
Maria. If you desire the spleen, and will laugh yourselves
into stitches, hide here. Malvolio is in yellow stockings.

Sir Toby. And cross-gartered?

Maria. Most villanously. He obeys every point of the
letter. He smiles his face into more lines than are,in the
new map. You have not scen such a thing as ’tis. I can
hardly forbear hurling things at him. I know my lady will
strike him. If she do. he’ll smile and take’t for a great
favor.
1Sir Toby refers to the tinyness of Maria. The wren, a very tiny

bird, lays about nine eggs; and the last hatched may be thought of as
the smallest, since it is the youngest.
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[They hide L. 1 except Maria.}
Oliria enters [R. 3].

Olivia. Where is Malvolio?

Maria. He’s coming, madam, but in very strange manner.
He is, surely, possessed,' madam,

Olwia. Why, what’s the matter? Does he rave?

Maria. No, madam, he does nothing but smile. Your lady-
ship had best have some guard about you, if he come; for,
surely, the man is tainted in s wits.

Olivia. Go call him hither.

[Enter Malvolio C.}

How now, Malvolio?
Malvolio. Sweet lady, ho, ho.
[He smiles fantastically.]

Olivia. Smilest thou?

I sent for thee upon a sad occasion.

Malvolio. Sad, lady? I could be sad. This does make some
obstruction in the blood, this cross-gartering; but what of
that? If it please the eye of one, it is with me as the very
true sonnet is, “Pleasc one, and please all.”

Olivia. Why, how dost thou, man? What is the matter
with thee?

Malvolio. Not black in my mind, though yellow in my legs.
It did come to my hands, and commands shall be executed.
I think we do know the sweet Roman hand.?

Olivia. God comfort thee! Why dost thou smile so and
kiss thy band so oft?

Maria. Why appear you with this ridiculous boldness before
my lady?

Malvolio. ‘“Be not afraid of greatness:” 'twas well writ.

Olivia. What mean’st thou by that, Malvolio?

1 possessed: insane, possessed by a devil.
2 Roman hand: Latin script.



Sweet lady, ho, ho.

Olwia How now, Malvolio?

Malvolio.



TWELFTH NIGHT 273

Malvolio. “Some are born great,” —

Olivia. Ha!

Malvolio. ““Some achieve greatness,” —

Olivia.  What say’st thou?

Malvolio. ““ And some have greatness thrust upon them.”

Olwia. Heaven restore thee!

Malvolio. ‘“Remember who commended thy yellow stock-
ings,” —

Olwia. My yellow stockings!

Malvolio. “And wished to see thee cross-gartered.”

Olivia. Cross-gartered!

Malvolio. ““Go to, thou art made, if thou desir'st to be
so:”

Olivia. Am I made?

Malvolio.  ““If not, let me see thee a servant still.”

Olivia. Why, this is midsummer madness.!

[Enter Clown (.}

Clown. Madam, the young gentleman of the Count is re-
turned. He attends your ladyship’s pleasure.

Olivia. T'll come to him. [Exid Clown.] Good Maria, let
this fellow be looked to. Where's my cousin Toby? Let
some of my pcople have a special care of him. I would
not have him come to harm for the half of my dowry.

Olivia leaves [C'.).

Malvolio. O, ho! No worse man than Sir Toby to look to
me! I have caught her; but it is Heaven’s doing, and
Heaven make me thankful!

) [Sir Toby and Fabian reappear.]

Sir Toby. Where is he, in the name of sanctity? If all the
devils of hell and Legion? himself possessed him, yet I'll
speak to him.

! midsummer madness. Heat was regarded as a cause of insanity.
2 Legwon. An allusion to the man possessed of many devils. (Mark
v, 9.)
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Fabian. Here he is, here he is.— How is’t with you, sir?
How is’t with you, man?

Malvolio. Go off; I discard you. Let me enjoy my private.
Go off.

Maria. Lo, how hollow! the fiend speaks within him! Did
not I tell you? — Sir Toby, my lady prays you to have a
care of him.

Malvolio.  Ah, ha! Does she so?

Sir Toby. Peace, peace. We must deal gently with him.
Let me alone. — How do you, Malvolio? How is’t with
yvou? What, man, defy the devil?? Consider, he’s an
enemy to mankind.

Malvolio. Do you know what you say?

Maria. Hear, when you speak ill of the devil, how he takes
it to heart! Pray God he be not bewitched! My lady
would not lose him for more than I'll say. °

Malvolio. How now!

Maria. O!

Sir Toby. Prithee, hold thy peace. Do you not see you
move him?  Let me alone with him.

Fabian. No way but gentleness; gently, gently, The fiend
is rough, and will not be roughly used.

Sir Toby. Why, how now, my bawcock!®* How dost thou,
chuck?

Malvolio.  Sir!

Sir Toby. Ay, “Biddy, come with me.”” What, man! ’tis
not for gravity ¢ to play at cherry-pit 5 with Satan.

Maria. Get him to say his prayers, good Sir Tdby, get him
to pray.

t hollow: falsely.

2derl: the devil who, they pretend, has taken possession of
Malvolio's body

3 baweock: fine fellow  Fr. beau coq.

$gramty: ie a man of vour sobriety.

b cherry-pit: a game of tossing cherry stones.
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Malvolio. My prayers, minx!

Maria. No, I warrant you, he will not hear of godliness.

Malvolio. Go, hang yourselves all! You are idle shallow
things; I am not of your element. You shall know more
hereafter.

He leaves them [C.].

Sir Toby. Is’t possible?

Fabian. 1f this were played upon a stage now, I could con-
demn it as an improbable fiction.

Sir Toby. His very guardian angel hath taken the infection
of the trick, man.

Fabian. Why, we shall make him mad indeed.

Maria. The house will be the quieter.

Sir Toby. Come, we’ll have him in a dark room and bound.!
My niece is already in the belief that he’s mad. We may
carry it thus, for our pleasure and his penance, till our
pastime, tired out of breath, prompt us to have mercy on
him.

[Exeunt C.)
Episode 2. Dusk.
Malvolio is looking out through the grating of a cellar window.?
Maria and Clown appear [at R. 1].

Maria. Put on this gown and this beard. Make him believe
thou art Sir Topas the curate. Do it quickly; I'll call
Sir Toby.

(Exit R. 1]
Clown. Well, I'll put it on, and I will dissemble myself in it.
[He puts on the monk’s gown and pulls the cowl up over his fool’s
cap.]
Sir Toby and Maria appear [at R. 1].
tdark room and bound. It was contemporary practice to put the in-
san into a quet, dark place.
3 Malvolio looking out of cellar window. A dim spot light, turned on

Malvolio’s face, makes him easy to discern, but the rest of the stage is
much 1 shadow, except for the wing R. 1, which Malvolio cannot see.
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Sir Toby. Heaven bless thee, master Parson!

Clown. Bonos dies, Sir Toby: for, as the old hermit of Prague,
that never saw pen and ink, very wittily said to the niece of
King Gorboduc,! “That that is is”; so I being master
Parson, am master Parson; for, what is ‘“that” but “that,”
and “is” but “is”?

Sir Toby. 'To him, Sir Topas.

Clown. [Approaching Malvolio.] What, ho, I say! Peace
in this prison!

Malvolio. [Within.] Who calls there?

Clown. Sir Topas the curate, who comes to visit Malvolio
the lunatic.

Malvolio. Sir Topas, Sir Topas, good Sir Topas, go to my
lady.

Clown. Out fiend! Talkest thou nothing but of ladies?

Malvolio. Sir Topas, never was man thus wronged. Do
not think I am mad. They have laid me here in hideous
darkness.

Clown. Fie, thou dishonest Satan!— Sayest thou that house
is dark?

Malvolio. As hell, Sir Topas.

Clown. Why, it hath bay windows.

Malvolio. 1 am not mad, Sir Topas. I say to you, this house
is dark.

Clown. Madman, thou errest. I say, there is no darkness
but ignorance.

Malvolio. 1 say, this house is as dark as ignorance, though
ignotance were as dark as hell; and I say, therc was never
man thus abused. I am no more mad than you are.

Clown. Fare thee well. Remain thou still in darkness.

[Comes forward.]
1 Gorboduc (gdr'bd-ditk): the king in an old play of that name. How-

ever the monk and niece were invented by the clown, on the spot, to
make the joke.
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Malvclio. Sir Topas, Sir Topas!

Sir Toby. [Aside.] My most exquisite Sir Topas! To him
now in thine own voice, and bring me word how thou
findest him. I am now so far in offence with my niece
that I cannot pursue with any safety this sport to the
upshot. Come to me by and by.

[Exeunt Sir Toby and Maria R. 1.]

Clown. [Singing.]
“Hey, Robin, jolly Robin,
Tell me how thy lady does.”
Malvolio. Fool!

Clown. “My lady is unkind.”
Malvolio. Fool!

Clown. ‘““Alas, why is she so?”
Malvolio. Fool, I say!

Clown. “She loves another.”

Malvolio. Good fool, as ever thou wilt deserve well at my
hand, help me to a candle, and pen, ink, and paper. As
I am a gentleman, I will live to be thankful to thee
for it.

Clown. Master Malvolio?

Malvolio. Ay, good fool.

Clown. Alas, sir, how fell you beside your five wits?

Malvolio. I am as well in my wits, fool, as thou art.

Clown. Then you are mad indeed, if you be no better in
your wits than a fool.

Malvolio. They have here chained me up; keep me'in datkness,
send ministers to me, asses, and do all they can to face me
out of my wits.

Clown. Be careful what you say; the minister is here. Mal-
volio, Malvolio, thy wits the heavens restore! Endeavor
to sleep, and leave thy vain bibble babble.

Maliolio. Sir Topas!
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Clown. [Speaking as Sir Topas.] Maintain no words with
him, good fellow. [As himself.] Who, I, sir? Not I, sir.
God be with you,! good Sir Topas! [As Sir Topas.] Amen.

Malvolio. Fool, fool, fool, I say!

Clown. [As himself.] Alas, sir, be patient. What say you,
sir? I am blamed for speaking to you.

Malvolio. Good fool, help me to some light and some paper.
I tell thee, I am as well in my wits as any man in Illyria.

Clown. T would you were, sir!

Malvolio. Good fool, convey what I will write to my lady.

Clown. I will help you to it. — But tell me true, are you not
mad indeed, or do you but counterfeit?

Malvolio. Believe me, I am not. I tell thee true

Clown. Nay, I'll ne’er believe a madman till I see his brains.
I will fetch you light and paper and ink.

Malvolio. Fool, T'll requite it in the highest degree. 1
prithee, be gone.

Clown. [Singing.]

I am gone, sir,

And anon, sir,

I'll be with you again,
In a trice,

Like to the old Vice,?
Your need to sustain;

Who, with dagger of lath,
In his rage and his wrath,
Cries, ah, ha! to the devil,
* Like a mad lad.
Pare thy nails, dad.
Adieu, goodman devil. [Ezu¢ R. 3.)
1 God be with you. We now say good-bye.
2 Vice: A stock comic character in the old morality plays, in which
he played tricks and cracked jokes upon the devil and sometimes beat

him with his wooden dagger, or threatened to pare his sharp nails. At
the end the devil always carried him off to hell on his back.
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ACT V
Next day.
[Enter the Clown and Fabian C']

Fabian. Now, as thou lovest me, let e see his letter.

Clown. Good Master Fabian, grant me another request.

Fabian. Anything.

Clown. Do not desire to see this letter.

Fabian. This is to give you a dog and in recompense desire
my dog again.

Olivia enters [C.].
Olwia. Feteh Malvolio hither.
Now I remember
They say, poor gentleman, he’s much distract. —
[To Clown.] How does he?

Clown. Truly, madam, he holds Belzebub at the stave’s
end as well as a man in his case may do. Ha$ here writ a
letter to you. I should have given’t you today morning,
but as a madman’s epistles are no gospels, so it matters
not much when they are delivered.

Olivia. Open it, and read it.

Clown. [Reads] ‘‘By the Lord, madam,” —

Olivia. How now, art thou mad?

Clown. No, madam, I do but read madness.

Olivia. [To Fabian.] Read it you, sir.

Fabian. [Reads.] “By the Lord, madam, you wrong me,
and the world shall know it. Though you have put me
into darkness and given your drunken cousin rule over
me, yet have I the benefit of iy senses as well 4s your
ladyship. I have your own letter that induced me to the
semblance I put on; with the which I doubt not but to do
myself much right, or you much shame. Think of me as
you please. I leave my duty a little unthought of and
speak out of my injury.

Mavvorio.”
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Olivia. Did he write this?
Clown. Ay, madam.
Olivia. See him delivered; bring him hither. —
[Exit Fabian C.]
[Enter Fabian, with Malvolio C.]
How now, Malvolio!
Malvolio. Madam, you have donec me wrong,
Notorious wrong.
Olivia. Have I, Malvolio? No.
Malvolio. Lady, you have. Pray you, peruse that letter;
You must not now deny it is your hand.
Why have you given me such clear lights of favor,
Bade me come smiling and cross-gartered to you,
To put on yellow stockings and to frown
Upon Sir Toby and the lighter pcople;
And, acting this in an obedient hope,
Why have you suffered me to be imprisoned,
Kept in a dark house, visited by a priest,
And made the most notorious cuckoo
That ever invention played on? Tell me why.
Olivia. Alas, Malvolio, this is not my writing,
Though, I confess, much like it;
But out of question ’tis Maria’s hand.
And now I do bethink me, it was she
First told me thou wast mad. Thou camest in smiling,
And in such forms which here were presupposed
Upon thee in the letter. Prithee, be content.
This plot hath most shrewdly outwitted thee;
But when we know the grounds and authors of it,
Thou shalt be both the plaintiff and the judge
Of thine own cause.
Fabian. Good madam, hear me speak.
Most freely I confess, myself and Toby
Set this trick against Malvolio here,
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Upon some stubborn and uncourteous things
We found in him. Maria writ

The letter at Sir Toby’s great importunity,
In recompense whereof he hath married her.

Olivia. [To Malvolio.] Alas, poor fool, how have they baffled

thee!

Clown. Why, “some are born great, some achieve greatness,
and some have greatness thrown upon them.” I was one,
sir, in this interlude; one Sir Topas, sir; but that’s all one.
“By the Lord, fool, I am not mad.”” But do you remember?
“Madam, why laugh you at such a barren rascal? If you
smile not, he’s gagged.”” And thus the whirligig of time
brings in his revenges.

Malvolio. T'll be revenged on the whole pack of you.  [Exit €]

Olivia. Pursue him, and entreat him to a peace;

He hath been most notoriously abused. .
[Fxeunt C., or Curtain.]
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MACBETH

A Playlet, Covering the Basic Plot of
THE TRAGEDY OF MACBETH

THE CHARACTERS IN ORDER OF FIRST APPEARANCE

Three Witches.

MacBETH (mik-b&th’),

Banquo (bing’kwd),

Ross (rds), } noblemen of Scotland

ANGUs* (ing'giis), :

¥LEaNCE (flé’ans), Banquo’s son.

A Servant * to Macbeth (who may be the Attendant in Act III and
the Messenger in Act V). .

LenNox (18n’iks), a Scottish nobleman.

LApYy MACBETH.

Two Murderers.*

Eleven Apparitions,* two being children.

MarLcoLm (mil’kdm), son to Duncan (diing’kdn), King of Scotland.

Youna StwarDp (s¢'wurd), son to the Earl of Northumberland, general
of the English forces, allied with Malcolm.

Macpurr (mik-duf’), a Scottish nobleman and staunch friend to
King Duncan and Malcolm.

A Soldier.*
20 reading parts; only three of the apparitions speak.*
SETTING: Scotland, 1040 to 1057 A.D.

} generals of the King’s army.

* Cast reducible to 11, if Lennox appropriates Angus’ lines, if Fleance
doubles for Young Siward, and if those who take the witches’ parts
double for the servant, attendant, messenger, two murderers, and sol-
dier. The appantmns may be represented by Ross, Lennox, Malcolm,
and Fleance, who may each pass twice the aperture through which
the apparitions are scen.

There are actually 30 stage parts in the playlet, and these may be
increased with advantage to possibly 40 by adding supernumerary lords
and ladies in Act III and soldiers in Act V.
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SYNOPSIS

Act 1. A heath during a storm. The three witches. Macbeth and
Banquo.

Act I1. The courtyard of Macbeth’s castle during a visit of the King.
Banquo and his son Fleance. Macbeth.

Acr III. Scene 1. A hall wn the palace of Macbeth, now King
of Scotland. Banquo. Macbeth and his court. Two murderers.

Scene 2. The same. The banquet. The murderer.
The ghost of Banquo.

Act IV. Macbeth consulls the witches again. The apparitions’
promises to Macbeth. The show of Banquo’s posterity — a line of
kings.

Act V. Scene 1. Birnam wood at daybreak. Malcolm, the son
of old King Duncan, and his forces against Macbeth.

Scene 2.  Macbeth’s castle on Dunsinane hill.
PROLOG-INTRODUCTION!

The setting is Scotland in the eleventh century.

Macbeth and Banquo, Scottish generals, have repulsed a Nor-~
wegian invasion, and are on their way to apprise the Scottish King
of their victory.

They have to cross a heath, “a windy, storm-swept moor. It is
without a tree or shrub; all that can be seen is black bog water,
stones, and furze. The desolation of the scene when the fogs are
trailing over its pathless waste and settling down upon its pools is
indescribable.”

Three witches meet Macbeth and Banquo on this heath. The
weird sisters, as they arc called, know the future — and especially
how Macbeth has determined to bend it to his purposes. They
startle him by reading his thoughts; he would supplant the King, and
1o obtain his place has determined to murder him. The weird sisters
salute Macheth with the title king. This presents no new temptation
to Macbeth; it is but an echo of his thoughts. But it is encouragement;
it creates the spark that brings him to the accomplishment of all his
guilty purposes.

1 Prolog—Introduction. Macduff may assume the Prolog lines.



Forres
® Cawdor
Inverness

ANGUS
Glamis e .

Dunsinane .

Scone*
FIFE

King Duncan’s palace was at Forres; Macbeth’s castle at Inverness The
invasion Macbeth and Banquo repelled was from Norway. Note the exposad
location of Forres on the north coast,
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To show favor to Macbeth after this victory, the King visits Mac-
beth’s castle, and Macbeth, taking advantage of the opportunity,
kills him.

The play from this point on becomes a history of crime. After
the murder of the King, Macbeth cannot draw back. His fears for
safety drive him from crime to crime. His guilty mind becomes a
prey to terrors and the consciousness of sin. His soliloquies some-
times take on the form of deep regrets. At other times the torture
of his conscience drives him into fits of abstraction during which he
sees the very things that terrify his mind to think about.

To Banquo, on the other hand, the witches prophesy he shall be
father to a line of kings, though he be none himself. There are no
seeds of wickedness in Banquo’s heart, so he commits no crimes to
fulfill the propheey. IHis character is the antithesis of Macbeth’s.
Banquo becomes the ancestor of the Scottish King who as James 1.
~at upon the throne of England at the time Shakespeare wrote
Macbeth.

Of the later characters, Lady Macbeth concerns us! most. She
is & woman with a will of steel. She urges Macheth on, and when
he quite betrays himself, she rescues him from discovery with rare
presence of mind and consummate skill.

In Banquo’s place, when Macbeth murders kim, springs up Mac-
duff, the most dangerous of all Macbeth’s wronged enemies.

The play begins with the meeting of the witches on the heath.
The witches are both grotesque and terrible. In their dances and
at their first appearance we could almost smile at them, but when we
realize the hideousness of their designs and their environment, we
shiver, and our blood runs cold.

ACT 1
A heath, during a storm
[Prolog.] Three witches; then Macbeth and Banquo — victo-
rious generals of the Scottish King, coming fresh from battle.
[Exit.]

1 concerns us: this in despite of the fact that Lady Macbeth’s own feclings
and experiences in the play are not presented in this playlet.



288 FORTY-MINUTE PLAYS FROM SHAKESPEARE

[Thunder. Enter the three Witches R.]

1 Witch. Where hast thou been, sister?
2 Watch. Killing swine.
3 Watch. Sister, where thou?
1 Witch. A sailor’s wife had chestnuts in her lap,
And munched, and munched, and munched. ‘“Give me!”
quoth I.
‘““ Aroint! thee, witch!” she cries.
Her husband’s to Aleppo gone, master? o’ the Tiger;
But in a sieve I’ll thither sail,
And, like a rat without a tail 3
T'll do, I'll do, and I'll do.
2 Witch. TI'll give thee a wind.4
1 Witch. Thou'rt kind.
3 Watch. And I another.
1 Watch. I myself have all the other.
He shall live a man forbid?®
Weary sevennights nine times nine
Shall he dwindle, peak,® and pine.
Though his bark cannot be lost,
Yet it shall be tempest-tost.
1 Wautch. Look what I have.
2 Witch. Show me, show me.
1 Watch. Here I have a pilot’s thumb,
Wracked” as homeward he did come.

[Drum within L.]

L aroint: (d-roint’): begone.

2 master: captain.

3 like a rat without a tail: in the form of a rat; but without a tail, since
witches could not assume the shape of any animal perfectly.

