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INTRODUCTION

Shakespeare’s most sustained and enduringly influential encounter with the culture of antiquity, which was itself such a formative influence on his own culture, came in the three plays that he based on Sir Thomas North’s English translation of Plutarch’s Lives of the Most Noble Grecians and Romans: Julius Caesar, Antony and Cleopatra, and Coriolanus. But these great tragedies were not his only forays into the classical world. He also wrote a long poem about early Rome’s transition from monarchy to republic (The Rape of Lucrece), a dramatization of part of the Trojan war (Troilus and Cressida), a strange, generically hybrid play about the Romans in Britain (Cymbeline), and a romance of the ancient world based ultimately on sources from the Hellenistic period (Pericles). And there are two further “classical” plays, which, though one belongs to the early Elizabethan phase of Shakespeare’s career and the other to his mature Jacobean years, have fascinating similarities that make them into a most intriguing pair: Titus Andronicus and Timon of Athens.

The full extent of their Shakespeareanness has always been doubted: scholars are now all agreed that Timon was a collaboration with Thomas Middleton, and most agree that Titus is marked with the hand of George Peele—though there is still a debate as to whether the play was an active collaboration or a Shakespearean reworking and development of an earlier effort by Peele. Both plays include a high proportion of original plotting, as opposed to the Plutarch-based Roman tragedies, which follow their historical sources with a degree of rigor. Both plays have a hero who becomes increasingly isolated and verges toward madness. Both make much of the contrast between the supposedly civilized but actually corrupt city (Rome, Athens) and a wood or wilderness beyond. Both include soliloquies of great denunciatory force. Yet for three centuries, neither was staged with any regularity.

In the late twentieth century, however, Titus came into its own: in an age of genocides in real life and extreme, often playful violence within cinematic art, it seemed a very modern work. Indeed, in 1999 the immensely imaginative director Julie Taymor turned it into one of the finest of all Shakespearean movies, starring Anthony Hopkins. Timon, on the other hand, still awaits its modern rediscovery. But in an age dominated by financial anxiety, it may well be about to come into its own, perhaps justifying the sense of its importance that we find in the economic writings of its most famous nineteenth-century advocate, Karl Marx.

TITUS ANDRONICUS

From the 1700s to the Second World War Titus Andronicus was considered so shocking and so subversive of the noble Roman ideal of decorum that it was hardly ever staged and was frequently said to be by someone other than Shakespeare. High-minded critics and scholars could not imagine the National Poet soiling himself with a barbaric feast of rape, dismemberment, and cannibalism. Yet Titus was one of the most popular plays of the Elizabethan age.

A glorious mishmash of history and invention, it creates an imaginary Rome that is simultaneously democratic and imperial. The play is not so much a historical work as a meditation on history. We might call it a “meta-history.” The political structures of the early Roman republic and the decadence of the late Roman Empire are deliberately overlaid upon each other. They are also mingled with the preoccupations of late Elizabethan England: the opening political dispute between Saturninus and Bassianus is over the question of the succession to the recently deceased emperor, a matter of considerable concern at the time Shakespeare was writing, when the old Virgin Queen was nearing the end of her life and there were several rival candidates to succeed her.

We are asked to imagine that this could be any time in the Roman era and no time. The spiral of revenge begins with an act of human sacrifice, the slaying of Tamora’s son Alarbus to appease the shades of those of Titus’ sons who have been killed in the wars against the Goths. Historically, human sacrifice was never practiced in ancient Rome, but mythically all cultures have their foundational myths of such offerings. For Shakespeare and his audience, Rome was evocative of the Roman Catholic Church as well as the pagan empire of the past. So it is that the action is peppered with allusions to the ultimate sacrifice, the crucifixion of God’s own son, and to the doctrinal differences consequent upon it. The word “martyred,” which was deeply significant to both Catholics and Protestants, is applied to Lavinia, and when she assists her father in the butchery of Chiron and Demetrius, she is asked to “receive the blood,” a phrase that darkly parodies the language of the Eucharist, in which we are redeemed by the blood of Christ—though whether the wine of the feast was real or symbolic blood was a matter of fierce debate.

The play sealed Shakespeare’s reputation as the authentic successor to the original angry young man of English drama, Christopher Marlowe. Aaron’s delight in his own villainy is shamelessly pillaged from Barabas’ and Ithamore’s boasting in the same vein in Marlowe’s Jew of Malta. Shakespeare was a contrarian. He took the commonplaces of his age and stood them on their heads—or perhaps sliced off their heads and baked them in a pasty. Rome was synonymous with civilization and the Goths with barbarism: so Shakespeare considers the possibility that Rome was just as barbarous as the Gothic forest. Roman Stoicism proposed that it was healthy to keep your emotions under tight restraint: so Shakespeare voices the need to give your feelings vent (“Sorrow concealèd, like an oven stopped, / Doth burn the heart to cinders where it is”). The law prescribed that punishment should be left to the justice system: so Shakespeare dramatized the primal—though ultimately self-destructive—attraction of acting out revenge for oneself. A daughter has been raped and mutilated. The law is not there to help; even the poor Clown goes from quest for imperial justice to arbitrary execution. Titus accordingly raises the stakes and thinks of a revenge so hideous that it outdoes the original crime. This is but an extreme version of an instinct that is still with us: the police do nothing about burglaries, so out comes the homeowner’s shotgun.