4 wind. Make this word rhyme with kind. — The witches were sup-
posed to be able to control the winds.

5 forbid: accursed; 1.e. excommunicated.

8 peak (pck): become thin and sharp-featured. We still use the
adjective peaked.

" wracked (rikt): wrecked.
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3 Witch. A drum, a drum!

Macbeth doth come.

[They join hands and circle slowly around as they chant.)

All. The weird! sisters, hand in hand,

Posters? of the sea and land,

Thus do go about, about;

Thrice to thine, and thrice to mine.

And thrice again, to make up nine.

Peace! The charm’s wound up.

[Enter Macbeth and Banquo L.]

Macbeth. So foul and fair® a day I have not scen.
Banquo. How far is’t called to Forres?* — What are these

So withered =nd so wild in their attire,

That look not like the inhabitants of the earth,

And yet are on’t? Live you? or are you aught

That mah may question?
Macheth. Speak, if you can. What are you?
1 Witch. All hail, Macbeth! hail to thee, thane’ of Glamis.$
2 Watch. All hail, Macbeth! hail to thee, thane of Cawdor!?
3 Witch. All hail, Macbeth, that shalt be King hereafter!
Banquo. [To Macbeth.] Good sir, why do you start? and

seem to fear

Things that do sound so fair? — In the name of truth,

Are ye fantastical, or that indeed

Which outwardly ye show? My noble partner

You greet with great prediction

L weyrd (wiird): suggesting magical influence.

2 posters (pos'térz): rapid travelers.

3foul and fawr. It has been a stormy, foggy day, but a fair, z.e.
fortunate, one for Macbeth and Banquo.

4 Forres (for'gs).

5 thane (than): an old Scottish title of honor, nearly the equivalent, in
Macbeth’s time, to earl.

6 Glamis (glam’'ls or glamz).

7 Cawdor (k6'dér).

8 start: Macbeth was startled by the witches’ prediction of the ful-
fillment of what was already his secret wish.
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Of noble having and of royal hope,
That he seems lost in thought; to me you speak not.
If you can look into the sceds of time,
And say which grain will growand which will not,
Speak then to me, who neither beg nor fear
Your favors nor your hate.
1 Witch. Hail!
2 Witch. Hail!
3 Witch. Hail!
1 Watch. Lesser than Macbeth, and greater.
2 Witch. Not so happy, yet much happier.
3 Witch. Thy children shall be kings, though thou be none,
So all hail, Macbeth and Banquo!
1 Witch. - Banquo and Macbeth, all hail!
Macbeth. Stay, you imperfect speakers, tell me more.
By Sinel’st death I know I am thane of Glamis;
But how of Cawdor? The thanc of Cawdor lives,
A prosperous gentleman; and to be king
Stands not within the prospect of belief
No more than to be Cawdor. Say from whence
You owe this strange intelligence, or why
Upon this blasted heath you stop our way
With such prophetic greeting. Speak, 1 charge you.
[Witches vanish R.]
Banguo. The earth hath bubbles, as the water has,
And these arc of them. Whither are they vanished?
Macbeth. Into the air; and what seemed real melted
As breath into the wind. Would they had stayed! *
Banquo. Were such things here as we do speak about?
Macbeth. Your children shall be kings.
Banguo. You shall be King.
Macbeth. And thane of Cawdor too; went it not so?
Banguo. To the self-same tune and words. Who's here?
1 Sinel (si'n&l): Macbeth’s father.
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Ross and Angus enter [R.].

Ross. The King hath happily received, Macbeth,
The news of thy success. Every post doth bear
Thy praises in his kingdom’s great defence.

Angus. We are sent
To give thee from our royal master thanks.

Ross.  And, for an earnest! of a greater honor,

He bade me, from him, call thee thane of Cawdor;
In which addition,? hail, most worthy thane!

Banquo. [Aside.] What, can the devil speak true?

Macbeth. The thane of Cawdor lives.

Angus. He who was the thane lives yet;

But under heavy judgment bears that life
Which he deserves to lose.

Macbeth. [Aside.] Glamis, and thane of Cawdor!

The greatest is behind. [To Ross and Angus.] Thanks for
your pains.

[To Banquo.] Do you not hope your children shall be kings,

When those that gave the thane of Cawdor to me

Promised no less to them?

Banquo. That trusted home
Might yet enkindle you unto the crown,

Besides the thane of Cawdor. But ’tis strange;
And oftentimes, to win us to our harm,

The instruments of darkness tell us truths,

Win us with honest trifles, to betray us

In deepest consequence.

Macbeth. Let us toward the King3
Think upon what hath chanced, and, at more time,
Let us speak
Our free hearts to each other.

L earnest: token, pledge.

2 addition: new title. )
3 Let us toward the King: let us go on toward the King.
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Bangquo. Very gladly.
Macbeth. Till then, enough. — Come friends.
[Exeunt R.]
ACT 11

[Prolog.] The courtyard of Macbeth’s castle during the King’s
visit. Banquo and his son; then Macbeth. [Exit.]
[Enter Banquo and Fleance with a torch, R.]
Banquo. How goes the night, boy?
Fleance. The moon is down; I have not heard the clock.
Banquo. And she goes down at twelve.

Fleance. I take it, it is later, sir.
Banquo. Hold,! take my sword. There’s husbandry? in
heaven:

Their candles are all out. Take thee that too.?.

A heavy summons! lies like lead upon me,

And yet I would not® sleecp. Merciful powers,

Restrain in me the curséd fears that nature

Gives way to in repose!

[Enter Macbeth, and a Servant® with a torch L.]
Give me my sword. —

Who’ sthere?
Macbeth. A friend.
Banquo. What, sir, not yet at rest? The King’s a-bed.

He hath been in unusual pleasure, and

Sent forth large presents to your officers.

This diamond he greets your wife with,

1 Hold: wait.

2 husbandry: thrift.

3 that too: possibly his shield or dagger. It is evident that Banquo
was not carrying his arms purposely, but only because he felt uneasy.

4 heavy summons: 1i.e. to sleep.

5 I would not: I do not want to.

¢ Servant. Almost any member of the cast may be disguised in a black

cloak to take this short part. The servant does not speak, and in the
dark, his face need not be seen.
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By the name of most kind hostess: he’s shut up!
In measurcless content.
Macbeth. We were unprepared;
Our will has been mistaken for our deed.
Banquo. All’s well.
I drcamt last night of the three weird sisters. —
Macbeth. 1 think not of them;
Yet, when we find an hour
We'll spend it in some words upon that business,
If you will grant the time.
Banquo. At your kind’st leisure.
Macbeth. If you shall think as I do,
It shall make honor for you.

Banquo. So I lose none
In secking to augment? it.
Macbeth. * Good repose!

Banguo. Thanks, sir; the like to you!
[Exeunt Banquo and Fleance L.]
Macbeth. [To Servant.] Go bid thy mistress, when my drink
is ready,
She strike upon the bell. Get thee to bed.
[Exit Servant.]
Is this a dagger® which I see before me,
The handle toward my hand? — Come, let me clutch thee.
1 have thee not, and yet I see thee still.

! shut up: wrapped up.

2 qugment: increase.

3 I's this a dagger: This terrible flight of imagination, in which Macbeth
thinks he sees a dagger in the air, is but the final step in Macbeth’s many
considerations of his design to murder King Duncan. On a previous
occasion Macbeth said to himself:

He’s here in double trust:
First, as [ am his kinsman and his subject,
Strong both against the deed; then as his host,
‘Who should against his murderer shut the door,
Not bear the knife myself.
— A speech which could well be interpolated before this dagger soliloquy.
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Thou marshall’st me the way that I was going,

And such an instrument I was to use.

Mine eyes are made the fools of the other senses,

Or else worth all the rest. I see thee still,

And on thy blade and dudgeon! gouts of blood,

Which was not so before. — There’s no such thing.

It is the bloody business which informs

Thus to mine eyes. — Now o’er the one half-world
[He draws his own dagger.]

Nature seems dead, and wicked dreams abuse
The curtained sleep. Witcheraft celebrates
Pale Hecate's offerings,? and withered Murder,
Alarumed by his sentinel, the wolf,
Whose how!’s his wateh,? thus with his stealthy pace,
Towards his design moves like a ghost. —
Thou sure and firm set carth,
Hear not my steps, which way they walk, for fear
Thy very stones prate* of my whereabout,
And take the present horror from the time,
Which now suits with it. While I threat, he lives:
Words to the heat of deeds too cold breath gives.

[A bell rings.]
I go, and it is done; the bell invites me. —
Hear it not Duncan; for it is a knell
That summons thee to heaven or to hell.

(Exit R.]

[A moment later he returns shuddering and with his degger dripping

blood. Ezxit L.]
[Curtain.]

t dudgeon: handle, hilt.

2 Witchcraft celebrates Pale Hecate's offerings: witches make sacrifice
to Hecate (h&k’at or hek’a-t8), the queen of Hades.

3 waich: watchword.

4 prate (prat): tell tales.
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ACT 111

Scene 1
[Prolog.] A hall in the palace of Macbeth, now King of
Scotland. [Exit.]

[Enter Banguo R.]
Banquo. Thou hast it now: King, Cawdor, Glamis, all,
As the weird women promised, and, I fear,
Thou play’dst most foully for it: yet it was said
It should not stand in thy posterity,
But that myself should be the root and father
Of many kings. — But hush! no more.
[Enter Macbeth, as King, Lady Macbeth, as Queen, Lennor,
Ross, Lords, Ladies,! and Attendants R.]
Macbeth. Herc’s our chief guest.
Lady Macbeth. If he had been forgotten,
1t had been as a gap in our great feast.
Macbeth. Tonight we hold a solemn? supper, sir,
And I'll request your presence.

Banquo. Let your Highness
Command me.

Macbeth. Ride you this afternoon?

Banquo. Ay, my good lord.

Macbeth. Is it far you ride?

Banquo. As far, my lord, as will fill up the time
"Twixt this and supper.
I must bgcome a borrower of the night
For a dark hour or twain3
Macbeth. Fail not our feast.
Banquo. My lord, I will not.
Macbeth. Goes Fleance with you?
t Lords, Ladies. If the number of supernumerary members of the cast

is very limited, two or three lords and ladies may be enough.
2 solemn: official. 3 twain: two.
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Banquo. Ay, my good lord.
Macbeth  Farewell. —
[Erut Banguo L.
Let every man be master of his time
Till seven at night. To make society
The sweeter welcome, we will keep ourself
Till supper-time alone. —
[Exeunt L. all but Macbeth and an Attendant.]
Sir, a word with you. Do those men wait
Outside?
Attendant. They do, my lord, outside the palace gate.
Macbeth. Bring them before us.!
[Exit Attendant R.]
To be thus? is nothing;
But to be safely thus. My fears of Banquo
Stick deep; and in his royalty® of nature
Reigns that which would be feared. He chid the witches
When first they put the name of king upon me,
And bade them speak to him; then prophet-like
They hailed him father to a line of kings.
Upon my head they placed a fruitless crown,
And put a barren sceptre in my gripe,
Thence to be wenched by an unlineal hand,
No son of mine succeeding. If it be so,
For Banquo’s issue have I filed * my mind;
For them the gracious Duncan have I murdered;
Put rancors in the vessel of my peace
Only for them; and mine eternal jewel 8
Given to the common encmy of man,
To make them kings, the seed of Banquo kings! —
1us: me. A king spoke of himself with plural pronouns. However, in
communion with himself, Macbeth often drops this formal style for the
simpler singular number. Note My in the next line but one.

2thus: te. King. 4 filed (fild): defiled.
3 royalty: nobilitv. 5 eternal jewel: immortal soul.
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[Reénter Attendant R., with two Murderers.)

Now go to the door, and stay there till we call. —
[Exit Attendant L.]

Was it not yesterday we spoke together?
Murderer. It was, so please your Highness.
Macbeth. Well, have you
Considered what I told you? Both of you
Know Banquo was your enemy.
Both Murderers. True, my lord.
Macbeth. So is he mine; and in such bloody distance,
That every minute of his being thrusts
Against my near’st of life.!
Both Murderers. We are resolved, my lord.
Macbeth. T’ll call upon you straight. —
[Exeunt Murderers R.]
It is concluded. — Banquo, thy soul’s flight,
If it find heaven, must find it out tonight.

[Exit R.]
[Curtain, or darkness for « moment.)
Scene 2
[Enter Macbeth, Lady Macbeth, Ross, Lennox, Lords, and Ablen-
dants.?)

Macbeth. You know your own degrees?®; sit down. At first
And last, a hearty welome.
Lords. Thanks to your Majesty.
Macbeth. Ourself * will mingle with society.
Both sides are even; here I’ll sit in the midst.

[First Murderer appears at the door R.]

L bloody distance . . . nearest of life: as if Banquo stooa at sword’s
length and thrust every minute at Macbeth’s body.

2 Lords and Attendants: the number will be governed, of course, by
the number available for the cast.

3 degrees: rank, and therefore positions at the table.

4 Ourself: myself, or I. A king spoke of himself with plural pronouns
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Be full of mirth; anon! we'll drink a measure
The table round. [Goes to the door.] — There’s blood upon
thy face.
Murderer. ’'Tis Banquo’s then.
Macbeth. ’Tis better thee without than he within.?
Is he dispatched?
Murderer. My lord, his throat is cut; that I did for him.
Macbeth. Thou art the best of tho cut-throats; yet he’s good
That did the like for his son.
Murderer. Most royal sir,
His son escaped.
Macbeth. Then comes my fit again. I had else been perfect,
Whole as the marble, founded as the rock. —
But Banquo’s safe?
Murderer. Ay, my good lord; safe in a ditch he bides,
With twenty trenchéd gashes on his head,
The least a death to nature.
Macbeth. Thanks for that.
Get thee gone; tomorrow
We'll hear oursclves again.
[Ezit Murderer R ]

Lady Macbeth. My royal lord,
You do not give the cheer.
Macbeth. Sweet remembrancer! —

Now, good digestion wait on appetite,

And health on both!
Lennoc. May it please your Highness sit.
Macbeth. Here now we’d have our country’s honor roof’d,

Were the graced person of our Banquo present,

Whom may I rather challenge for unkindness

Than pity for mischance.

L anon: now, immediately.

2 better thee without than he within: better on your face than in his
veins.



300 FORTY-MINUTE PLAYS FROM SHAKESPEARE

The Ghost of Banguo enters [R.] and sits in Macbeth’s place.
Ross. His absence, sir, °
Lays blame upon his promise. Please it your Highness
To grace us with your royal company? :
Macbeth. The table’s full.
Lennox Here is a place reserved, sir.

Macbeth. Where?
Lennox. Here, my good lord. What is’t that moves your

Highness?
Macbeth. Which of you have done this? —
Lords. What, my good lord?

Macbeth. Thou canst not say I did it; never! shake
Thy gory locks at me.
Ross. Gentlemen, rise: his Highness is not well.
Lady Macbeth. Sit, worthy friends; my lord is often thus,
And hath been from his youth. Pray you, keep seat;
The fit is momentary; upon a thought
He will again be well. [Aside to Macbeth.] Are you a man?
Macbeth. Ay, and a bold one, that dare look on that
Which might appall the devil.
Lady Macbeth. [Aside to Macbeth.] Shame itself!
Why do you make such faces? When all’s done,
You look but on a stool.
Macbeth. Prithce, see there! behold! look! lo! how say
you? —
Why, what care I? If thou canst nod, speak too.
If charnel-houses and our graves must send
Those that we bury back, our tombs
Shall be the maws? of kites.
[Ghost vanishes R.]
Lady Macbeth. [Aside to Macbeth.] What, quite unmanned
in folly?

! never. Equivalent to saying “do not.”
2 maws: stomachs.
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Macbeth. If I stand here, I saw him!
Lady Macbeth. [Aside to Macbeth.] Fie, for shame!
Macbeth. Blood hath been shed ere now, in the olden time,
Ay, and since too, murders-have been performed
Too terrible for the ear.

Lady Macbeth. My worthy lord,
Your noble friends do miss you.
Macbeth. I do forget. —

Do not muse at me, my most worthy friends;
1 have a strange infirmity, which is nothing
To those that know me. Come, love and health to all;
Then I'll sit down. — Give me some wine, fill full.—
I drink to the general joy of the whole table,
And to our dear friend Banquo, whom we miss;
Would he were here! to all and him we thirst,
And all to all.
Lords. Our duties, and the pledge.

The Ghost returns R.

Macbeth. Avaunt! and quit my sight! let the earth hide thee!
Thy bones arc marrowless, thy blood is cold;
Thou hast no speculation! in those cyes
Which thou dost glare with!
Lady Macbeth. Think of this, good peers,
But as a thing of custom; ’tis no other.
Macbeth. Hence, horrible shadow!
Unreal mockery, hence!
[Ghost vanishes L.}
Why, so; being gone,
I am a man again.—Pray you, sit still.
Lady Macbeth. You have displaced the mirth, broke the good
meeting,
With most admired? disorder.
1 speculation: power of vision. 2 admired: noticeable, strange.
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Macbeth. Can you behold such sights,
And keep the natural ruby of your checks,
When mine are pale with fear?
Ross. What sights, my lord?
Lady Macbeth. 1 pray you, speak not; he grows worse and
worse;
At once, good-night.
Stand not upon the order of your going,!
But go at once.

Lennox. Good-night; and better health
Attend his Majesty!
Lady Macbeth. A kind good-night to all!

[Exeunt L. all but Macbeth and Lady Macbeth.]
Macbeth. 1t will have blood, they say; blood will have

blood. —

What is the night? N
Lady Macbeth. Almost at odds with morning,
Which is which.
Macbeth. T'll go tomorrow,

And betimes? I will, to the weird sisters.
More shall they speak; for now I am bent to know,
By the worst means the worst.

[Curtain.]

ACT 1V
A cavern. In the middle, a boiling cauldron
[Prolog] Macbeth consults the witches again. Apparitions
of Banquo’s posterity, a line of kings. [Exit.]
Thunder. The three Witches enter [R.].
1 Witch. Thrice the brinded?® cat hath mewed.

1 order of your going; t.e. those of highest rank first.

2 betumes: early.
3 brinded (brin’d8d): streaked dark brown and black.
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2 Witch. Thrice, and once the hedge-pig! whined.
3 Witch. Harpier? cries; 'tis time, "tis time.
1 Witch. TRound about the cauldron go;
In the poisoned entrails throw.
Toad, that under cold stone
Days and nights has thirty-one
Sweltered venom sleeping got,
Roil thou first in the charméd pot.
All. Double, double, toil and trouble;
Fire burn and cauldron bubble.
2 Watch. Fillet? of a fenny snake,
In the cauldron boil and bake;
Eye of newt and toe of frog,
Wool ot bat and tongue of dog,
Adder’s fork and blind-worm’s sting,
Lizard’s leg and howlet’st wing,
For a charm of powerful trouble,
Like a hell-broth boil and bubble.
All. Double, double, toil and trouble;
Fire burn and cauldron bubble.
3 Witch. Cool it with a baboon’s blood,
Then the charm is firm and good.
2 Witch. By the pricking of my thumbs,
Something wicked this way comes.

And Macbeth enters [L.].

Macbeth. How now, you secret, black, and midnight hags!
What is’'t.you do?

All. A deed without a name.

Macbeth. 1 conjure you, by that which you profess,

Howe'er you come to know it, answer me!

1 hedge-pig: hedgehog.

2 Harpier (har’pér): one of the spirits attending on the witches.
3 fillet: forked tongue.

4 howlet’s: owlet’s.
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Though you untie the winds and let them fight
Agains. the churches; though the yesty waves
Confound and swallow navigation up;
Though bladed! corn be lodged? and trees blown down;
Even till destruction sicken; answer me.

1 Witch. Speak.

2 Witch. Demand.

3 W tch. We'll answer.

1 Waitch. Say, if thou’dst ra her hear it from our mouths,
Or from our masters?

Macbeth. Jall ’em, let me see em.
1 Watch. Pour in sow’s blood.
All. Come, high or low;

Thyself and office deftly show.
[Thunder.] First Apparition, an armed Head.

Macbeth. Tell me, thou unknown power, —
1 Watch. He knows thy thought,
Hear his speech, but say thou nought.
1 Apparition. Macbeth! Macheth! Macbeth! beware Mac-
duff
Beware the thane of Fife. — Dismiss me. Enough.
[Descends.]
[Thunder.] Second Apparition, a bloody Child.
2 Apparition. Macbeth! Macbeth! Macbeth!
Macbeth. Had I three cars, I'd hear thee.
2 Apparition. Be bloody, bold, and resolute; laugh to scorn
The power of man; for none of woman born
Shall harm Macbeth
[Descends.]
[Thunder.) Third Apparition, a Child crowned, with a tree in
his hand.
Macbeth. What is this
That rises like the issue?® of a king,
1 pladed: in the blade. ? lodged: laid low. 3 zssue: child.
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And wears upon his baby-brow the round!
And top of sovereignty??
All. Listen, but speak not to 't.
3 Apparition. Be lion-mettled, proud, and take no care
Who chafes, who frets, or where conspirers are.
Macbeth shall never vanquished be until
Great Birnam? wood to high Dunsinane* hill
Shall come against him.
[Descends.]
Macbeth. That will never be.
Who can impress® the forest, bid the tree
Unfix his earth-bound root? Yet my heart
Throbs to know one thing: tell me if your art
Can tell so much, shall Banquo’s issue ever
Reign in this kingdom?
All. * Seek to know no more.
Macbeth. 1 will be satisfied! Deny me this,
And an eternal curse fall on you! Let me know.
Why sinks that cauldron? And what noise is this?
1 Witch. Show!
2Witch. Show!
3 Witch. Show!
All. Show his eyes, and grieve his heart;
Come like shadows, so depart!
A show of Eight Kings, the last with a glass® tn his hand; Banquo’s
Ghost following.
Macbeth. [As the first appears.] Thou art too like the spirit
ol Banquo; down!
Thy crown does sear mine eye-balls.—And thy hair,
1 round: crown.
2 goveretgnty (siiv’rin-tl): that which pertains to being a king,.
3 Birnam (bQr’'ntim).
4 Dunsinane (diin-sl-nan’).

5 ympress; i.e. force into his army.
$ glass: mirror.
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Thou other gold-bound brow, is like the first. —
A third is like the former. — Filthy hags!
Why do you show me this? — A fourth! — and fifth!
What, will the line stretch out to the erack of doom?
Another yet!—A seventh! —I’ll see no more.—
And yet the eighth appears, who bears a glass
Which shows me many more; and some I see
That twofold" balls and treble sceptres carry
Horrible sight! Now I see ’tis true,
For the blood boltered? Banquo smiles upon me,
And points at them for his. [Apparitions vanish.] What, is
this so?—
The Witches vanish [R.].

Where arve they? Gone?  Let this pernicious hour
Stand aye® accurséd in the calendar! —
Come in, without there!

Lennox enters [L.].

Lennox. What’s your Grace’s will?
Macbeth.  Saw you the weird sisters?

Lennor No, my lord
Macheth.  Came they not by you?

Lennox. No, indeed, my lord.

Macbeth. Infected be the air whereon they ride,
And damn’d all those that trust them! [ did hear
The galloping of horse, who was’t came by?

Lennox. ’Tis two or three, my lord, that bring you word
Macduff is fled to England.

Macbeth. Fled to England!

Lennox. Ay, my good lord.

ttwofoll To represent the two kingdoms, combined under James 1,
King of Scotland and of England, at the time Macbeth was first played.

2 blood-boltered: with his hair matted with blood.

3 aye (a): always, forever.
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Macbeth. The castle of Macduff I will surprise,
Seize upon Fife, give to the edge o’ the sword
His wife, his babes, and all unfortunate souls
That trace him in his line. No boasting like a fool,
This deed T'll do before this purpose cool.
[Exeunt L.]

ACT V

[Scene 1. Birnam wood]

307

[Daybreak. Fresh-cut boughs from the trees are lying strewn

about.}

Malcolm, son of old King Duncan, young Siwward, son of the
powerful Earl of Northumberland, Macduff, Angus, Lennox, Ross,

and therr Soldiers enter [L.] marching against Macbeth.
Siward. What wood is this?
Macduff. The wood of Birnam.
Malcolm. Let every soldier bear a bough before him.
Thereby shall we shadow the numbers of our host.!
Siward. We learn Macbeth keeps still
In Dunsinane, and will await our siege.
Malcolm. ’Tis his main hope, for great and small
Descrt him, and none serve him but through fear.
Siward. Advance the war!
[Exeunt R., marching.]
[Cut Uights for a few seconds for change of scene.]

Scene 2.  Macbeth’s castle on Dunsinane hill.
[Enter Macbeth and a Soldier L.)

Macbeth. -Hang out our banners on the outward walls;
The cry is still, “They come!” Our castle’s strength
Will laugh a siege to scorn, here let them lie
Till famine and the ague eat them up.—

[A cry of women within R.)
What is that noise?

1 All pick up here a bough to carry in front of them, or some of them

may have been carrying one already as they entered.
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Soldier. It is the cry of women, my good lord.
[Exit R.]
Macbeth. 1 have almost forgot the taste of fears.
The time has been, my senses would have chilled
To hear a night shriek.
[Enter a Messenger L.]
Well! thy story quickly.
Messenger. Gracious my lord,
I should report that which I say I saw,
But know not how to do it.
Macbeth. Well, say, sir.
Messenger. As I did stand my watch upon the hill,
I looked toward Birnam, and anon, methought,
The wood began to move.
Macbeth. Liar and slave!
Messenger. Let me endure your wrath, if 't be not so.
Within this three mile may you see it coming;
I say a moving grove.
Macbeth. If thou speak’st false,
Upon the next tree shall thou hang alive,
Till famine cling thee; if thy speech be truth,
I care not if thou dost for me as much. —
The witches said, “Fear not, till Birnam wood
Do come to Dunsinane”; and now a wood
Comes toward Dunsinane. — Arm, arm, and out! —
I gin! to be aweary of the sun,
And wish the estate of the world were now undone. —
Ring the alarum-bell! Blow, wind! come, wrack!
At least we’ll die with armor on our back.
[Gong sounds L.
Young Stward, having climbed up the hill and over the steep wall
of the castle, appears before him [R.).
Young Siward. What is thy name?

1 gin: begin.
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Macbeth. Thou’lt be afraid to hear it.
Young Siward. No; though thou call’st thyself a hotter
name
Than any is in hell.
Macbeth. My name’s Macbeth.

Young Siward. The devil himself could not pronounce a title
More hateful to mine ear.

Macbeth. No, nor more fearful.

Young Siward. Thou liest, abhorred tyrant; with my sword
I’ll prove the lie thou speak’st.

They fight, and young Siward is slain.

[Exit Macbeth L.]

As Macbeth leaves, many soldiers! pour up over the wall and leaving
their boughs on the stage, enler the castle [R.). There is the sound
of fighting within.

Malcolm and Macduff appear (L.} with more soldiers.

Macduff. This way my lord; the castle will surrender,
The tyrant’s people on both sides do fight.
Malcolm. We have met with foes that strike beside us.:
Macduff. Enter, sir, the castle.
[Exeunt L. Alarum.}
Macbeth appears [L.).

Macbeth. Why should I play the Roman fool, and die

On mine own sword? While I see lives,? the gashes

Do better upon them.

[Macduff returns L.]

Macduff. Turn, hell-hound, turn!
Macbéth. "Of all men else I have avoided thee.

But get thee back; my soul is too much charged

With blood of thine already. I'll not fight with thee.
Macduff. Then yield thee, coward.

! many soldiers. The number of soldiers will be governed, of course.

by the size of the cast. They may have to be omitted altogether.
2 lives: plural of life.
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Macbeth. I will not yield,
To kiss the ground before young Malcolm’s feet
And to be baited with the rabble’s curse.

Though Birnam wood be come to Dunsinane,
Yet T will try the last. ILay on, Macduff,
And damned be he that first cries, ““Hold, enough!”’

They leave the stage [R.]* fighting.
A moment later a loud cheer is heard [R.].

ADDITIONAL READINGS
From the complete play of Macbeth.

King Duncan and his son Malcolm.
I, ii, iv, vi.
11, iii, 30-end.2
111, vi.
1V, iii. .
V, vi, viii, 35-end.
Lady Macbeth.
1, v, vii.

111, i, iii, iv.
1V, ii.
v, i, ii, v, 7-28.

1[R.): i.e. Macduff forces Macbeth to retreat into the castle, which
now means back into the cirele of his enemies. This ending, which one
critic thinks is the place at which Shakespeare’s hand in writing the

lay left off, is not so dramatic as if we could see the tyrant killed. The
ull play has Macduff bring back his head: the modern stage usually
shows Macduff run his sword through the tyrant’s body. However, as
exciting an alternative would be to have him force Macbeth to the back
of the stage, where tripping over some of the boughs lying on the floor,
Macbeth could seem to tumble breathless down over the wall of the castle
and the precipice.
M’szchlme numbers refer to The Macmillan Pocket Classics edition of
acbeth.



PRINCE HAL AND FALSTAFF

Fromn
HENRY 1V, PART 1

CHARACTERS IN THE PLAY

Henry (hén'rl), PriNcE or WALES.
Sm Joun Favstarr (f0l'stif).
Poins (poinz).

GapsHILL (gidz'hil).

BarpoLru (bir'doslf).

Hostess of the Boar’s Head Tavern.
Sheriff.

Three Travelers.*

10 roles.*
SETTING: England.
TivME: 1402 A.D.

Scene 1. In Boar’'s Head Tavern, London. TFalstaff and the
Prince of Wales. Poins.

Scene 2. The next night.  The highway near Gadshill, scene of the
prospective robbery. The Prince and Poins. Falstaff, Gadshill,
Bardolph. The Travelers.

Scene 3. Later that night. The Tavern.

PROLOG-INTRODUCTION'

The playlet is from Shakespeare’s Henry 1V, Part 1.2

Prince Hal was Shakespeare’s favorite hero of the English kings.
It was Prince Hal who, after he became Henry V, won the glorious
victories from France. Prince Henry’s name had a ring for the

* Cast reducible to 8 by doubling. The sheriff and hostess, disguised
with long dark cloaks, may make two of the travelers.

1 Prolog—Introduction. The prolog lines may be taken by Poins.

2 Henry IV, Part I. Dr. Johnson in the latter half of the eighteenth
century remarked that no plays were then read more than the first and
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Elizabethan ear that roused the vision of English dominion and
supremacy.

However, while his father lived, the young prince spent a wild
youth. Secking convivial companions, he shunned the court and
frequented taverns and places too common for his royal blood.
Still it was no ordinary companionship he sought. The taverns were
the meeting places of the wits. As a young actor-poet, Shakespeare
himself had lived a Bohemian life in London — not one, probably
of debauchery, but one of thrills and overflowings of vivacious wit.
The taverns were the scene, no doubt, of many a humorous encounter
of Shakespeare, Ben Jonson, and other dramatists.

As a stage representative of this tavern wit, packed, crowded,
jammed into one man, and yet characterized in the subtlest way into
an individual of marked personality, Shakespeare presents Falstaff.

In the opinion of the critics, Falstaff is the greatest comic character
of any literature, of any time.

He is a f{at, dissolute old knight, who sometime was a page to
John of Gaunt, a member of the royal family. And now he is too old
and almost too fat to walk. He lives at the tavern, by his wits and
what the Prince gives him—and by thefts. Heis given to lying, drink-
ing, stealing, and every other vice. Yet he is fascinating in his
wickedness. e lies without expecting to be believed; he steals
though he cannot hope not to be identified; because both make
additional demands upon the friendship of the Prince and his own
wit.

The scene is the Boar's Head Tavern, in London, and the char-
acters are the Prince, Falstaff, and their associates.

Scene 1

. In Boar’s Head Tavern, London

: Falstaff [R.) and Prince Hal [L.).
Falstaff. Sweet wag, when thou art king, let not us that are
squires of the night be called thieves. Let us be Diana’s
second parts of Henry IV, and that perhaps no author ever in two plays
afforded so much delight. These are the true Falstaff plays. The
Merry Wwes of Windsor was written, someone has surmised, at the

request of Queen Elizabeth, who wished to see the old knight in love.
This throws him really out of his original character.
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foresters, favorites of the moon; and let men say we be of
good government, being governed, as the tide is, by the
moon.

Prince. Thou sayest well as the tide is; for now in as low
an cbb as the foot of the ladder, and by and by in as high
a flow as the gallows.

Falstaff. But shall there be gallows standing in England
when thou art king? Do not thou, when thou art king,
hang a thief,

Prince. No; thou shalt.

Falstaff. Shall 17 O rare! T'll be a brave judge.

Prince.  Thou judgest false already. I mean thou shalt be
hangman,

Falstaff. Well, Hal, well; and in some sort I like it — as
well as waiting in the court. But, Hal, I would thou and
I knew where good names were to be bought. An old lord
of the council rated me the other day in the street about
you, sir, but I regarded him not; and yet he talked wisely,
and in the street too.

Prince. Thou didst well; for wisdom cries out in the streets,!
and no man regards it

Falstaff. O, thou hast curséd wil and art indeed able to
corrupt a saint. Thou hast done much harm upon me,
Ial; God forgive thee for it! Before I knew thee, Hal,
I knew nothing; and now am I little better than one of
the wicked. I must give over this life, and I will give it
over. 1f I do not, I am a villain.

Prince. Where shall we steal a purse tomorrow, Jack? .

Falstaff. ’Zounds,® where thou wilt, lad.

Prince. 1 sce a good change for the better in thee; from
praying to stealing.

Ywisdom cries out in the streets. See Proverbs i, 20, 24.
2 Zounds (zounz). An interjection coined to avoid the oath “God's
wounds.”
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Falstaff. Why, Hal, ’tis my vocation, Hal. ’'Tis no sin for a
man to labor in his vocation.

Poins arrives [L.).

Prince. Good morrow, Poins.

Poins. Good morrow, sweet Hal. — Jack! how agrees the
devil and thee about thy soul, that thou soldest him on
Good Friday last for a cup of wine and a cold fowl?

Prince. Sir John stands to his word; he will give the devil
his due.

Poins. But, my lads, tomorrow morning, by four o’clock,
carly at Gadshill!* There are traders riding to London with
fat purses.

Falstaff. Hal, wilt thou make one?

Prince.  Who? 1 rob? I athief? Not 1.

Falstaff. There’s neither honesty nor manhood in thee.

Pons. Sir John, leave the Prince and me alone. I will lay
him down such reasons that he shall go.—

[Exit Falstaff R.]
Now, my good sweet honey lord, ride with us tomorrow;
I have a trick to play that I cannot manage alone. Falstaff,
Bardolph, and Gadshill shall rob those men; yourself and
I will not be there; and when they have the booty, if you
and I do not rob them! [Laughs.]

Prince. Yea, but they will know us by our horses and by
our clothes to be ourselves

Poins. Tut! our horses they shall not see; I'll tie them in
the wood; our masks we will change after we leave them;
and I have suits of buckram for us two, to mask our other
clothes.

Prince. Well, I'll go with thce. Provide us all things neces-
sary and meet me there tomorrow night. Farewell.

[Exeunt Prince L., Poins R.]

1 Gadshill (gidz'h1l): a hill on the highroad between London and
Canterbury.
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Scene 2
1t is moonlight.

[Prolog.] The highway, near Gadshill, the scene of the pro-
posed robbery.  The first to arrive are the Prince and Poins.

[Exit.]
[Enter Prince and Pouns, R |, laughing and running.}

Poins.  Come, shelter, shelter! 1 have moved Falstaff's
horse. [Hudes L]

Prince. [C.] Stand close.

Falstaff appears [R.).

Falstaff. Poins! Poins, and be hanged! — Where’s Poins,
Hal?

Prince.  He walked up to the top of the hill; I'll go seek
him.

He goes, but only to reenter behand, (R ].

Falstaff. 1 am accursed to rob in that thief's ('ompanv The
rascal hath moved my horse and tied him I know not where.
If 1 travel but four feet further afoot, I shall break my
wind. I doubt not but to die a fair death for all this, if
I escape hanging for killing that rogue. — Poins!  Hal' —
I'll starve before T'll rob a foot further Eight vards of
uneven ground is three seore and ten miles afoot with me;
and the stony-hearted villains know it well enough. [They
whistle, from opposite ends of the stage.] Whew! — Give
me my horse, vou rogues; give me my horse, and be hanged!

Enter (Gadsiall and Bardolph.

Gadshidl.  Peace, vou fat-paunch! lie down. Lay thine ear
close to the ground and list if thou canst hear the tréad of
iravelers

Falstaff. Have you any levers to lift me up again, being
down?

(AUl laugh.]

Poins.  Jack, thy horse stands behind the hedge; when thou

need’st him, there thou shalt find him.
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Falstaff. Now cannot I strike him, if 1 should be hanged.

Prince. [Aside] Poins, where are our disguises?

Poins.  Here, nearby.

The Prince and Pouns leave [L.], bul reenter unobserved behind the
hedge.

Falstaff. Now, my masters, happy man be his dole, say 1.
Every man to his business.

Three Travelers appear [R.].

1 Traveler. Come, neighbor; we'll walk afoot a while, and
ease our legs.

Thieves. Stand!

Travelers. Bless us!

Falstaff. Strike; down with them! Cut the villains’ throats!
Caterpillars! knaves! Down with them!

Tratelers. (), we are lost, both we and ours for ever!

The thieves rob them and bind them.

Falstaff. Let us share, and then to horse before day. If
Hal and Poins be not cowards! There’s no more valor in
that Poins than in a wild-duck.

Prince.  Your money!

Poins.  Villains!

The Prince and Poins set upon them; Gadshill and Bardolph
run away; and Falstaff, after a blow or two, follows them [R.],
leaving the booty behind.

Prince. Falstaff sweats to death,

He lards the lean earth as he runs along.
Were't not for laughing, I should pity him.
Poins. How the rogue roar’d!
[Ereunt.]

Scenc 3

The tarern again. The Prince and Poins are resting.
A rery timid knocking is heard at the muside door; then a wail
and another knocking.

Poins. Shall I let them in?
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Prince.  Let them alone a while, and then open the door.

After another knock, Falstaff, Gadshill, and Bardolph come in
R

Porns. Welcome, Jack!  Where hast thou been?

Falstaff. X\ plague on all cowards, T sav.-— Give me o cup
of wine, rogue.  |He drinks.]  Go thy ways, old Jack; die
when thou wilt, if manhood, good manhood, he not forgot
upon the face of the earth!  There live not three good men
unhanged in England; and one of them is fat and grows old.
A bad world, 1 say.

Prince.  How now, what mutter you?

Falstaff. A king's son' If T do not beat thee out of thy
kingdom with a dagger of lath! and drive all thy subjeets
afore thee like a loek of wild-geese'  You Prince of Wales!

Prince. Why, you round man, what’s the matter?

Falstaff.  Are not you a coward?  Answer me that; and Poins
there?

Poins. Zounds, ve eall me coward and I'll stab thee.

Falstaff. I call thee coward! 'l see thee hanged ere 1 eall
thee coward: but I would give a thousand pound if T conld
run as fast as thou ecanst.  Give me a cup of wine. [ am
a rogue, if T have drunk today.

Prince. O wvillain! thy lips are scarce wiped sinee thou
drank’st last.

[Falstafl drinks again]

Falstaff. There be four of us here have taken a thousand
pound this day morning.

Prince. Where is it, Jack? where is it?

Falstaff. Where is it! Taken from us it is; a hundred upon
poor three of us.

Prince. What, a hundred, man?

1 See note 2 on p. 279. The wooden dagger or sword was split so that
it popped hke the slap stick of our modern clowns in a circus.
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Falstaff. 1 am a rogue, if I were not at half-sword with a
dozen of them two hours together. 1 have ’scaped by
miracle. I am eight times thrust through the doublet,
four through the hose; my buckler cut through and through;
my sword hacked like a hand-saw. 1 never fought better
since I was a man. A plague on all cowards! Let them
speak; if they speak more or less than truth, they are vil-
lains and the sons of darkness.

Prince. Speak, sirs; how was it?

Gadshill. We three set upon some dozen —

Falstaff. Sixteen at least, my lord.

Gadshill. And bound them.

Bardolph. No, no, they were not bound.

Falstaff. You rogue, they were bound, every man of them.

(Jadshill. As we were sharing, some six or seven fresh men
set upon us — ’

Falstaff. And unbound the rest.

Prince. What, fought you with them all?

Falstaff. All! If I fought not with fifty of them, I am a
bunch of radish. 1f there were not two or three and fifty
upon poor old Jack, then am 1 no two-legged creature.

Prince. Pray God you have not murdered some of them.

Falstaff. Nay, that's past praying for; I have peppered two
of them. Two I am sure I killed, two rogues in buckram
suits. I tell thee what, Hal, if I tell thee a lie, spit in my
face. Tour rogues in buckram let drive at me —

Prince. What, four?

Falstaff. Four, Hal; I told thee four. These four carme all
a-front, and mainly thrust at me. I made no more ado
but took all their seven points in my target,! thus.

Prince. Seven? why, there were but four even now.

Falstaff. In buckram?

Poins. Ay, four, in buckram suits.

1 target: shield.
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Falstaff. Seven, or I am a villain.

Prince. [Aside to Potns.] Let him alone; we shall have more.

Falstaff. Dost thou hear me, Hal?!

Prince. Ay, and mark thee too, Jack.

Falstaff. Do so, for it is worth the listening to. These nine
in buckram, their swords being broken, began to give
ground; but I followed close, foot and hand, and with a
thought seven of the eleven 1 killed.

Prince. O monstrous! cleven buckram men grown out of two!

Falstaff. But, as the devil would have it, three knaves in
green came at my back and let drive at me; for it was so
dark, Hal, that thou couldst not sce thy hand.

Prince.  Thou liest, thou clay-brained mountain, thou.

Falstaff. What, art thou mad? art thou mad? Is not the
truth the truth?

Prince. Why, how couldst thou know these men in green
when it was so dark thou couldst not see thy hand? Come,
tell us your reason.

Poins. Come, your reason, Jack, your reason.

[They advance on him.]

Falstaff. ’Zounds, give you a reason on compulsion! If
reasons were as plentiful as blackberries, I would give no
man a reason upon compulsion, I.

Prince. Mark, Jack. We two saw you three set on three
and bound them, and were masters of their wealth. Then
we two set on you three; and, with a word, out-faced you
from yolr prize, and have it, yea, and can show it you here
in the house; and, Falstaff, you roared for mercy, and ran
and roared, as ever I heard bull-calf. What a slave art
thou, to hack thy sword as thou hast done, and then say it
was in fight!

! Dost thou hear me, Hal? TFalstaff and the Prince are on opposite sides
of the stage: Falstaff R., Prince L.
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Falstaff. By the Lord, I knew ye.—Why, hear you, my mas-
ters. Was it for me to kill the Prince?—Why, thou knowest
I am as valiant as Hercules; but on instinct, the lion will
not touch the true prince. I shall think the better of my-
self and thee during my life; I for a valiant lion, and thou
for a true prince. But, by the Lord, lads, I am glad you
have the money. Ilostess, clap to the doors!— Gallants,!
lads, boys, hearts of gold, shall we be merry?

The Hostess comes in [R.].

Hostess. O, my lord the Prince! there is a nobleman of the
court at door. He says he comes from your father.

Falstaff. What manner of man is he?

Hostess.  An old man.

Falstaff. What doth Gravity out of his bed at midnight?
—Shall T give him his answer?

Prince. DG, Jack.

Falstaff. Tl send him packing.

[Exit R\

Prince. Tell me now in earnest, how came Falstaff’s sword
s0 hacked?

Gadshill. Why, he hacked it with his dagger, and said he
would swear truth out of England but he would make you
believe it was done in fight, and persuaded us to do the
like.

Bardolph. Yea, and to tickle our noses with spear-grass to
make them bleed, and then to beslubber our clothes with
it and swear it was the blood of true men. I did what I
have not done this seven years before, I blushed to hear
him.

Prince. O villain, thou stolest a cup of wine eighteen years
ago and hast blushed ever since? Thou hadst fire and
! Gallants (gil’tints or gil-ints’): men of courage and high spirits.

2 blushed ever since. The humor turns on the fiery redness of Bar-
dolph’s face, which has the flush of a habitual and heavy drinker’s.
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sword on thy side, and yet thou ran’st away; what instinct
hadst thou for it?
But Falstaff reappears [R.] almost immediately.

Falstaff. There’s villanous news abroad. Here was Sir John
Bracy! from your father; you must to the court in the
morning. That mad fellow of the north, Percy, and he of
Wales, that deceived Lucifer and made the devil swear to
be his true man upon the cross of a Welsh hook? — what a
plague call you him?

Poins. Glendower.

Falstaff. The same, and Mortimer, and that sprightly Scot
of Scots, Douglas, that runs on horseback up a hill per-
pendicular, —

Prince. He that rides at high speed and with his pistol
kills a sparrow flying.

Falstaff. You have hit it.

Prince. So did he never the sparrow.

Falstaff. And Worcester? is stolen away tonight. Thy
father’s beard is turned white with the news.

Prince. Why, then —

Falstaff. Hal, art not thou horribly afraid? Doth not thy
blood thrill at it?

Prince. 1 lack some of thy instinct.

Falstaff. Well, thou wilt be horribly scolded tomorrow when
thou comest to thy father. If thou love me, practice an
answer.

Prince. Do thou stand for my father, and examine me upon
the particulars of my life.

Falstaff. Shall I? Content. This chair shall be my state,
this dagger my sceptre, and this cushion my crown. — Give
! Bracy (bra’sl).

2 Welsh hook: a weapon with a curved blade at the end and a cross-
piece which served as an ax.

3 Worcester (wo0s'tér.)
4 state: throne.



PRINCE HAL AND FALSTAFF 325

me a cup of wine to make my eycs look red, that it may
be thought I have wept. — Stand aside, nobility.

Hostess. O, the father, how he holds his face! He doth it
as like one of these players as ever I saw!

Falstaff. Pcace, good pint-pot; peace, good tickle-brain, —
Harry, I do not only marvel where thou spendest thy time,
but also by whom thou art accompanied; fo' though the
weed, the more it is trodden on the faster it grows, yet
youth, the more it is wasted the sooner it wears. Why,
being son to me, art thou so pointed at? Shall the son of
England prove a thief? There is a thing, Harry, which
thou hast often heard of and it is known to many in our
land by the name of pitch. This pitch, as ancient writers
do report, doth defile; so doth the company thou keepest.
{He drinks.] Harry, I do not speak to thee in drink but in
tears, not in words only, but in woes; and yet there is a
virtuous man whom I have often noted in thy company,
but I know not his name.

Prince. What manner' of man, your Majesty?

Falstaff. A goodly portly man, and a corpulent; of a cheerful
look, a pleasing eye, and a most noble carriage; and, as 7
think, his age some fifty, or, by our lady, inclining to three
score; and now I remember me, his name is Falstaff. If
that man should be wicked, he deceiveth me; for, Harry,
I see virtue in his looks. Him keep with, the rest banish.
And tell me now, thou naughty varlet, where hast thou
been this month?

Prince:  Dbst thou speak like a king? Do thou stand for
me, and I'll play my father.

Falstaff. Depose me?

[They change places, Prince going R., Falstaff L.]

Prince. Now, Harry, whence come you?

Falstaff. My noble lord, from Eastcheap.

! manner: sort, kind.



326 FORTY-MINUTE PLAYS FROM SHAKESPEARE

Prince. The complaints I hear of thee arc grievous.

Falstaff. ’Sblood,’ my lord, they are false.

Prince. Swearest thou, ungracious boy? Henceforth never
look on me. Thou art violently carried away from grace.?
There is a devil haunts thee in the likeness of an old fat
man; a tun of man is thy companion. Why dost thou
converse with that huge, roasted ox, that reverend vice,
that gray iniquity, that father ruffian, that vanity in years?
Wherein is he good, but to taste wine and drink it? wherein
neat and cleanly, but to carve a fowl and eat it? wherein
cunning, but in villany? wherein villanous, but in all things?
wherein worthy, but in nothing”

Falstaff. I would your Grace would take me with youd
Whom?

Prince. That villanous abominable misleader of youth,
TFalstaff, that old white-bearded Satan. ¢

Falstaff. My lord, the man I know.

Prince. I know thou dost.

Falstaff. That he is old, the more the pity, his white hairs
do witness it; but that he is wicked, I deny.  If to be old
and merry be a sin, then many an old man that 1 know is
lost.,. No, my good lord; banish Bardolph, banish Poins;
but for sweet Jack Falstaff, kind Jack Falstaff, true Jack
Falstaff, valiant Jack Falstaff, and therefore more valiant,
being, as he is, old Jack Falstaff, banish not him thy Harry’s
company, banish not him thy Harry’s company. Banish
plump Jack, and banish all the world.

A loud knocking is heard [R.] outside, and Bardolpn, the Hostess,
and Gadshill go to see what it is.  Gadshll returns, running.

Gadshull. O, my lord, my lord! the sheriff with a most mon-
strous watch is at the door.
1°Sblood. Another word coined to conceal an oath. The word was

contracted from “God’s blood.”

2 grace: honor.
3 take me with you: let me follow your meaning.



Falstaff's defence of himself
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Falstaff. Out, ye rogue! Play out the play.
The Hostess returns.
Hostess. My lord, my lord!
Prince. Heigh, heigh! the devil rides upon a fiddlestick.
What’s the matter?
Hostess. The sheriff and all the watch are at the door ; they
are come to search the house. Shall I let them in?
Falstaff. [Offering to drag the Prince away.] Dost thou hear,
Hal? [And when he will not leave.] Thou art mad.
Prince. Go, hide thee behind the arras;! the rest walk up
above. [To the Hostess.] Call in the sheriff.
Falstaff hides.
[Ezeunt all except the Prince.)
The Sheriff enters [R.].
Sheriff. Pardon me, my lord. A hue and cry
Hath followed certain men unto this house.
Prince. What men?
Sheriff. One of them is well known, my gracious lord,
A gross fat man.
Prince. The man, I do assure you, is not here,
For I myself at this time have employed him.
And, sheriff, I will engage my word to thee
That I will, by tomorrow dinner-time,
Send him to answer thee or any man.
And so let me cntreat you leave the house.
Sheriff. T will, my lord. Good night, my noble lord.
Prince. 1 think it is good morning, is it not?
Sheriff. Indeed, my lord, I think it be two o’clock.
The Sheriff leaves [R.].

Prince. (Drawing aside a corner of the arras.) Falstaff! — Fast
asleep behind the arras, and snorting like a horse. — We
Yarras (ir’ds): a tapestry hung a few feet out from the wall. It

:lerved in the same office to conceal an unsightly wall as our wall paper
oes.
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must all to the wars. — Thy! place shall be honorable. —
I'll procure this fat rogue a charge of foot soldiers, and I
know his death will be a march of twelve score miles.

[Curtain.]

NotE

The playlet of Prince Hal and Falstaff is extremely short.
It may be combined with the next playlet, Prince Hal and
Hotspur. The Dramatis Persone and Synopsis of the com~
bined play are given on page 388.

1 Thy: Falstaff’s.



PRINCE HAL AND HOTSPUR

From
HENRY 1V, PART 1

CHARACTERS IN THE PLAY
Henry Percy (hén'r! par'sf), surnamed Hotspur.
EARL oF NORTHUMBERLAND (nor-thiim’bar-l¢nd), his father.
EARL oF WORCESTER (wO0s'tér), his uncle.
Epmunp MorriMER (8d'mtind mér'tl-mar), Earl of March, his
brother-in-law.
OwEN GLENDOWER (0'¢n glén’door), of Wales.
Sir RicHARD VERNON (rich‘ard vir'nin).
EarwL or DoucrLas (dug’las).
Sir JouN FavLstarr (f6stif).
BarporprH (bir'dolf).
Dame QuickLy (kwik’lY), hostess of a tavern.
Henry (hén'rl), PrRiNcE oF WALES, } sons to the King.
JoHN OF LANCASTER (Iing'kds-tér),
Sir WarTer BLunt (wol’tér blint).
Kinc HeNRrY THE FourtH (hé&n’rf).

14 reading parts.*
SeTTING: England.

TmME: 1402-1403 A.D.

SYNOPSIS

ActI. Scene 1. London. The palace. Hotspur, the son of the
powerful Earl of Northumberland, hears from his father and uncle
of Mortimer’s claim to the throne.

Scene 2. In Wales. Hotspur, Mortimer, and Glendower
plan to divide England and Wales among themselves.

* Cast reducible to 11 by doubling Northumberland and Mortimer,
Vernon and Glendower, Blunt and King Henry IV.

330



PRINCE HAL AND HOTSPUR 331

Acr II. At the Boar's Head Tavern. Falstaff and Bardolph.
Called into service by the Prince himself.

Act ITI. Scene 1. Hotspur and Douglas waiting on the battle
field for their allies.

Scene 2. The King and princes reccive the embassy of

Worcester and Vernon. The battle. Vietory. The lights will be cut
a number of times during the battle, to suggest the confusion and
rapid changes of scene.

PROLOG-INTRODUCTION

This play is from the second half of Henry IV, Part I. 1t is the
story of the rcbellion of the powerful Earl of Northumberland and
his relatives, the Percy family, against the King. It marks the
beginning of the titanic struggle of the barons against the close
conxolidation of the realm under the English king, which resulted
in the decline of the feudal system and whatever we have been
pleased to asSociate with the term knighthood.

Hotspur, the powerful Ilarl’s son, is the idol of his time. The
King wishes that Harry Percy (Hotspur) had been his son. His
own son Harry, he thinks, has wasted his youth with Falstaff and
other loose and riotous companionship. The crown by which he
came at such cost of worry and of devious means is like to descend
to a prodigal.

Joined with Hotspur is Worcester, the arch rebel and King Henry’s
bitterest foe; then later Mortimer and Glendower. Mortimer is the
lLeir presumptive of the preceding king, whose place King Henry
obtained. Glendower is Welsh and has the name of being a ma-
gician. Of one who it was reputed fought Glendower, the King ex-
claimed, “He durst as well have met the devil alone as Owen Glen-
dower for an’ enemy.”

Against, these rebels, King Henry must oppose his son and sol-
diers of a lesser note. Iven Falstaff is pressed into the fray. The
glory and the wonder is that Prince Hal turns out to be a warrior,
bests Douglas, and even Hotspur; and that Falstaff, though a liar
and great cheat, has courage to lead his soldiers into the very thickest
of the shot and battle of the enemy.
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Still the rebels never would have lost had it not been for the
desertions from their cause; the hand of destiny, apparently, slips
in, and Henry V, destined to be the conqueror of France and Shake-
speare’s favorite of the English kings, comes off victorious.

The first scene is of the beginnings of the conspiracy. Hotspur,
Northumberland, and Worcester are the characters.

ACT 1
Scene 1. London. The palace
[Hotspur, Northumberland, and Worcester are discovered.]

Hotspur. Did King Richard then
Proclaim my brother! Edmund Mortimer
Heir to the crown?

Northumberland. He did, myself did hear it.

Hotspur. Nay, then I cannot blame his cousin king,
That wished him on the barren mountains starve.
But shall it be that you, that set the crown
Upon the head of this forgetful man
Shall for his sake wear the detested blot
Of murder and rebellion!

Worcester. Peace, say no more;

I will unclasp a secret book,
And to your quick-discerning discontents
I'll read you matter deep and dangerous.

Hotspur. By heaven, methinks it were an easy leap
To pluck bright Honor from the pale-faced moon,
Or dive into the bottom of the deep,?

And pluck up drowned Honor by the locks.

Worcester. Those noble Scots
That are your prisoners, —
Hotspur. I’ll keep them all!

He shall not have a Scot of them;
No, if a Scot would save his soul, he shall not!
1 brother: brother-in-law. 2 deep: ocean.
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Worcester. Release them without ransom,
And make the Douglas’ son your friend.

Hotspur. [Suddenly recognizing his advantage.] 1 will.
Why, then the powers of Scotland and of York
Will join with Mortimer, ha?

Worcester. They shall.

Scene 2. In Wales
[Prolog.] Hotspur, Mortimer, and Glendower. [Exit.]
Glendower. Good cousin Hotspur,

As often as the King

Doth speak of you, his cheek looks pale and with

A rising sigh he wisheth you in heaven.
Hotspur. And you in hell, as oft as he hears Glendower

spoken of.

(Glendower. *I cannot blame him. At my nativity

The front of heaven was full of fiery shapes,

And at my birth

The frame and huge foundation of the earth

Shaked like a coward.
Hotspur. The earth was not of my mind,

If you suppose as fearing you it shook.
Glendower. The heavens were all on fire, the earth did tremble.
Hotspur. O, then the earth shook to sce the heavens on fire.
Glendower. Cousin, of many men

I do not bear these crossings. Give me leave

To tell you once again that at my birth

The-front of heaven was full of fiery shapes,

The goats ran from the mountains, and the herds

Were strangely clamorous to the frightened fields.

These signs have marked me extraordinary;

And all the courses of my life so show.

Where is he living,

Who calls me pupil, or hath read to me?
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Hotspur. 1 think there’s no man speaks better Welsh.
T’ll to dinner.
Glendower. 1 can call spirits from the vasty deep.
Hotspur. Why, so can I, or so can any man;
But will they come when you do call for them?
Glendower. Why, I can teach you, cousin, to command
The devil.
Hotspur. And I can teach thee, coz, to shame the devil
By telling truth.
If thou have power to raise him, bring him hither,
And T'll be sworn I have power to shame him hence.
O, while you live, tell truth and shame the devil!
Glendower. Three times the King hath come
Against my power; thrice have I sent him
Bootless home and weather-beaten back.
Hotspur. Home without boots, and in foul weather too!
Mortimer. Come, here’s the map.  We here divide our rights
According to the threefold oath we took.
Hotspur. Methinks mine does not equal one of yours.
Sece how this river
Cuts me from the best of all my land.
T’ll have the current in this place damm’d up;
The Trent shall run in a new channel.
It shall not wind, to rob me of so rich a bottom here.
Glendower. I’ll not have it altered.

Hotspur. Will not you?
Qlendower. No, nor you shall not.
Hotspur. Who shall say me nay?

Glendower. Why, that will I.
Hotspur. Let me not understand you, then, speak it in Welsh.
Glendower. 1 can speak English, lord, as well as you,

For I was train’d up in the English court;

Where being but young, I framed to the harp

Many an English ballad lovely well.
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Hotspur. I had rather be a kitten and cry mew;

I had rather hear a dry wheel grate on axle-tree.
Glendower. Come, you shall have Trent turned.
Hotspur. I do not care. T’ll give thrice so much land

To any well-deserving friend. —

If the agreement’s made, I’ll away.

[Exit.]
Glendower. Come, come, Lord Mortimer, to horse immedi-
ately.
Mortimer. With all my heart.
[Exeunt.]
ACT 11
[Prolog.] The Boar’s Head Tavern. [Exit.]

Falstaff and Bardolph,! drinking.

Falstaff. Do thou amend thy face, and I'll amend my life.
Thou art our admiral ?; thou bearest the lantern, but ’tis
in the nose of thee. Thou art the Knight of the Burning
Lamp.

Bardolph. Why, Sir John, my face does you no harm.

Falstaff. No, I'll be sworn, I make good use of it: I never
see thy face but I think upon hell-fire and burning, burning.
Thou wert indeed, but for the light in thy face, the son of
utter darkness. When thou rannest up Gadshill in the
night to catch my horse, if I did not think thou hadst been
a ball of wildfire, there’s no purchase in money. O, thou
art a perpetual triumph, an everlasting bonfire-light!
Thou hast saved me a thousand marks in torches, walking
with thee in the night betwixt tavern and tavern; but the
wine thou hast drunk me would have bought me lights as
good as the dearest in Europe.

1 Bardolph’s nose is verv red, and his face flushed from drinking. The
fun in this scene turns upon the noticeableness of this.

2 admiral: flagship. The ship carrying the admiral or commander of
the fleet bore a light for identification purposes.
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The Hostess enters.

How now, Dame Partlet! the hen! have you inquired who
picked my pocket?

Hostess. Why, Sir John, what do you think, Sir John? Do
you think I keep thieves in my house? I have searched, I
have inquired, man by man, boy by boy, servant by servant.
A hair was never lost in my house before.

Falstaff. Ye lie, hostess. Bardolph was shaved and lost
many a hair; and I’ll be sworn my pocket was picked.

Hostess. Sir John; you owe me money. You owe me
money here and money lent you, four and twenty pound.

Falstaff. [Pointing to Bardolph.] He had his part of it; let
him pay.

Hostess. He? Alas, he is poor, he hath nothing.

Falstaff. How! poor? Look upon his face; what call you
rich? Let them coin his nose, let them coin his cheeks.
I'll not pay a penny. What, shall I not take mine easé in
mine inn but I shall have my pocket picked? I have lost &
seal-ring of my grandfather’s worth forty marks.

Hostess. O, I have heard the Prince tell thee, I know not
how oft, that that ring was copper!

Falstaff. How! The Prince is a Jack?. If he were here, 1
would cudgel him like a dog, if he would say so.

(There is the sound of marching outside.)

The Prince enters, and Falstaff meets him playing on his
truncheon like a fife.
Falstaff. How now, lad! must we all march? ‘
Hostess. My lord, hear me. —
Prince. What sayest thou?
Falstaff. Let her alone, and listen to me.
Prince. What sayest thou, Jack?

1 Dame Partlet: the hen in Reynard the Foz.
2 Jack: knave.
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Falstaff. The other night I fell asleep here behind the arras
and had my pocket picked. This house is turned into a
den of thieves.

Hostess. Thou a t an unjust man in saying so.

Prince. Thou sayest true, and he slanders it.

Hostess. So he doth you, my lord; he said this other day you
owed him a thousand pound.

Prince. Rascal, do I owe you a thousand pound?

Falstaff. A thousand pound, Hal! A million. Thy love is
worth a million; thou owest me thy love.

Hostess. Nay, my lord, he called you Jack, and said he
would cudgel you.

Falstaff. Did I, Bardolph?

Bardolph. Indeed, Sir John, you said so.

Falstaff. Yea, if he said my ring was copper.

Prince. 1 say ’tis copper. Darest thou be as good as thy
word now?

Falstaff. Why, Hal, thou knowest, as thou art but man, I
dare; but as thou art Prince, I fear thee as I fear the roar-
ing of the lion’s whelp. But Hal, the news at court.

Prince. 1 have procured thee, Jack, a charge of foot soldiers.

Falstaff. 1 would it had been of horse.! But God be thanked for
these rebels, they offend none but the virtuous. I praise them.

Prince. Bardolph!

Bardolph. My lord?

Prince. Go take this letter to my brother John, Lord John
of Lancaster. I must to horse; for I have thirty miles to
ride yet ere dinner time. Jack, meet me tomorrow at the
Temple hall. There shalt thou know thy charge.

The land is burning; Percy? stands on high;
And either we or he must lower l'e.
[Exit.]

1 of horse: of mounted soldiers, cavalry.
2 Percy: Hotspur: i.e. Henry Percy.
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Falstaff. Rare words! brave world! — Hostess, my breakfast,
come! —
O, I wish this tavern were my drum!
[He drums a march on the table till the fall of the curtain.]

ACT III

[Prolog.] An edge of the battle field, before the fight. [Ewit.]
[L. 1, Percy’s camp; R. 3, the King’s Camp.]
Scene 1. Night.
A light reveals Hotspur, Worcester, and Douglas waiting impa-
tiently.
A Messenger enters with letters.
Hotspur. What letters hast thou there?
Messenger, Thesc letters come from your father.
Hotspur. Letters from him! Why comes he not himself?
Messenger. He cannot come, my lord; he is sick.
Hotspur. ’'Zounds! how has he the leisure to be sick?
Who leads his power?*
Messenger. His letters bear his mind,? not I, my lord.
[Exit L.]
Hotspur. [As he reads.] Sick now! droop now! This sickness
doth infect
The very life-blood of our enterprise;
’Tis catching hither, even to our camp.
He writes me here, that inward sickness —
And that his friends by deputation? could not
86 soon be drawn,* nor did he think it meet?
To lay so dangerous and dear® a trust
On any soul but on his own.
! power: foree, army.
2 bear his mind: convey what he wished to tell you.
3 by deputation: by persuasion of others acting as his deputies.

4 drawn: levied, assembled.
5 meet: well. 6 dear: pressing or urgent.
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Worcester. Your father’s sickness is a maim to us.
Hotspur. A perilous gash, a very limb lopped off.
Worcester. 1t will be thought by some that know not why
He is away, that wisdom and dislike
Of our proceedings kept the Earl from here.
This absence of your father’s draws a curtain,!
That shows the ignorant a kind of fear
Before not dreamt of.
Hotspur. You strain too far.
I rather of his absence make this use:
It lends a lustre and more great opinion,
A larger dare to our great enterprise,
Than if the Earl were here.
Sir Richard Vernon appears [L.].
Hotspur. My cousin Vernon! welcome, by my soul.
Vernon. Pray God my news be worth a welcome, lord.
The Earl of Westmoreland, seven thousand strong,
Is marching hitherwards; and with him Prince John.
Hotspur. No harm. What more?
Vernon. And further, I have learned,
The King himself in person is set forth.
Hotspur. He shall be welcome too.  Where is his son,
The nimble-footed madeap Prince of Wales,
And his comrades, that doffed the world a-ide,
And bid it pas.??
Vernon. All furnished, all in arms;
And full of spirit as the month of May.
1 saw young Iarry, with his beaver® on.
Hotspur. Let them come!
Come, let me taste my horse,*
Ydraws a curtain: as if to conceal something.
2 comrades, tl_z‘al (loged the world aside, and biud o pass. A good char-
actenization of Falstaff, Poins, and the rest.

3 bearver: a part of the headpiece of a suit of armor.
4 taste my horse: feel my horse under me.
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Who is to bear me like a thunderbolt

Against the bosom of the Prince of Wales. —

O that Glendower were come!

Vernon. There is more news.

I learned in Worcester, as I rode along,

He cannot draw his power! this fourteen day <.
Douglas. That'’s the worst tidings that 1 hear of yet,
Worcester. Ay, by my faith, that bea s a frosty sound.
Hotspur. What may the King's whole battle reach unto?*®
Vernon. To thirty thousand.

Hotspur. Forty let it be!

My father and Glendower both away,

The powers of u- may serve so great a day.

[Exeunt L. 1.]

Scene 2. Gray sunrise.
Enter the King, Prince of Wales, and Lord John of Lancaster (R.].
King. How bloodily the sun begins to peer
Above yon hill!  The day looks pale.
Prince. The sou hern wind
Doth play the trumpet,
And the hollow whistling in the leaves
Foretells a tempest and a blustering day.
Enter Worcester and Vernon [L.].
They hold one arm high as they enter, to show they are ambas-
sadors.
King. My lovd of Wo ¢ ster! ’tis not well
That you and I should meet upon such te ms
As now we meet. You have deceived our trust.
This is not well, my lord, this is not well.
Worcester. Hear me, my liege.
For mine own part, I could be content.

Ldraw his power: colleet his army.
2 whole battle reach unto* whole army numbez.
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But we were forced for safety sake, to fly
Out of your sight
And raise this present arm
That you yourself have forged against yourself
By unkind usage, dangerous looks,
And violation of all faith and truth.
Prince. In both your armies there is many a soul
Shall pay full dearly for this encounter.
Tell your nephew Hotspur, that the Prince of Wales
Doth join with all the world in praise of him.
I do not think a braver gentleman,
More daring or more bold, is now alive
To grace this latter age with noble deeds.
For my part, I may speak it to my shame,
I have a truant been to chivalry;
Yet this before my father’s majesty:
I am content that he shall take the odds
Of his great name,
And will, to save the blood on either side,
Try fortune with him in a single fight.
King. And, Prince of Wales, so dare we venture thee.
No, good Worcester, no,
We love our people well, even those
That are misled upon your cousin’s part;
And if they will take the offer of our grace,
Both he and they and you, yea, every man
Shall be my friend again and I’ll be his.
We will not now be troubled with reply.
We offer fair; ake it advisedly.
So be gone.
[Exeunt Worcester and Vernon. L.}
Prince. It will not be ace pted.
The Douglas and the Hotspur both together
Are confident against the world in arms.
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King. Hence, therefore, every leader to his charge.
They all leave [R.].
Worcester returns bringing Vernon with hvm [L.].

Worcester. Hotspur must not know

The liberal and kind offer of the King.

It is not possible, it cannot be,

The King should keep his word.

He will suspeet us still, and find a time

To punish us.

Suspicion all our lives shall fill his eyes.

Let not Harry know,

In any case, the offer of the King.
Vernon. Deliver what you will; I'll say ’tis so.

Hotspur and Douglas enter [L.].
Worcester. The King will bid you battle presently.
Douglas. *Defy him.
Hotspur. Lord Douglas, go you and tell him so.
[Exit Douglas R.] .

Worcester. 'The Prince of Wales stepped forth before the King,

And, nephew, challenged you to single fight.
Hotspur. O, would the quarrel lay upon our heads,

And that no man might draw short breath today

But I and Harry Monmouth!

Reenter Douglas.

Douglas. Arm, gentlemen; to arms! for 1 have thrown

A brave defiance in King Henry’s teeth.
Hotspur. Let each man do his best; and here draw I

A sworl, which I intend to stain

With the best blood that I can meet.

Now Percy! and set on.

Sound all the lofty instruments of war,

And by that music let us all embrace;

For, heaven to earth, some of us never shall

A second time do such a courtesy.
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The trumpets sound [L.]. They embrace, and face in the direction
of the King's army [R.].
As the lights are cut off, they and their armies can be heard march-
iny to the battle [R.].
After an interval, out from the alarums of the battle [R.] emerges
Siwr Walter Blunt, pursued by Douglas.!
Blunt. What is thy name? What honor dost thou seek
Upon my head?
Douglas. My name is Douglas;
And I do haunt thee in the battle thus
Because some tell me that thou art the King.
Blunt. They tell thee true.
They fight, and Douglas kills Blunt, just as Hotspur enters [R.).
Douglas. All's done, all’s won; here lies the King.
Hotspur. Where?
Douglas. Tere.
Hotspur. This, Douglas? No. I know this face.
A gallant knight he was; his name was Blunt.
The King hath many marching in his coats.
Douglas. 1 will kill all his coats,
Until I meet the King,
Hotspur. Up, and away!
Our soldiers stand fully fairly for the day.
[Exeunt R.]
An instant’s darkness? and a dull roll of thunder [R.] ending
in a great clap.
The lights reveal Falstafl alone on the center of the stage.
Falstaff. 1 have led my soldiers where they were "peppered.
There’s not three of my hundred and fifty left alive.
The Piince enters [R.].

Prince.  'What, stand’st thou idle here?  Lend me thy sword.
t pursued by Douglas  The stage lights are now on

2 An instant’s darkness. Blunt must take advantage of the darkness
to disappear from the stage.
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talstaff. O Hal, give me leave to breathe a while. I have
just killed Percy; I have made him sure.

Prince. He’s su e indeed; and living to kill thee. Lend me
thy sword.

Falstaff. Nay, if Percy be alive, thou get’st not my sword;
but take my pistol, if thou wilt.

Prince. Give it me. What, is it in the case?

The Prince draws &t out, and finds it to be a bottle of wine. Ile
throws the bottle at Falstaff and charges back into the battle |R.].
Falstaff follows him.

[Cut hghts again.]

Then the King enters, pursued by Douglas. [They fight, the King
being in danger.)
The Prince reappears.

Zrince.  tlold up thy head, vile Scot.
It is the Prince of Wales that threatens thee.
The Prince and Douglas fight; Douglas flies [R.].
vt King [R.] after a grateful look at the Prince.

Hotspur enters [R.].

Hotspur. If T mistake not, thou art Harry Monmouth.!
Prince. 'Thou speak’st as if I would deny my name.
Hotspur. My name is Harry Perey.
Prince. Why, then T see

A very valiant rebel of the name.

I am the Prince of Wales; and think not, Hotspur,

To share with me in glory any more.

Two stars keep not their motion in one sphere 2;

Nor can one England brook a double reign

Of Harry Percy and the Prince of Wales.

I Monmouth (mdén’miith), the town in Wales where Prince Hal was
born

2 sphere  Old astronomers thought the stars, sun, and moon were en-
closed 1n transparent spherical shells, n which they moved.
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Hotspur. Nor shall it, Harry; for the hour is come
To end the one of us; and would to God
Thy name in arms were now as great as mine!
Prince. T’ll make it greater erc I part from thee.
[They fight.]
Enter Falstaff [R.].
Falstaff. Well said, Hal! to it, Hal!
Reenter Douglas [R.]; he fights with Falstaff, who falls down as
if he were killed.  Douglas leaves [R.].
Hotspur 1s wounded, and falls.
Hotspur. O, Harry, thou hast robbed me of my youth!
Those proud titles
Thou hast won of me
Wound my thoughts worse than thy sword my flesh.
O, I could prophesy, but that the cold hand of death
Lies on my tongue.—
Perey, thou art dust.
He dies.
Prince. Fare thee well, great heart!
When that this body did contain a spirit,
A kingdom for it was too small a bound;
But now two paces! of the vilest carth
Is room enough. This carth that bears thee dead
Bears not alive so brave a gentleman.
Adieu,
And take thy praise with thee to heaven! —
He spies Falstaff on the ground.

What, old acquaintance! could not all this flesh
Keep in a little life? Poor Jack, farewell!

I could have better spared a better man.

O, I should have a heavy miss of thee,

If T were much in love with vanity!

! two paces: the length of a grave.



Falstaff The better part of valor 1s discretion, mn the which better part I
have saved my life.
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Death hath not struck so fat a deer today,
Though many dearer, in this bloody fray.
After he leaves [R.] Falstaff rises up.

Falstaff. The better part of valor is discretion; in the which
better part I have saved my life. ’Zounds, I am afraid of
this gunpowder Percy, though he be dead. How, if he
should rise too? By my faith, I am afraid he would prove
the better counterfeit. Therefore I'll make him sure;
[stabbing him] yea, and I’ll swear I killed him. Why may
not he rise as well as I? Therefore sirrah, with a new
wound in your thigh, come you along with me.

He takes up Hotspur on his back.
The Prince of Wales reénters with his brother, Lord John of Lan-
caster.

Lancaster. Soft! whom have we here?

Did you not tell me this fat man was dead?

Prince. 1 did; I saw him dead. — Art thou alive?

Falstaff. There is Percy. [Throwing the body down.] If your
father will do me any honor, so; if not, let him kill the next
Percy himself.

Prince. 'Why, Percy 1 killed myself, and saw thee dead.

Falstaff. Didst thou? Lord, Lord, how this world is given
to lying! I was down and out of breath, and so was he;
but we rose both at an instant and fought a long hour by
Shrewsbury clock. T'll take it upon my death, I gave him
this wound in the thigh. If the man were alive and would
deny it, 'zounds, I would make him eat a piece of my sword,

Lancaster. This is the strangest tale that ever I heard. "

Prince. 'This is the strangest fellow, brother John.

[A retreat s sounded.)
The trumpet sounds retreat; the day is ours.
Come, brother, let us to the highest of the field,
To see what friends are living, who are dead.
[Ezeunt R.]



Prince. Why, Percy I killed myself, and saw thec dead
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A moment's pause; the light grows clearer and it becomes broad
day.
The trumpets sound and there appear the King, Prince of Wales,and
Lord John of Lancaster, with Worcester and Vernon prisoners [R.].
King. Take Worcester to the death and Vernon too.
{Exeunt Worcester and Vernon R. guarded.]
Prince. The noble Scot, Lord Douglas, when he saw
The fortune of the day quite turned from him,
The noble Perey slain, and all his men
Upon the foot of fear, fled with the rest;
And falling from a crag, he was so bruised
That the pursuers took him. Your Grace,
May I dispose of him?
King. With all my heart.
Prince. Then, brother John of Lancaster,
Go to the Douglas, and deliver him
Ransomless and free.
[Exit Lancaster R.]
King. Myself and you, son Harry, will toward Wales,
To fight with Giendower and Mortimer.
Rebellion in this land shall losc its sway
Mecting the check of such another day.

[Exeunt.]



DRAMATIC PRESENTATION OF THE PLAYS

THE DIFFERENT WAYS OF PRESENTING PLAYS

There are a number of delightful ways of sharing a play with
one’s friends or an audience.

1. There is the realistic dramatic presentation, which uses “ period”
costumes and picture scenery approaching in beauty and accuracy
the actual scenes of the play.

2. Then there is the curtain stage presentation, which uses reflected
lights of various colors, suggesting atmosphere rather than attempt-
ing to reproduce scenery.

3. There is the Elizabethan stage production, which uses a stage
modeled upon that of the theatre in Queen Elizabeth’s or Shake-
speare’s time. To present a play in the very way that Shakespeare
himself staged it is very interesting. The Elizabethan stage did
not have scenery and could not suggest atmosphere by means of
the effect of lights, but it did have a mest ingenious arrangement of
balconies, windows, doors, and curtains for suggesting place, and
there need be nothing today to prevent our using lighting effects
with it just as with our modern curtain stage.

4. The outdoor production or the simple platform play is a simpler
type than that for which Shakespeare evidently wrote his plays,
but because Shakespeare’s company often had to adapt productions
to simple conditions when traveling or when the theatre was closed
on account of the plague or by lawsuits over the ownership of the
building, Shakespeare wrote his plays so that both the atmosphere
and the location of many of the scenes wou'd be suggested in the
conversation of the characters. In this book the interpolated speeches
of the prolog are designed to assist in the accomplishment of the
same purpose. As for costumes, the actors in Shakespeare’s day
usually wore their own clothes, and whether the times represented
in the play were ancient or modern, and the setting England, France,
Rome, or ancient Greece, the costumes remained the same. How-

351
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ever, we should hardly be content today to have our players repre-
sent Brutus on even the simplest stage without some suggestion, at
least, of the Roman toga, or Malvolio without the cross garters and
long yellow stockings! Pageant producers have devised ways of
modifying our ordinary clothing by concealing parts of it and adding
striking features from the costumes of the periods of the plays. Such
costumes are a great help to an audience in realizing the atmosphere
and period of a play.

5. A form of presentation that is less distinctly playing, but
which has, nevertheless, been developed into a form of entertain-
ment with delightful possibilities, is the formal group reading. An
auditorium with a platform intimately close to the audience is best
suited for this purpose. Most of the movement upon the stage is
omitted. The readers sit in groups which correspond roughly with
“on the stage’” and “off the stage.”” Music breaks in promptly
at the close of acts and episodes. Those who are to be “on” in the
next scene take their places before the music ceases —which is the
cue to begin speaking. The readers, by having their books in hand,
enjoy perhaps the safest chance that they could have, if inexperi-
enced, to portray a mentally calm characterization of the parts.
The physical problems of stage business are eliminated. However,
the reading should be not less finished than that of an acting com-
pany. The platform requires no scenery. With good furniture and
reading lamps shedding softly tinted light, the platform makes a
splendid appearance and is a satisfying setting without scenery.
There is no costuming.

6. The informal group reading of the classroom or of a home eve-
ning is the commonest of all presentations and ranks in memory
often with the finest readings one has heard. The enjoyment of a
play by those who take part in it should not be curtailed by lack of
stage accessories. To put one’s self into the mental state and feelings
of another requires neither scenery nor costumes, but imagination.
Entrances and exits require no further formality than walking to
the front of the room and retiring to one’s seat or merely arising from
place and sitting down again.

7. The re-creation by a single actress of all the acting réles in a
play is the recent achievement of Miss Gay McLaren. This young
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woman, by becoming each of the players in the dialog in turn, ex-
actly as he looked, spoke, and acted in a notable stage production of
the play, marks one of the most interesting developments in the
presentation of plays. Miss McLaren does not ‘“make up,” of
course, nor use costume, and she approximates the stage movements
but as she turns from one impersonation to another, her whole per
sonality and attitude on the platform change. This is a part of
the dramatic reader’s art, though the reader does not act out stage
business. The reader creates a speaking manner for imaginary
characters; Miss McLaren reproduces the acting conduct of a real
company.

8. Dramatic reading. Much dramatic reading falls short of ex-
cellence beecause of the failure to create virile, picturesque, contrast-
ing personalities for the characters — personalities that the audience
can ‘“see” in the voice and features of the reader. This form of
presentation is particularly abused by the reader who will not learn
his play by,heart, and who, consequently, is forever referring to
the book just when he should be free to impersonate the characters.
At its best, however, this kind of play presentation is one of the most
satisfactory and pleasing forms. The stage directions for the
present volume have been worded so that they may serve as the
explanatory announcements of a dramatic reader.

THE STAGING OF THE PLAYS

Using the Picture Stage. A forty-minute performance is very short
to be divided into a number of acts and scenes. The intelligent use
of a quiet, smoothly run front curtain, however, need not jar upon
the sensibilities of the audience, and even the painted scenery of a
picture stage can be adapted so that changes of scene are accom-
pl'shed practically without interruption, if usual methods are slightly
modified.

For each of the playlets but one set scene is specified. Back drop
curtains of the other scenes can be lowered in front of this quickly
and noiselessly.

The sides of the stage may remain the same throughout the per-
formance. They can consist of plain canvas or burlap screens,



354 FORTY-MINUTE PLAYS FROM SHAKESPEARE

neutral colored in daylight, but apparently transformed with each
new scene by the reflection of different colored lights. Tormentor
wings mask the right and left entrances in front of the screens from
the view of the audience. Some of the playlets specify arched entrance
ways cut through the side, others masking pieces of trees or foliage,
but practically no shifting of the side pieces need be resorted to
during the presentation of any single playlet.

However, if painted scenery seems to be more desirable for the
sides, the most readily shifted pieces consist of a set of four double
canvas screens. These screens are straight pieces of scenery, folded
in two down the middle. One wing of the screen is toward the
audience; the other is out of sight, but folded back in such a manner
as to make the screen stand upright without additional support.
Since only one face of the sereen is visible to the audience at any time,
the four faces may be painted to show four different scenes or three
scenes and one neutral-colored face, the latter to be played upon by
colored light, as described in the preceding paragraph, pr left simply
as the inconspicuous frame of a picture already realistic enough from
the use of the scene drop curtain at the back.

A set of such double picture screens would serve for one complete
playlet, and even interchangeably for all of the playlets in the book.
Most of the back drop scenes and sets can also be used in a number
of the playlets. A list of interchangeable picture scenery is given
on pages 389 and 390.

It is well to remember that picture scenery can be altered, or the
same canvas can be repainted many times. With an amateur scene
painter at hand, pictures are often changed to show a fresh setting
for new productions. Samuel French, 28 W. 38th Street, New York,
publishes a booklet, Secrets of Scene Painting and Stage Ejfccts
($1 50), which will be helpful to an amateur. French also sells colored
plates at 30 cents each showing scenes adapted in detail for scene
painting. There are professional scenery painters to whom the-
atrical supply or costuming houses in almost any city will refer
inquiries or orders.

Less satisfactory than painted scenery, at least from the stand-
point of durability, is the paper scenery obtainable from Samuel
French. The paper scene of a fine oak hall costs from $25 to $30,
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plus postage, a simpler room $20-$30, a garden scene $7.50-$10.00,
or a forest $7.50-$10.00. Paper representations of brickwork or
stone coping come in sheets 40 by 30 inches at 42 cents a sheet. An
exterior door costs $1.50. Paper scenery has to be mounted upon
canvas screens or pasted upon compo board or the back wall of the
stage like wall paper.

The Curtain Stage. On a small stage gray cheesecloth draped in
soft folds upon the walls makes a beautiful background for the
brilliant costumes of the players. Gray also takes light well, and the
drapings arc scarcely recognizable as the same scene when some part
of the stage is thrown into partial darkness and colored or mottled
light is directed upon it.

However, the players off stage may not pass behind hangings of
checsecloth or let their shadows fall upon such thin material while
the curtain is up. Canton or outing flannel, therefore, makes a better,
if somewhat more expensive material for a larger curtain stage.

iray flannelsis not always carried by a local dealer and may have

to be ordered some time ahead. Pearl gray is much better than the
usual gray, and to obtain this whitc Canton flannel may be sent
to a dyeing works to be dyed the right shade, or some one in the
community with experience in dyeing fabrics might accomplish the
desired result.

The curtains are sometimes suspended from wires, though light
iron tubing or a wooden frame is far more satisfactory. Small
curtain rings are distributed along the wires or tubing, and the
curtains are hung to these by means of small safety pins made with
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hooks attached. ‘Carriage buttons” may be nailed into the wooden
frame, and the curtains (sewn at the top to strips of canvas) but-
toned on to them. The curtains should be taken down and put
away after performances, or the material will fade.

The curtains part in the middle of either side and at the back for
entrances.

A little more plastic curtain stage is that shown below, with rec-
tangular openings for the entrances, which may be left open or
have shorter curtains hung in them on a wire which runs back of the
curtains a few inches above the height to which the upper short
curtains descend.
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The location of the entrances can be changed by shifting the
position of the widths of curtain which are cut short. An open
entrance at the back with a screen of dark material behind it may
suggest the witches’ cavern in Macbeth or represent the entrance
to a house; the side entrances may suggest the arched passageway of
a narrow street in which other characters may be supposed to be
seen approaching by those upon the stage. Shallow steps may be
added in front of an entrance to suggest a porch.

A little better appearance will be lent a curtain stage if the cur-
tains are made one third longer than the height of the stage and
the upper third is folded over and allowed to hang in front down
to the height of the top of the rectangular openings, giving the
impression of an unbroken curtain running all the way around the
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top of the stage. Several narrow strips may well be stretched across
the top of the stage to break the mimic world from the reality of
the ceiling of the hall.

Cut-outs of trees to suggest a forest, or vines to suggest a garden,
or appropriate conventional decorative designs to suggest a royal
hall, church, or tavern may be pinned on to the curtains.

A satisfactory compromise between a curtain stage and realistic
seenery is to show a simple, painted scene through the back rectangu-
lar opening of a curtain stage. The picture may be changed from
act to act to suggest the change of place.

The Elizabethan Stage. The curtain of the Elizabethan stage
was not a front curtain as in our theatres. It divided the outer from
the inner stage. The outer stage was usually used for scenes of
indefinite location, which were really very numerous in Shakespeare’s
plays, though modern editors have given every scene a definite
location now. Otherwise the outer stage might be thought of as
outdoots, especially a street. The inner stage was usually used for
interiors, which required furniture, or for outdoor settings that re-
quired properties or a suggestion of realistic scenery, such as boughs
or trees, to localize the scene as a forest or garden.!

! An interesting study of Shakespeare’s staging may be made from
Shakespeare’s Theater, by Ashley H. Thorndike (The Macmailan Com-
panyl, or Shakespeare, the Man and his Stage, by E. A. G. Lamborn and
G. B. Harrison [Oxford University Press].
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To play a street scene the actors entered in front of the curtain
from the doors at either side of the stage, and walked across the
front section of the stage, which extended out into the auditorium.
The curtains could be parted slightly in the middle to suggest the
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(Adapted from Albright.)

entrance to a house. Opening the curtains revealed the inner stage,
set with table, chairs, or other properties to suggest an interior.
Closing the curtains hid the inner stage, and another scene could be
played in front while the inner stage was being set for perhaps a
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different scene. Windows at both sides above the doors were used
for scenes 1n balconies or towers. The balcony 1itself suggested any
elevated place, like the top of a castle wall or an upper room. In
the cut the inner stage is closed, and the upper curtamn is partly
drawn, revealing the baleony.

The simplicity of this stage for changing quickly from outer to
inner scene and back again made plays of many scenes quite possible.
Indeed place seems to have been shifted with almost the facility it
1s today in photo plays.

A Classroom Adaptation of the Elzabethan Stage. An extremely
simple representation of the Elizabethan stage possible in a class-
room when an audience is expected, may be produced by hanging
a curtajn divided down the middle on a wire about six feet out from
the front of the room. Scenes to be played on the outer stage are
played in front of the curtain, using the openings between the
curtain and the sides of the room for entrances and exits. These
side openings may be masked with screens.

When the inner stage is to be used, the curtains part in the middle,
revealing a setting of a chair or two, some boughs, or a cut-out tree
of compo board colored green and brown with chalk or kalsomine.
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Using the Platform Stage. No curtain is required either for this
or the outdoor presentation. Rather wide screens, covered with
burlap, gray lining, canvas, or outing flannel, or made simply of
compo board, may be placed on both sides of the platform to con-
ceal the actors who are “off the stage’” and may be utilized at the
same time to help the imagination of the audience. They may
represent the trellises of vines in Benedick and Beatrice. Behind
either of these screens may be the room in which Malvolio is im-
prisoned or the witches’ cavern. Shylock may see the approach of
Antonio by looking into the “wings’ behind them.

From in front of the screens also, Sir Toby and his compatriots
may watch Malvolio as he reads the letter, etc.

COSTUMING

Realistic Costuming. Realistic costuming attempts to reproduce
the historical dress of a country and a time.

Greek and Roman costumes are described minutely in the Ency-
clopedia Britannica under Costumes.

Dion Clayton Calthrop has a work splendidly and profusely
illustrated on English Costume [The Macmillan Company]. Other
accurate pictures of period costumes will be found in the encyclo-
pedias, dictionaries, and in European histories.

The Bankside Costume Book for Children by Melicent Stone
[Saalfield Publishing Company] gives costumes for most of Shake-
speare’s plays. This is a little book devoted to Shakespearean
garments and accessories. It gives simple outline drawings of the
period costumes and costumes for special characters as well as direc-
tions for cutting and making the garments, and contains also a
chapter on armor, weapons, jewelry, and crowns.

There are serious difficulties, however, to reproducing distinctive
costumes for each of the playlets. Even professional companies
find period costumes too expensive to use a different style for cach
Shakespearean play. None of their costumes may be made exactly
right for any play; but for a group of closely related plays, all are
approximately correct. The perspective of centuries of time erases
for us the subtle distinctions between the times and places of these
particular plays.
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Hired Costumes. Costumes may be rented from a costuming
house by mail, if necessary. The order should mention the play
from which the playlet is taken (as The Merchant of Venice), and
the measurements of each of the players should be given, designated
by the role which each is to take in the playlet. It is well to remem-
ber in ordering that a deposit is required. State gazeteers or direc-
tories list the names of theatrical supply and costuming houses
located in the larger cities.

Making Costumes. It would be pleasing indeced if a company
which had at its disposal sufficient means and intended to produce
only a few plays, could let the public see the costumes that histori-
cal accuracy would suggest. The playlet of Bottom is supposed to
take place in mythological times before the dawn of Grecian history.
Brutus and Cassius belongs to Roman times. Hamlet dates back
to the eighth or tenth century in Denmark, and Prince Hal and
Falstaff to the fourteen hundreds in England. As You Like It is
Yrench; The Laming of the Shrew, Italian. Don Pedro, in Benedick
and Beatrice, is a Spaniard — ide Prince of Aragon.

The standardization upon two or three simple types for the major-
ity of the costumes will be more satisfactory for a repertory com-
pany, and simpler styles should be adopted than those of the cos-
tuming.house. If one type of costume, for instance, must do for
plays of such widely different periods as Twelfth Night and Hamlet,
it is better if the costumes are not Llizabethan, but of a convention-
alized style which will look well in either play.

Ratine is a good material for such costumes. It can be obtained
in a variety of rich colors and is heavy enough to drape well. With
somewhat less satisfying results, Canton or outing flannel dyed in
bright colors, may be substituted. Dyes can be mixed like water
colors into different shades.

The cloaks, especially, should be made of bright colors and should
be lined with contrasting or harmonious shades.

Shiny lining is a material much used for the costuming of very
young folk. It is very cheap, comes in a great variety of colors, and
looks good when the colors are intelligently chosen.

The hose for the men may be purchased from the costumers,
under the name of tights, or can be made by sewing long white stock-
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ings to misses’ short, knitted drawers, with the plackets sewed up
at the sides and a draw string run around the waist, or by sewing
the feet of socks to long, snugly fitting, knitted underwear, which has
had the facings taken out and is sewed up in front. Hither sort may
be dyed to any color but must consist entirely of one kind of material
or else the color will not dye it evenly. Otherwise, long colored
stockings may be worn and very short, snug fitting breeches added
to the costume.

Minor characters in the company may not wear the heavy, velvet
costumes from a costuming house and the rest wear homemade
costumes of Canton flannel. The difference between the two kinds
of material on the stage is painfully apparent.

Crepe paper can be used to costume a play. The satin crepe
paper especially can be purchased in very rich colors, and under
artificial light cannot be told from satin cloth. Costumes made
from this paper are usually durable enough to last through several
performances if the play has not too much action in . The tights
or stockings, however, must be of the ordinary knitted variety, and
most of the garments should be sewn upon a base of some cloth
garment to keep them from tearing easily.!

Pumps or soft slippers should be worn with all of the foregoing
costumes.

The Greek and Roman costumes for Bottom and Brutus and Cas-
stus are best made of cotton crepe.

Further suggestions on individual costumes will be given in the
staging notes for each playlet.

Pageant Costumes. Pageant costumes or costumes which only
suggest a period in a general way should not be used except on
the outdoor stage or in the classroom or simple platform production
of a play. Most of such costumes are frankly detectable‘as being
merely suggestive, though some are surprisingly near the realistic.

These costumes are built on over ordinary clothes. To suggest
a male Elizabethan costume, the main characteristics to be singled

! The Dennison Mfg. Co., Framingham, Mass., issues a small Book
of Costumes, which gives the prices on crepe paper products as well as
many ideas on making paper dresses, robes, and other costumes.
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out should be, probably, the cloak and hose. The cloak will have
to be made either of colored cloth or crepe paper. The hose may be
simulated by winding strips of colored cheesecloth around the legs,
after the fashion of puttees, over the form fitting part of riding
trousers or scout hreeches. Otherwise colored stockings may be
worn with knickerbocker trousers. The collar of a soft white shirt
may be turned in, and a width of cheesecloth draped loosely across
the body from one shoulder and then swung around the waist. The
upper part of the trousers may be left showing; however, this ap-
proximates the puffed look of that part of the Elizabethan male
costume. Small hats, made tam-o’-shanter fashion, may have rolls
of paper sewn in them to keep them in shape.

For the women’s costumes, simple dresses of white or colored
cheesecloth, princess fashion, will sufficiently disguise the modern
dresses worn under them. A cut-out pattern of blue paper glued
around the bottom of the skirt adds a touch that approximates
embroidery.® Crepe paper dresses can be worn.

The Greek costumes for Bottom and his crew may consist of
just a simple colored slip, falling about the knees and worn over
rough trousers not in press and not too long. The trousers should
not be cuffed at the bottom. The slip is made by merely doubling
a length of cheesecloth, twice as long as from the shoulder to the
knee, and cutting a slit in the folded edge, for the head to go through.
The sides are sewn up except for the armholes. The neck may be
made V shaped, front and back, by slitting the neck of the slip
vertically and folding back the corners.

For the other male characters the legs should be bare below the
slip, and a white overdrape added for the upper part of the body.
For the women’s costumes, this overdrape may be worn with a
simple white dress. It is made very easily, by laying two 56-inch
lengths of cheesecloth side by side and tacking or pinning them
together with safety pins at points 3 inches, 20 inches, and 24 inches
from both ends. The head goes through the middle opening between
the pins, and the drape falls naturally about the body, the first tack
or pin imprisoning the arm, the second holding the garment to-
gether on the shoulder, and the third at the neck. The measure-~
ments given are for actors of full stature; they must be adapted for
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younger people and varied somewhat to make the garment drape
well on different figures.

« The Roman toga may be substituted for the drape described
above, or it maybe worn over the other clothes, since it envelopes
most of the figure.

The toga may he simulated by throwing one corner of a plain
white bed sheet over the left shoulder from behind and fastening it
securely with a pin, the remainder of the sheet being then drawn
round the body under the right arm and brought up to the left
shoulder, where the surplus should be laid in folds, pinned wherever
necessary, and the corner thrown over the shoulder to hang down the
back. Further pinning down the left side of the costume will be
necessary, but it is surprising how few pins such a costume requires.
The historical toga was longer than a sheet, and not oblong in
form but probably shaped like the segment of a circle. [Encyclo-
pedia Britannica. Look under “Costumes.”] The square corners
of the sheet give an angular appearance to the costume, but this
can scarcely be detected by an unpracticed eye. A three-inch strip
of plain colored calico may be basted as a border along both long
edges and one end of the sheet about one and a half inches from the
edge.

For the Roman helmets buckram crowns used in making ladies’
hats can be purchased very cheaply and coated with aluminum paint.
The shields may be made of pasteboard and the swords of wood
coated in the same way.

For women’s costumes white table cord may be tied diagonally
across the body, giving a little more shape to the upper part of the
costume.

MUSIC

The vocal music with piano accompaniment for most of the
plays may be had in separate small volumes, from Samuel French,
New York.

Incidental music can usually be derived from the extra songs
not sung in the playlet. Instrumental music is high priced. All of
the music published is not listed in this book, and some, of course,
probably could not be bought, — as The Taming of the Shrew,
an old opera by Goetz which was sung at the Metropolitan Opera
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House in 1917 for the celebration of the Shakespeare Tercentennial.

Novello & Co. (represented by H. W. Gray Co., 2 W. 45th Street,
New York) publishes much sheet musie, besides incidental music for
nearly all of the plays. Selected pieces are listed under the notes
for the individual plays.

Novello & Co. issues a complete catalog of Shakespearean music
in which a great variety of settings for the songs and instrumental
music by many different composers is listed.

The tones of a piano can be modified to suggest a harpsichord
of the 16th and 17th centuries by laying thin paper upon the strings.

The incidental selections should be miniature in length, and
played with a freshness and finish that befits the momentary pauses
of a well-knit playlet. The music should sustain the atmosphere of
life and expectancy created by the action and not lag or continue
long enough to produce a noticeable pause.

The leader of the orchestra must understand as well as the manager
of the curtain, the scene shifters, and the actors that in a forty-
minute playlet divided into acts and scenes there is no room for
loose connections; each must study the play and plan to recognize
upon the instant what is expected of him to make the play pulsate
with life.

If no orchestra is used, the warning for the curtain may be sounded
on a set of chimes. Small sets are often sold for dinner gongs by
dealers in fine household ware or furnishings. The chimes hush
the whispering and talking that goes on during intermission time
in a wonderfully effective way.

LIGHTING

Suggestions on the lighting for the different plays are given in the
playing notes for each of them.

Colored lights are produced either by using colored glohes, which
are controlled by different switches from the rest of the lights, or
by placing sheets of colored gelatine over the mouths of boxes of
cluster lights. The first system is used for footlights, the second
for lighting from the wings.

Clusters of lights for flooding one part of the stage and leaving
the rest in shadow are best placed in rather deep boxes, the front
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12 inches of the inside of the boxes painted black. As a'wtjtute
for the clusters of lights, automobile searchlights can be attachea w
the lighting circuit and placed in the wings. By using the colored
plates and moving the searchlights back and forth admirable lighting
effects can be secured.

THE PREPARATION FOR PRESENTING A PLAY

Study of the Characters. The playlets in themselves are probably
complete enough to give clear-cut characterizations to many of the
parts. For all classroom purposes this should sufflce.

However, for a public performance, it may be worth while to
consult the complete plays themselves, especially on characters under-
developed in the playlets through the necessities of shortening and
subordinating parts. Thus Launcelot Gobbo and Gratiano may dis-
cover the rich, racy flavor which an audience familiar with the
complete play expects from them and learn to display it even for th:
flash during which they are allowed to speak. In no case, however
will it be wise for the director to allow a great number of extra line:
to be restored to the cutting, at the instance of one who has lookec
up the complete play in order to take better such a minor role. Fo
the good of the little play, minor rdles must be subordinate in interest
to major parts. The equilibrium of a short play can only too easily
be upset.

A deeper study of any of the rdles can be made by consulting
the character studies in the Tudor, Hudson, Rolfe, or other editions
of the plays.

Perhaps the most penetrating study of the atmosphere of the
plays is found in the work of Dr. George Brandes, William Shake-
speare [The Macmillan Company].

The best detailed statement of such stage business as brings out
the meanings of the lines is given in the stage directions of the new
Cambridge Shakespeare volumes edited by Sir Arthur Quiller-Couch
and John Dover Wilson [The Macmillan Company]. This is an
extremely helpful edition for many purposes.

Development of the Characters. Once sufficient conception of the
parts has been attained through silent reading, characterizations
are perhaps best developed in class or at the round table. Here each
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one of the players during the earlier stages of the preparation is
invited to read as many of the roles as he desires. There need be no
long discussions as to which of the characterizations of the parts
are best, but gradually the best will emerge — a composite of what
has been best in all the readings. The process is not only a competi-
tion, but an experiment in building up the broadest and strongest
characterizations of which the company is capable. The players
should be encouraged to see it in that light and contribute readings
to the minor roles as well as the greater ones, for the elevation of
the reading parts of the whole playlet.

The principal roles in every play should not always be taken by
the same people. There is little progress or all-round development
in that. Each member should be given the chance again and again
to obtain a substantial role. The company should experiment in all
of its plays. If a company interest is thus built up, any actor will
be satisfied to step back into a minor, almost wordless role for any
play and not feel that his interest has then ccased in it. He has
contributed something to the success of the company in this play,
and he has reccived development that will stand him in stead for
another one. Reinhardt gives the second best characterization of
a role the chance to appear at some of the performances of every
play. The best actor should not always take the leading part.

The reading is probably better if the lines are learned hefore the
players rehearse upon the real stage. Then more attention can
be given to the problems of expression and the meter. This is not
the method of the professional manager, but it results in a more
finished development for the amateur player. The problem of
reading Shakespeare is not easy. A great deal of the charm lies in
the beauty of the lines. To make them clear and beautiful at once,
a variety of tone must be employed, and contrast in pitch for the
parts of long speeches, so that the sense may not be lost through
monotony of expression; and yet a certain musical uniformity has to
be maintained, so that the rhythm of the poetry will be clear.

When the platform rehearsal upon the stage is reached, the sig-
nificance of certain factors of effective stage movement and stage
business should be considered and experimented with.

1. The employment of symbolic stage movement is a great help
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to any play. The entrances and exits in the playlets have been
marked in the text to give symbolic significance as well as significance
of place. R. symbolizes at-homeness with the surroundings or with
what is about to happen, preparedness, confidence, aggression.
Iintrance L. may indicate a stranger, a person plotted against, or one
who is unwittingly to fall into a trap. C. implies the idea of dis-
interestedness, formality, or that the person is as yet unaffected by
the plot. The audience need not be informed of this symbolism to
be affected by it. Subconsciously they will feel its force. Certain
entrances and movements will become associated with certain ideas.
Theoretically the effectivencss comes merely from associations es-
tablished through repetition, but practically this is one of the subtlest
forces with which the actor can work, — the simple crossing of the
stage or mere glancing in a certain direction often becoming charged
with meaning.

2. The application of the principle that the repetition of a man-
nerism helps to familiarize and endear a character to the audience
should be worked out. Bottom may adopt the knowing tap of fist
upon strutting chest for repetition at appropriate intervals. The
vanity of Malvolio may be shown in the solicitous protection of a
curled little finger. The grotesqueness of Caliban can be empha-
sized by an occasional wide opening of the mouth followed by a
thrusting forward of the lower jaw and lip. In Reinhardt’s com-
pany st the Deutsches Theatre the veteran Pagan employed
a vocal variation of this principle when he adopted a motif cry of
ny#-ny#-nyi-nys — whined sillily through the nose for Sir Andrew
Aguecheck. After a few repetitions, the audience became con-
vulsed with laughter whenever this prelude to Sir Andrew’s ap-
pearance was heard off stage. Basserman used a chuckle for
Falstaff. Biensfeld sputtered on all his sibilants for Don Joun.
Mannerisms employed at appropriate places are of tremendous
effect in completing characterizations.

3. An actor who stands nearly still maintains attention better
than one who moves uneasily or wildly about. A drunken Sir Toby
standing reeling in his tracks is better appreciated by the audience
than one who wheels with precarious footing all around the stage.

4. The climax of each episode, and of the playlet itself, must be
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guarded carefully by all the company. Getting out of character,
dropping the atmosphere or the business of the playlet at any time
before the end, creates weakness immediately communicable to the
rest of the players. Slurring ends of speeches or necessary stage
movements greatly mars the play. Finish must be striven for, and
buoyancy, to maintain the movement of the play to the very end.

5. Stage movement must be characterized by ease and by lack
of constraint. Strain is the worst enemy to naturalness.

The manager of the lights, the musical director, and the prompter-
and-manager-of-the-curtain should be as much members of the
company as the players and know the play as well.

Support from in Front of the Curtain. The following hints need
not apply in full to every production of a play, but there arc few
productions for which they will not apply in miniature.

Large audiences inspire players to better and more sincere work.
Sometimes the only difference between whole-souled acting and
timid half-heartedness springs from the difference hetween a hearty
response from in front of the curtain and the chill of a mcagerly
filled hall. Voices carry better in a crowded place. Large audi-
ences are better natured and higher spirited; the atmosphere they
bring seems to vibrate with dramatic possibilities.

To secure such an audience usually requires great energy. Close
canvass should be made to insure that everyone who should be there
will come. Publicity and a business manager are almost a nccessity.
The issuance of tickets often helps. Members of the cast sell tickets
most effectively and are of genuine help to the business manager.
Brothers and sisters and enthusiastic chums of players may
infiltrate the community with enthusiasm in advance, and after-
wards account for many tickets sold through friendly rivalry. How-
ever, somg reward in the way of a free admission for the sale of
certain number of tickets is necessary to induce children to a supreme
degree of ticket-selling activity.

News items handed to the paper at intervals during the prepara-
tions make good publicity. Fifty or a hundred words when the play
is chosen is a good start; then the list of names when the cast is
determined on; after that a line when the musical director is ap-
pointed or other persons are added to the staff or called upon in ad-
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visory capacity. The approximate date of the production should
be given in each news item from the very first.

Photographs of different scenes in the play or of members of the
cast are often a means of getting write-ups in the dramatic pages
of the newspaper. Sometimes cuts must be paid for, and the material
for the dramatic pages must always be handed to the dramatic editor
three or four days in advance.

A picture of one of the old-time players of the community, with
his recollections of an early play and refercnce to the approaching
production, is often very widely noticed. An old photograph of a
cast or a scenc from an carly play will be of similar benefit.

Last there must be the final news items and a close canvass to
make sure that every influential person, enthusiastic friend, and
hearty supporter has tickets and will come. Watchfulness never to
let the opportunity for a word of publicity to pass or to sell a ticket
to the play will bring whole-souled, invaluable support from in front
of the curtain, ,



NOTES FOR PLAYING EACH OF THE PLAYS*

AS YOU LIKE IT

Costumes. TFrench of Shakespeare’s own time. Elizabethan may
be substituted.

Orlando and Charles may wear trunks under their upper clothes,
and take off their doublets and cloaks for the wrestling scene.

When it is desirable to reduce the number of players by doubling,
changes of doublet, cloak, and hat may be made. A small mustache
made of crimped hair or simply drawn upon the upper lip with a
black eyebrow pencil will add to the disguise. LeBeau may speak
with a French accent, and Dennis should wear a tousled wig and
no hat.

Realistic Stage. The setting is a forest, except for Act I.

I, i. Trees on the sides almost conceal a white building * in
classical style, representing Oliver’s house, which may be set up at
the back of the stage or painted upon a back drop curtain.

I, ii. The same building, revealed more clearly, or shifted in
position, may become the ducal palace. For this scene the trees
should be moved well out to the sides, so that they will not interfere
with the wrestling. If the building is a set scene rather than a cur-
tain picture, wide front steps * running almost the full width of the
building will transform it and increase its dignity.

For the remainder of the play, a drop curtain picture of a forest ?
scene may be lowered in front of the scene of the house. The trees
can be arranged more irregularly at the sides than in the first act.

Lighting. Changes in the color and brightness of the lighting wil
help divide the episodes in the forest as well as distinguish the tw:
scenes in the first act.

* Scenery marked with a star should not be painted until after refer

ence to the interchangeable scenery list, page 389. These scenes can b
made to fit a number of playlets.
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ducal chair of state. A common bench draped with burlap or gray
cloth may represent the garden seat (V, ii).

Elizabethan Stage. The street scenes may all be played before the
curtain, on the outer stage. The inner stage may be set first with
chairs for the room in Portia’s house, and then during the intermis-
sion preceding V, i with furniture for the court room and during the
intermission preceding V, ii with boughs to suggest the trees that
line the avenue leading to Portia’s house.

When the inner stage is set thus to localize a setting in an Eliza-
bethan production, the actors need not confine their exits and
entrances or other stage movements to the inner stage, but may
move freely over the whole stage. The object of the Elizabethan
curtain between outer and inner stages was not to cut the stage in
two but to conceal the properties and scenery of the inner stage
when changes were being made or when the suggestion of a definite
location seemed impracticable.

Music. Songs for The Merchant of Venice, in one volume [French]

..................................................... $0.96
Sheet music [H. W. Gray Co.]:

How sweet the moonlight sleeps upon this bank —
part song, S. A. T. B. (D. Emlyn Evans)............... .08
eight-part song (Eaton Fanning) . . 15

Let me play the fool — part song, A. T T B (C Pmsutl) .30

Tell me where is fancy bred — part song, S. A. T. B. (Pmsutl) .15
Instrumental music may be derived from the above songs.
A light dance movement may suggest the mask when Lorenzo
comes for Jessica.

BRUTUS AND CASSIUS

Costumes. Ancient Roman.

The toga may be worn in the first three acts for every one except
the boy Lucius, who appears in a short tunic, and Octavius’ servant,
who appears in uniform.

With the fourth act, the costumes change to full armor. As
this marks also the introduction of doubling (if doubling is neoes-
sary), the change in appearance of the actors will probably disarm
criticism of the substitutions of parts.
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The metal parts of the armor, if the costumes are homemade,
can'be of pasteboard or of felt, and coated with aluminum paint —
“radiator” paint. Gray lining has an appearance suggesting metal,
and can be used as a base for the armor costumes. Helmets and
swords, especially, are better if obtained from the costumer.

Sateen can be used for the togas, and a gold stripe painted on it
with radiator paint, or a red or purple stripe with kalsomine or oil.
Casar’s toga should be Roman purple, with a gold stripe. Brutus,
as prator, was also entitled to wear a purple toga. The Roman
purple, however, was almost the same color as we now call crimson.

In order to save time between the third and fourth acts, where
the change in costume takes place, it may be well for the characters
to wear their armor under their togas during the first three acts.

Realistic Stage. Drop curtains may be used for all the scenes,
but if any scene is set up, it should probably be the platform* used
between the steps* and the drop of the Capitol building, to represent
an area way (III, i) or the platform from which Antony delivers
the oration (111, ii).

I. A Roman street.

II. Brutus’ garden.

III,i. The Roman Capitol.*

I11, ii. The Roman Forum. If a platform has been set up, it
should fit snugly before the drop of the Capitol building (III, i),
but several yards from the drop of the Forum (III, ii). If the cast
is small, Antony may speak down into the space between, where the
stage crowd may be hidden from the audience — practically all of the
cast taking part in the hubbub that accompanies the oration.

IV. A plain. Brutus’ tent may be pitched on the right hand
side of the stage. The tent door is open. Roman tents were round.

Lighting. For the garden scene, blue, which, if desired, may
change to purple and finally into the rosy color of dawn. For the
scene in which Casar’s apparition appears, the red light of evening
should change to blue just before the ghost appears. A dimmer
may be used to vary the intensity of the lights in the last act. The
lights should be blue and white when the victorious generals appear.

Simpler Stages. The steps and raised platform may be dispensed
with for both the scene at the Capitol and the oration, but, if for the
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latter, either a large crowd of citizens must be employed or the
crowd musi be off stage.

On a curtain stage, the entrance to the tent may be simply
the opening between the back curtains folded back.

Elizabethan Stage. 1, outer stage; II, foliage on the inner stage
for Brutus’ garden.

I1I, i, outer stage. A low step in front of the middle opening of
the curtains may indicate the entrance to the Capitol, where Ceesar
stands when he is assassinated. This step will not be conspicuous
if it is put in place before the play begins and is left there throughout
the play. A similar step immediately behind the middle opening
of the curtains may serve for Antony to stand on for the oration,
which he delivers on the inner stage, II1, ii.

IV commences on the outer stage, the slightly parted curtains
representing the door of Brutus’ tent. At the words “Speak your
griefs softly,” Brutus draws the curtains and the two generals go
into the tent, leaving the other characters standing on_ the outer
stage, though the inner stage is then open to the audience. How-
ever, the final episode in this act, represented by the lines printed in
small type, should be played on the outer stage with the curtains
closed.

V, full stage.

Music. Music especially written for the play is not easily ob-
tainable, though selections from Handel’s Julius Cwsar would be
admirably suited.

BOTTOM

Costumes. Grecian — white or colored, but if colored, brightly
colored.

Puck and the fairy may be dressed as conventional fairies, or
Puck’s costume may be made of a darker material, green or brown.

The costumes of the common men of Athens may be made o.
unbleached muslin or of lining, instead of cotton crepe.

In the last act, Wall wears a wide piece of white canvas or paste-
board hung on a string passing behind his neck.

Realistic Stage. 1. The interior of a very primitive room, or the
same as IIL.
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II. An open space in a wood. The back drop curtain may be of
dark blue cloth for the sky. The left two thirds of the stage may
have a green floor covering to suggest grass. The right third should
have shrubbery or trees * on it in which Puck may hide to watch
the rehearsal.

III. A high wall* may run across the stage, behind which may
be seen Theseus’ palace.*

IV. Drop picture of a hall* in Theseus’ palace. At the right,
back of the first entrance, should be a throne for two characters
and seats for four others.

Lighting. The rehearsal in the second scene takes place in moon-
light.

IV. Change lights from white to blue just before Thisbe returns
to find Pyramus.

Simpler Stages. The wall for Scenes I and III may be con-
structed very simply out of compo hoard, with a few strengthening
cleats at the back, and stand upon feet nailed at right angles to the
back. For Scene II blue lights reflected upon the plain white wall
or the curtains at the back of the stage will serve for sky though
a blue cloth drop curtain with several cut-out trees of brown and
different shades of green stitched on to it makes the best background.
A single painted compo board or canvas tree may hide Puck from
Quince’s players, or Puck may take refuge in a shadow on the right-
hand side of the stage. Scene IV may be an outdoor scene, with the
seat of state a bench draped with rich cloth. The other seats may
be draped with Canton flannel or burlap.

Elizabethan Stage. 1, outer stage; II, full stage, with foliage on
inner stage for wood; III, outer stage; IV, full stage, with seats on
the inner stage.

Muysic., Selection of vocal pieces for A Midsummer Night's
Dream (Mendelssohn edited by Dr. R. Dustan), W. Gray Co., 8 .75

Book of songs [French]. . e ceee.... 180
Sheet music, H. W. Gray Co

Over hill, over dale — two-part song S. A, J. P. Attwater.... .12
oo e oo ¢ S.A,C.H Lloyd...... .15

Mendelssohn’s incidental musie...............cocovivn e, 75
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THE TAMING OF THE SHREW

Costumes. Ttalian. Elizabethan may be substituted.

The scholar’s costume put on by Lucentio is the academic cap
and gown of the present time. Tranio may have been carrying
the cap and gown in a bag, since his master came to Padua to attend
the University. If Tranio wears no cloak in the beginning of the
first episode, the transformation in his appearance when he assumes
the large rich cloak of Lucentio will be more marked

Realistic Stage. 1. Baptista’s house.* Arched way L. for the gate
to Hortensio’s house. The gate can be dispensed with, if the com-
pany prefers to let the audience think of it as hidden behind the
left-hand tormentor wing.

II. A room* in Baptista’s house.

III. A great bare room. The antique character of Petruchio’s
country house may be emphasized by putting two very shallow steps
before the arched entrance way E. .

IV. A brown floor covering may represent the roadway. The
drop picture may be a forest.*

V. A fine room* in Baptista’s house, with splendid furnishings,
suggestive of wealth and munificence. Large, open doors or arch-
ways in both side walls. Steps may be placed at the open entrance
(L.), and Tranio and Hortensio may stand on them to look into the
room. Vincentio, Petruchio, and Katharina also arrive at the
same door and stand in the entrance way.

Elizabethan Stage. I, outer stage; II, inner stage; III com-
mences on the outer stage, but just before Petruchio arrives with
Katharina the curtains should be parted and the inner stage with
its furniture included in the scene; IV, outer stage; V, inner stage.

The curtains may be closed for a moment between Episodes 3 and
4,4 and 5, 6 and 7, and 9 and 10, to mark the lapse of time between
them, since all of them take place on the inner stage.

It is interesting to note that in the complete play of The Taming
of the Shrew there was considerable use of the baleony. The stage
directions in the First Folio also indicate the appearance of one
of the characters at a window — undoubtedly one of those above
the doors to the outer stage. See picture on page 358.
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Lighting. The curtain need not go down between episodes which
take place in the same setting if the lapse of time can be indicated
by a change in the intensity or color of the lighting. This may
really contribute to the unity of the playlet.

Music. No music is published for The Taming of the Shrew, except
a song, “Should He Upbraid” (H. R. Bishop), in the Book of Twenty
Shakespeare Songs [H. W. Gray Co., $1.25].

HAMLET

Costumes. Much simpler than the Elizabethan, but may be the
same in general characteristics.

Most of the doubling outlined for the playlets either leaves the
actor to play a second role which it will do no harm for the audience
to confuse with the first, or a role in which the contrast may be made
so great as to leave little chance for confusion.

Realistic Stage. A hall * in the king’s castle is the basic scene of
the playleta In II, ii and V a throne may be set up L.

I,iand iii. Rugged scenery, with sca in the distance.* However,
the stage should be so dark that the scene will hardly be observed.

III,i. The queen’s study.*

Lighting. The dramatic effect will be heightened if II, ii is only
dimly lighted, except for a spot upon the “players” and a reflection
on the king’s face. After the king has rushed away, Hamlet and
Horatio may step into the better lighted space that the actors occu-
pied a moment before.

Stage Movements. The entrances and stage business have been
contrived so that R. is indicative of possessing the upper hand or
advantage. Thus the ghost makes his ominous entrance . Ham-
let, after his communication with the ghost, exits B. E. becomes
the symbol of his motive. He puts on the play with entrances
from the R., and Horatio comes to him from that side. However,
when through the killing of Polonius, Hamlet loses the upper hand,
he disconsolately makes his exit L. In the last act he makes his
appearance R., and though Laertes wounds him when for an instant
Laertes gets the R., Hamlet carries out his purpose and dies upon
the R. The false King’s throne was upon the L., a dumb prophecy
that it will fall. Instances of like symbolic stage movement in this
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playlet can be recognized by reference to the very short summary
in the notes on Preparations for Presenting the Plays.

Elizabethan Stage. 1, i, inner stage; ii, outer stage; iii, inner
stage. In Shakespeare’s time the ghost probably disappeared through
a trap door in the floor, since in the complete play after his exit
his voice reaches Hamlet from ‘“‘under the stage.”

I1, i, outer stage; ii, Hamlet’s instructions to the players are given
on the inner stage, then the curtains are closed until the beginning
of the mimic play, which is acted upon the inner stage with the
spectators on the outer stage.

III, i commences with outer stage. Hamlet, however, in drawing
the curtain to discover that he has killed Polonius, reveals a section
of the inner stage upon which the ghost afterwards appears. It
is possible, however, that in Shakespeare’s theatre the inner stage
was revealed upon Hamlet’s entrance and that Polonius hid behind
an arras hung before some smaller section of the stage. ii, outer
stage. .

1V, inner stage; V, commences on the outer stage, but the cur-
tains open at the entrance of the King and Queen, so that the re-
mainder of the act takes place upon the full stage.

Simpler Stages. Appropriate changes of the lighting for different
scenes will sufficiently mark off and characterize the steps in the
progress of the playlet. The simple curtain stage needs no modi-
fication for any of the scenes.

On a bare platform stage with simple cheesecloth hangings on
only the rear wall, a simple device for securing the effect of distance
and mystery will be espec’ally appreciated. This effect may be
secured by hanging a curtain of gray cheesecloth about two feet
in front of the hangings at the back of the stage and training two
search lights upon it from the sides of the stage, one light dimmed
far more than the other. The ghost, making his appearance behind
the dimly lighted section of the curtain, seems to be coming from a
great distance, and even when he stands behind the brilliantly lighted
section, seems to be surrounded by an atmosphere of shadowy
mystery.

Music. Songs “or Hamlet may be had from French for $ 48.

Sheet music from H. W. Gray Co.:
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Suite (G. Henschel) — piano duet, arranged by Battison
Haynes.. ... ..ot e $3.75
Incidental Music for violin and piano (B. Tours)........... 2.25

CALIBAN

Costumes. Italian. Elizabethan may be substituted.

Prospero carries a wand; he also assumes a mantel made of tarlatan
when he is supposed to become invisible. Ariel wears a gauzy cloak
of the same material, which he draws up over his shoulders when
he is not to be seen.

Realistic Stage. I, IV, and V. Back drop of rugged scenery,*
with sea L. The right hand side of the stage may have a painted
canvas structure built on it to represent the mouth of Prospero’s
cave.

IIand ITII. Drop pictures of another part, or of other parts, of the
island. ,

However, the whole playlet may be staged upon the same part of
the island, if necessary, by throwing different parts of the scene
into shadow and changing the lights, so that difference in atmosphere
will be felt.

IV will be more effective with a hedge,* a little higher than waist
high, running across the stage. This may be considered a magic
creation of Prospero’s, on which the garments used as a trap for
Stephano, Trinculo, and Caliban can be displayed, and behind cover
of which the spirits in “strange shapes” may hunt the thieves from
the stage invisible to the audience.

Laghting. 'The first scene should be nearly dark, and only flick-
eringly lighted at all. Prospero and Miranda can be seen against
the rock and the vision of a ship, L., riding on the waves. Reflecto-
scoped plctures of a ship in successive stages of distress may be the
source of this effect, the substitution of one picture for another being
effected during seconds of darkness. If the reflectoscope is wired
with the same lighting circuit as the blue lights for this scene, the
substitutions will be easily made, since the illusion will disappear
every time the lights go off. The ship may be rocked and tipped.
as if by the tempest, and should be withdrawn just after Prospero



382 FORTY-MINUTE PLAYS FROM SHAKESPEARE

speaks the opening lines of the playlet. From this point on the stage
should become lighter.

If the vision of the ship seems too difficult, all representation of it
may be omitted, nothing but the illusion of the storm being absolutely
necessary to the stage business.

For the first scene it may be well to remember that an effect of
distance and mystery may be added to any painted curtain picture
or other scenic representation if a drop curtain of gray or black
gauze be interposed between the scene and the audience. Extra
lighting, however, is necessary, preferably from above between the
gauze and the picture, since the gauze will be readily discernible
from the audience unless there is light behind it. However, the
gauze curtain should be raised soon after Prospero begins to speak.

Simpler Stages. For the curtain stage, the suggestion of the
jagged opening of the mouth of Prospero’s cave may be made by
pinning the top of a rectangular opening at the back into a jagged
line and modifying the sides in the same fashion. .

Elizabethan Stage. In Shakespeare’s time the entire inner stage
may have been reserved for the representation of Prospero’s cave
or cell in the rock, or there may have been a smaller space at the
rear of the inner stage curtained off with a second arras or curtain.
The balcony was used freely both in the representation of a scene
on board the ship and for the airy regions. A kind of swinglike
elevator suspended from the roof of the theatre was utilized by
Ariel for his flights from the balcony to the fore stage.

The outer scene may have been localized by the representation
of a huge rock, and figures of trees on the arras or curtain may have
suggested the grove that protected the mouth of Prospero’s cell.
We know that the curtains were sometimes figured, and an ap-
propriately painted or figured arras msay have been the forerunner
of our modern scenic drop curtain.

Ariel may make his appearances from the inner stage C. instead of
from a balcony.

Music. A book of songs for The Tempest can be had from H.
W. Gray Co. (arranged by Dr. R. Dustan) for $ .50, and another
book from French for $1.20.

Incidental music, from H. W. Gray Co.:
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Overture — piano duet (Arthur Sullivan)...................$1.50
Prelude — piano duet (Sullivan)........................... 1.25
Three dances — piano solo (Sullivan). . J O (1]
“ “ violin and piano (Sulhvan) .. vee... 2.25
Prospero — concert overture — piano solo (F. Corder) ....... 1.50
“ “ “ piano duet (Corder). . .. 225
Where the bee sucks — unison song (Arne)................. .08
oo string parts for above, each.......... .15
“oom e part song (Arne) arranged. .......... .08

BENEDICK AND BEATRICE

Costumes. Italian and Spanish. Elizabethan may be substituted.

Benedick must wear a handsome Van Dyke or perhaps a some-
what bushier beard and mustache in the first act.

Realistic Stage. For alt of the playlet, except III the scene
will be a garden behind Leonato’s house. Trellises of vines,* painted
on screens, may be arranged in about the following disposition:

{ —
vines vines,

L Q’y /

vines vines

bench vines

Front of Stage

The back of the stage may be either a house* or a garden wall,*
or both, the arrangement used in Bottom III.

TI1I. The front wall of a church interior.*

Lighting. Evening should be suggested for the second episode
»f Act I and the third episode of Act II. For the other scenes,
slighter contrasts in lighting, as suggested by the synopsis, may
e made.

Sitmpler Stages. At least one screen on either side of the garden
valk will be necessary, since this is a play in which a number of the
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characters must conceal themselves. On a curtain stage, a rectan-
gular entrance should be left open C.

Elizabethan Stage. The full stage may be used for all scenes
except III, which may be confined to the outer stage. A small recess
at the rear of the inner stage may have been curtained off in Shake-
speare’s time with a figured arras for the honeysuckle bower in which
Beatrice hid.

Music. For the second episode of I there should be lively
tinkling music before the curtain goes up, in order to suggest the ball
Leonato is extending to his visitors. The music suddenly stops
when Don John is revealed, but resumes again after he is gone, and
except at intervals, when the conversation is serious, grows more
brilliant until the second appearance of Don John, when it ceases.
Slight snatches of incidental music may be interspersed through
other merry parts of the playlet.

A book of songs for Much Ado about Nothing may be had from
French for $ .72. }

Incidental music — H. W. Gray Co.:
Overture — piano duet (E. German).......................$2 25
Selection of themes — piano solo (1. German) ceeie.... 150
Song, Sigh no more, ladies — part song, S. 8. A. T B (Stevens) .08

“ “ow “  —trio, S. A. B.or S. S. A. (Stevens) .08

TWELFTH NIGHT

Costumes. Use Elizabethan; the general atmosphere of the por-
tion of the play used for this playlet is Knglish. Feste may wear a
fool’s motley suit, or he may be in carnival attire

Realistic Stage. The scene remains the same throughout the
playlet — a garden in front of a drop picture or set of a house, in
which there is a small grated basement window, behind which Mal-
volio is imprisoned (IV, ii). Representations of trellised vines* may
be distributed about as shown on the opposite page.

The characters will conceal themselves, when hiding, in froni of
the trellises, so that they may be seen by the audience, though hidden
from the characters on the stage.

Lighting. The time of day for each episode is given in the synopsis
of the playlet. IV, ii takes place at dusk.
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Simpler Stages. At least a screen on both sides of the stage will
be necessary for the characters to hide in front of. On a curtain
stage, the basement window may be suggested by pinning up the
bottom of one of the widths at the back to a height of about 18

— —
I —
—] —

Front of Stage

inches. This opening should not show for any of the other epi-
sodes. A rectangular entrance should be left open in the back
surtain — probably at the center.

Elizabethan Stage. A bench covered with gray cloth may be left
on the outer stage throughout the play.

I, outer stage; II, inner stage; III, outer stage; IV, i, inner
stage, with Sir Toby and Fabian hiding upon the outer stage; ii,
outer stage, with Malvolio imprisoned behind the curtains, which
are parted slightly so that Malvolio may be seen within but not so
that he may see much of the outer stage; V, inner stage.

Music. A book of the songs for Twelfth Night may be had from
French for § .72.

MACBETH

Costumes. Scottish, 1040-57 A.n. Probably the best represen-
tation would be costumes from the first chapter of Calthrop.

Realistic Stage.

I. Alonely heath, with stretches of peat and furze.

II. Within the courtyard of a castle.

III, i. A royal hall.*

III., ii. A second hall.* This drop picture should be farthest
back on the stage, and the space immediately in front of it should
be set with a table and chairs. Drape the chairs.

IV. A cave,* within the opening of which, through thinner
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material than canvas, may be seen the reflectoscoped pictures, pro-
jected from behind, of the witches’ cauldron with fire burning under
it, and of the first three apparitions that the witches show Macbeth.
The reflectoscope may he used in a most uncanny way to show
Banquo’s ghost and even the bloody dagger — real enough to the
vision of Macbeth.

V, i. A forest.* Fresh-cut boughs. lying upon the stage, are
picked up by the soldiers.

V,ii. A wild landscape,* seen from the top of a hill. A low wall
may be set up a few feet from this drop picture, so that the idea
of an intervening precipice between the castle and the scene may
be carried out. A similar wall may be set up, running from the front
to the back of the stage, R., up over the top of which the attacking
forces may seem to climb from the slopes below. R. there should
be the arched entrance to the castle.

Macbeth may meet his death by falling over the wall and precipice
at the back of the stage, while fighting with Macduff. |,

Lighting. The first act should take place in a dusky atmosphere
of storm. Blue lights for Act IV. The rest can be worked out
readily from the text.

A drop curtain of black gauze or cheesecloth interposed between
the witches and the audience will produce the effect of fog and
enhance the mystery of these scenes. However the gauze drop
curtain should be withdrawn upon the disappearance of the witches.

Simpler Stages. The jagged mouth of the cave may be indicated
as in Caliban. An arched way should be left open L. for the last
scene. The wall may be omitted.

Elizabethan Stage. 1, full stage, the witches appearing upon the
inner stage and Macbeth and Banquo walking across the outer stage.
The curtains may close on the witches when they ‘“vanish.”

11, outer stage, with the door to the King’s chamber C.

111, i, outer stage; ii, inner stage.

IV, outer stage. The inner stage may be revealed immediately
preceding the line, “ Why sinks that cauldron, and what noise is this? ”’
The cauldron may be removed by one of those helping to draw the
curtaing. The witches then retire to the inner stage, and “vanish”
when the curtains are closed on them.
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V, 1, outer stage; ii, inner stage.

Music. The book of vocal music for Macbeth can be had from
French, for $1.20.

Sheet music, H. W. Gray Co.:
Incidental music attributed to Matthew Locke, vocal score...$ .30
When shall we three meet again? (Horsely)................. .06

“ o RKINg) e e, 12

PRINCE HAL AND FALSTAFF

Costumes. See Calthrop, period of Henry IV.

In the second scene the Prince and Poins wear loose-fitting jerkins
and masks.

Realistic Stage. 1. and iii. A room* in a tavern.

il. The highway. A hedge* may run across the stage back of the
road. The drop picture may be of any rugged landscape.*

Simpler Jtages. A single screen or a tree near the back of the
stage R. may be sufficient for the Prince and Poins to hide behind,
especially if there is a shadow on the stage at this point.

Elizabethan Stage. 1, inner stage; ii, outer stage. Hal and Poins
hide back of the curtain. iii, inner stage.

Music. There is no music published for Henry IV, Part I.

PRINCE HAL AND HOTSPUR

Costumes. See Calthrop, period of Henry IV.

Realistic Stage. I, i. Possibly the same drop picture as III,
but nothing is seen on the stage except a red spotlight on the three
men.

I, ii. A blue or amber spotlight shows only the new group of
three.* ¢

II. A room in a tavern.*

III. A battle field. Drop picture of rugged scenery.*

Elizabethan Stage. 1, i, inner stage; ii, outer stage; II, inner
stage; III, i, outer stage; ii, full stage.

Music. There is no music published for Henry IV, Part I,
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FALSTAFF

A play which will take about an hour in presentation may be
formed by combining the two short playlets of Prince Hal and Fal-
staff and Prince Hal and Hotspur. The combined Dramatis Persone
and Synopsts follow.

FALSTAFF
A Play in Four Acts
FROM HENRY IV, PART I
DRAMATIS PERSONZE

Henry (hgn'rl), PRINCE oF WALES.

Sir JouN Farstarr (fol’staf).

Porns* (poinz).

GapsHiLL * (giidz'hil).

Barporpru (bar’'dolf).

Hostess of the Boar’s Head Tavern.

Sheriff.*

Three Travellers.*

Henry Percy (hén'r phr’st), surnamed Horspur.

EarL oF NORTHUMBERLAND (nor-thim’bér-lgnd), his father.

EARL oF WORCESTER (W00s'tér), his uncle.

Epmunp MoRTIMER * (8d-miind mor-tl-mar), Earl of March, his
brother-in-law.

OweN GLENDOWER (0’8n glén’ddor), of Wales.

Sir Rrcuarp VERNON (rlch’ard vir’niin).

EarL or Doucras * (dug'las).

Joun oF LancasteEr (ling’kds-ter), second son of the King.

Sir WaLTER BLunT * (Wdl’tér blint).

Kinc HENRY THE FOURTH.

20 roles.*

SerriNg: England and Wales, 1402-1403 A.D.

* Cast reducible to 11 by “doubling” Northumberland, Mortimer,
and First Traveller; Vernon and Powns; King Henry IV, Blunt, and
Second Traveller; John of Lancaster, Sheriff, und Third Traveller; Wor-
cester and Gadshill; Glendower and Douglas.
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Acr 1. Prince Hal and Falstaff.*

Scene 1. In Boar’s Head Tavern, London. Falstaff and
the Prince of Wales. Poins.

Scene 2. The next night. The highway near Gadshill,
scene of the prospective robbery. The Prince and Poins.
Falstaff, Gadshill, Bardolph. The travellers.

Scene 3. Later that night. The Tavern.

Act II.  How the rebellion had its begzinning. (Sometime earlier
than the last scene of Act I.)

Scene 1. London. The Palace. Hotspur, the son of the
powerful Karl of Northumberland, hears from his
father and uncle of Mortimer’s claim to the throne.

Scene 2. In Wales. Hotspur, Mortimer, and Glendower
plan to divide England and Wales among themselves.

Acr III. At the Boar’s Head Tavern. TFalstaff and Bardolph.
Called into service by the Prince himself.

Act 1V. Seene 1. Hotspur and Douglas waiting on the battle
field for their allies.

Scene 2. The King and princes receive the embassy of
Worcester and Vernon. The battle. Victory.

INTERCHANGEABLE SCENERY

BASED UPON THE FOREGOING NOTES FOR PLAYING THE PLAYLETS IN
THIS BOOK

Before any of the scenes in the following list are painted, the others
in the same group should be analyzed for future accessibility.
Set scenes.

A hause in classical style — As You Like It, I, 1, ii; Shylock,
11, V ji; Brutus and Cassius, III; The Taming of the Shrew, I,
Benedick and Beatrice; Twelfth Night.

Wide front steps for house — As You Like It, I, ii; Shylock, 1I;
Brutus and Casstus, I11.

Platform — Shylock, V; Brutus and Cassius, 111

* Prince Hal and Falstaff. The playlet beginning on page 311 con-
stitutes Act I of this play, and the playlet Prince Hal and Hotspur on
page 330, Acts II, III, and IV
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Back drop pictures.

Yorest — As You Like It, The Taming of the Shrew, IV, Macbeth,
v, i

Rich interior — Shylock, IV; The Taming of the Shrew, II, IV;
Hamlet, 111, i; Prince Hal and Falstaff, 1 and iii; Prince Hal and
Hotspur, 11.

A massive hall — Shylock, V, i; Bottom, IV; Hamlet, I, ii, II
II1, ii, IV, V; Benedick and Beatrice, 111; Macbeth, 111, i.

Wild landscape with sea in distance L. — Hamlet, 1, i, iii; Caliban;
Macbeth, V, ii; Prince Hal and Falstaff, ii; Prince Hal and Hotspur,
II1.

Back drop of black or gray gauze. — Hamilet, 1, i, ii; III, i; Cali-
ban, 1, i; Macbeth, 1, IV.

A hedge running across the stage. — Shylock, V; Caltban, IV;
Prince Hal and Falstaff, ii.

Painted canvas structure of mouth of cave.— Caliban; Mac-
beth, IV. '

Flies or masking pieces at sides of stage.

Trees — As You Like It; Shylock, V,ii; Bottom, I11; Macbeth, V, i.

Trellises of vines — Benedick and Beatrice, Twelfth Night. May
also be used in As You Like It, 1, i; Shylock, V, ii.

The sides of the stage for all other scenes may consist of two
simple flat screens of neutral color, upon which lights of different
colors for the successive scenes can be reflected.

A tall, arched entrance way should be cut in the L. screen tor
Shylock, 1, The Taming of the Shrew, I, Macbeth V; in the screen
R 2 for The Taming of the Shrew, V.

For the sides of the stage, four double screens may be substituted
for the two single flats. These have the advantage of being able
to stand alone, as well as have four different picture scenes painted
on them (on each of the four faces respectively), one of which being
turned toward the audience, the others remain concealed. A special
type of hinges permits of folding the screens either way.

Probably the best combination of faces for the set of four double
screens is (1) trees, (2) the sides of a great hall, (3) the sides of a
second rich interior, (4) a plain, neutral color.
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It is feasible to take advantage of the fact that there will be a
shallow stage for some of the scenes, on account of the arrangements
for using a number of scenic drop curtains and possibly & set scene
behind them, and have the front pair of double screens painted a
different combination of scenes from the back pair. Say that the
front pair be painted (1) a street, (3) vines and shrubbery, with
(2) and (4) the sides of a great hall and a neutral colored side. The
second set of screens can be used front or back and in combination
with a shallow stage or even in combination with the blank neutral
colored screens placed in front as the inconspicuous tormentor wings
for a picture set upon the back of the stage.






INDEX

A Midsummer Night's Dream (Sce
Bottom)

As You Lake It, pronunciation of
names, 3; number of roles, 3;
Prolog-Introduction, 4; map, 5;
text of the playlet, 6; Additional
Readings, 35; Notes for playing,
371; music, 372

Audience. effect of a good, 369

Automobile searchlights, use of for
lighting stage, 366

Benedick and Beatrice, pronuncia-
tion of names, 227; number of
roles, 227; Prolog-Introduction,
228; map, 229; text of the playlet,
229; Additional Readings from
Much Ado about Nothing, 253;
Notes for playing, 383; music, 384

Bottom, pronunication of names,
102; number of réles, 102; Pro-
log-Introduction, 103; map, 103;
text of the playlet, 104; Addi-
tional Readings from A AMMad-
summer Nught's  Dream, 121;
Notes for playing, 376; music, 377

Brutus and Cassius, pronunciation
of narmes, 65; number of rdles, 65;
Prolog-Introduction, 66; map,
67; tYext *of the playlet, 68;
Additional Readings from Julius
Ceesar, 101; Notes for playing,
374; music, 376

C. (See R.)

Caliban, pronunciation of names,
199; number of roles, 199; Prolog-
Introduction, 199; map, 200;

text of the playlet, 201; Addi-
tional Readings from The Tem-
pest, 226; Notes for playing, 381;
musie, 382

Characterizations, study of, 366

Classroom adaptation of Eliza-
bethan stage, 359. (Sece also
Notes for playing cach of the
plays)

Costumes, period, 351, 360; pag-
cant, 352, 362; hired, 361; home-
made, 360, 361. (See also Notes
for playing each of the plays)

Colored lights, use with curtain
stage, 351; use with realistic
stage, 354; how to produce, 365;
(See also Notes for playing cach
of the plays)

Curtain stage, 351, 355. (See also
Notes for playing each of the
plays)

Development of characterizations,
366

Dramatic presentation of the plays,
351

Dramatic reading, 352

Elizabethan stage, 351, 357; class-
room adaptation of, 359. (See
also Notes for playing each of the
plays)

Falstaff, a longer play combining
Prince Hal and Falstaff and
Prince Hal and Hotspur, 388

Formal group reading, 352

393



394

Hamlet, pronunciation of names,
165; number of roles, 165;
Prolog-Introduction, 166; map,
168; text of the playlet, 168;
Additional Readings, 198; Notes
for playing, 379; music, 380

Henry IV, Part I (See Prince Hal
and Falstaff and Prince Hal and
Hotspu.)

Hired costumes, 361

Incidental music, general consider-
ations, 364, 365. (See also Notes
for playing cach of the plays)

Informal group reading, 352

Interchangeable scenery, 389

Julius Caesar (See Brutus and
Cassius)

King Henry IV, Part I (See Prince
Hal and Falstaff and Prince Hal

and Hotspur)

L. (See R.)

Lightning, general considerations,
365. (See also Notes for playing
each of the plays)

Macbeth, pronunciation of names,
284; number of rdles, 284;
Prolog-Introduction, 283; map,
286; text of the playlet, 287;
Additional Readings, 310, Notes
for playing, 385; music, 387

Mannerisms, 368

Merchant of Venice, The (See Shy-
lock)

Madsummer Naght's Dream, A (Sce
Bottom)

Much Ado ahout Nothang (Sce Bene-
dick and Beatrice)

Music, general considerations, 364.
(See also Notes for playing each
of the plays)

INDEX

Notes for playing each of the plays,
371

Outdoor productions, 351.  (See
also Notes for playing each of the

plays)

Pageant costumes, 352, 362

Pi~ture stage. (See Realistic
scenery)

Platform presentation, simple, 351,
365. (Sce also Notes for playing
cach of the plays)

Presenting plays, the different ways
of, 351

Preparations for presenting a play,
366

Prance Hal and Falstaff, pronuncia-
tion of names, 311; number of
roles, 311; Prolog-Introduction,
311; map, 312; text of the playlet,
313; Notes for playihg, 387

Prince Hal and Hotspur, map, 312;
pronunciation of names, 330;
number of rdles, 330; Prolog-
Introduction, 331; text of the
playlet, 332; Notes for playmg,
387

Pronunciation of names (Sce indi-
vidual plavlets)

Publicity, 369

Reading, formal group, 352; in-
formal group, 352; re-creation
352; dramatic reading, 353

Realistic costuming, 360

Realistic  dramatic  presentation,
351, 353 ..

Realistic scenery, 353, 357

Remhardt, Max, xix, 367, 368

R., significance of R., L., C., 6;
significance of L. r and L. 2, 126

Scenery, interchangeable, 354, 3R9;
painting, 384, 389; paper, 354;
Realistic or Picture, 353, 357;
standardized, 389
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Screens, for sides of realistic stage,
353; with platform stage, 360;
with classroom adaptation of
Elizabethan stage, 359; inter-
changeable or standardized, 354,
390

Shylock, pronunciation of names, 36;
number of roles, 36; Prolog-Intro-
duction, 37; map, 38; text of the
playlet, 39; Additional Readings
from The Merchant of Venice, 63;
Notes for playing, 372; musie, 374

Simple platform stage, 351, 360

Songs. (See Notes for playing cach
of the plays)

Stages  (See Realistic, Curtain,
Elizabethan, and Simple Plat-
form)

Staging of the Plays, The, 353

Study of the characters, 366

Support frontin front of the curtain,
369

Symbolic stage movement, 367

395

Taming of the Shrew, The, pronunci-
ation of names, 123; number of
roles, 123; Prolog-Introduction,
124; map, 125; text of the play-
let, 126; Additional Readings,
164; suggestion for a longer play,
164; Notes for playing, 378;
musice, 379

Tempest, The (See Caliban)

The Merchant of Vemwce (Sce Shy-
lock)

Twelfth Night, Pronunciation of
names, 254; number of roles, 254;
Prolog-Introduction, 25%; map,
256; text of the playlet, 256;
Additional Readings, 282; Notes
for playing, 384; music, 385

Voeal musie (See Notes for playine
cach of the plays)

| 1, significance of, 7






The MODERN READERS’
SERIES

ASHLEY H. THORNDIKE, General Editor

THE MODERN READERS’ SERIES will include a
wide range of English and American literature and,
to a lesser degree, the literature of other nations
through translation. In addition to books of rec-
ognized popularity and appeal, the series will
include works, heretofore not easily accessible, of
importance and value to serious readers and stu-
dents. Each book is edited with an introduction
by an authority in the field of literature in which
the book belongs.

Distinction has been sought not alone through
care®in the choice of titles and the quality of the
editing but through beauty and strength of me-
chanical form as well. Much thought and care have
been expended on typography, paper, binding,
illustrations, and decoration. In general the titles
in the series are available in two styles: one, a rich
half-leather binding at $1.25; the other, a hand-
some durable binding of blue cloth designed par-
ticularly for college and school use for $.80. The
price of each edition is extremely low considering
the quality maintained.

At present, in addition to the volumes already
published, some fifty volumes are in process of
‘prefaration. A few books whose length might be
«forbidding to some readers have been abridged by
shortening or eliminating over-long descriptive
passages and occasional unimportant digressions
from the main narrative. Such abridgments are in-
dicated by {ab] after the title.




The MODERN READERS’ SERIES

A few of the titles either published or soon
forthcoming are:

AESOP'S FABLES: (Edited by Jacobs].
*ALLEN: A Kentucky Cardinal and Aftermath.
*ARNOLD: Culture and Anarchy.
BARKER: Forty Minute Plays from Shakespeare
*BRONTE: Jane Eyre. (cloth only).
BURNS: Selected Poems.
*BUTLER: The Way of All Flesh.
CERVANTES: Don Quixote [ab).
COLERIDGE: Bigraphia Luteraria.
COOPER: The Pathfinder {ab).
DANA: Two Years Before the Mast.
DICKENS: A Tale of Two Cittes.
David Copperfield [ab] (cloth only).
DUMAS: The Three Musketeers (ab).
ELIOT: Middiemarch.
EMERSON': Essays.
FRANKLIN: Autobtogm[by.
GARLAND: A Son of the Middle Border.
HAZLITT: Essays.
MACAULAY: Historical Essays.
*MEREDITH: Richard Feverel.
MILL: On Liberty and Other Essays.
NEIHARDT: The Song of Three Friends and
*PATER: Marius, the Epicurean.  {TheSong of Hugh Glass.
PORTER: Scottish Cheefs (ab).
RIIS: The Making of an American (cloth only).
SCOTT: Heart of Midlothian [ab).
Ivanhoe {ab).
SHERIDAN: Plays.
SMITH: Short Plays by Representative Authors (cloth only).
STOWE: Uncle Tom’s Cabin.
*TENNYSON: Idylls of the King.
THACKERAY: Henry Esmond
Vanity Farr {ab).
*TROLLOPE: Barchester Towers.
WATTS: Nathan Burke. .
WHITE: A Certain Rich Man.
WILKINSON: Contemporary Poetry.
WISTER: Lady Baltimore.
WORDSWORTH: Poems (Selected by Matthew Arnold),

* Cannot be sold in British Dominions.
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