Structurally, the violence in Titus is always artistically purposeful, never showily gratuitous. There is a harsh but elegant symmetry to the action. Alarbus’ limbs are lopped, and so then are Lavinia’s: since Tamora Queen of the Goths loses her son, Titus General of the Romans must lose his daughter. Ever since the time of ancient Greek tragedy, Western culture has been haunted by the figure of the revenger. He or she stands on a whole series of borderlines: between civilization and barbarity, between an individual’s accountability to their own conscience and the community’s need for the rule of law, between the conflicting demands of justice and mercy. Do we have a right—a duty even—to exact revenge against those who have destroyed our loved ones? Or should we leave vengeance to the law or the gods? And if we do take action into our own hands, are we not reducing ourselves to the same moral level as the original perpetrator of murderous deeds? In the Elizabethan public theater, Thomas Kyd began to explore these questions in The Spanish Tragedy; Shakespeare developed them further in Titus Andronicus and then refined them to their highest level in Hamlet.

Revenge drama can deal as powerfully with emotional trauma as with ethical dilemma. Hieronimo in The Spanish Tragedy is driven mad by the death of his son. In the end his grief becomes so intense that it is literally inexpressible, causing him to bite out his own tongue. Shakespeare nods toward Hieronimo when Titus says “Or shall we bite our tongues, and in dumb shows / Pass the remainder of our hateful days?”

Is it possible to relieve emotional anguish through language? The attempt to do so is the traditional cathartic function of poetic tragedy. In Titus, Marcus—the play’s chief “spectator” figure—confronts the appalling mutilation of his niece, Lavinia, and finds himself searching for a language of mourning that will “ease [her] misery.” Her father, Titus, later tries to share her pain by holding her closely to him and comparing her to the weeping wind; himself to first the sea and then the earth. But even this elemental language is insufficient. Lavinia’s woes are literally unspeakable. Throughout Titus, Shakespeare pushes at the boundaries between true expression and false, sanity and madness, speech and silence.

In particular, he is fascinated by the ways in which the human body itself can be made to speak. The actor on the Elizabethan stage communicated with his audience in two ways: through words and gestures. Shakespeare began his career as an actor, learning the elaborate rhetorical speeches and highly formalized physical gestures that characterized the relatively crude dramatic repertory of the time. The top box-office star of this period, the early 1590s, was Edward Alleyn. The first Hieronimo, Alleyn was renowned for his grand style. Shakespeare, though, quickly saw the dangers of going “over the top” onstage. Working closely with his leading actor, Richard Burbage, he sought to develop a much subtler style, in which poetic language became a medium less for showy display and more for a flexible, inquiring exploration of the inner life. Titus has its share of windy rhetorical grandiloquence—that was necessary in order to bring in the crowds. But its unique brilliance occurs in those passages where Shakespeare deliberately deprives himself of the dramatist’s usual resources of word and gesture. Kyd’s Hieronimo only bites himself into silence in the final scene before his death, whereas Shakespeare’s Lavinia has her tongue cut out before the halfway mark in the action. For the remainder of the time, she can speak only in dumb show. Nor can she express herself with gestures, for her hands have been cut off. She has become a visual icon of man’s inhumanity to woman. So it is that her father, Titus, has to “wrest an alphabet” from the “martyred signs” of her mutilated body.

Titus’ own body has been battered by years of war, and yet he survives. Shakespeare reminds us that real human beings are not supermen or last action heroes, but vulnerable creatures. Titus is scarred, muddy, physically made to stoop low, yet he remains high and indomitable in spirit, despite all the wrongs he has to endure in a cruel world devoid of divine justice:


Marcus, we are but shrubs, no cedars we,

No big-boned men framed of the Cyclops’ size,

But metal, Marcus, steel to the very back,

Yet wrung with wrongs more than our backs can bear.



Aaron, meanwhile, is the first great Shakespearean villain, the forerunner of Richard the Third, Iago in Othello, and Edmund in King Lear. But he is also the first great black role in English drama. Motivated throughout by his status as an outsider, at first he seems to be the devil incarnate. But toward the end, there is an astonishing turn-around. “Is black so base a hue?” he asks the Nurse who has handed him his first-born son with an insult. Black pride and paternal affection undo the ancient racist equation of darkness with evil.

Titus Andronicus plays like the work of a very clever, very naughty schoolboy. In the classroom of the Stratford-upon-Avon grammar school, young Will would have learned that the purpose of studying the classics was to be inspired by their heroic actions and moral virtues. This was the message of books such as Plutarch’s Lives of the Most Noble Grecians and Romans, out of which he would later create his Julius Caesar and Antony and Cleopatra. But what he also found in classical literature were glorious tales of blood and gore, not to mention every sex crime imaginable. The brilliance of Titus is that it is suffused with the language of the Elizabethan classroom—words like “tutor,” “instruct,” “lesson”—yet uses classical literature as “pattern and precedent” not for virtue but for high crime and misdemeanor. The story of the rape of Philomel by Tereus and her sister Progne’s juicy act of revenge, as told in Ovid’s Metamorphoses, is explicitly invoked first by Demetrius and Chiron as the pattern for what they do to Lavinia and then by Titus as the precedent for what he will do to them. And it is by way of reference to the actual book of Ovid that the silenced Lavinia contrives to reveal what has happened.

Again, the lesson of classical literature was that tragedy should be kept apart from comedy, high art from low. Shakespeare was perfectly capable of following this precept when he wanted: Julius Caesar probably has fewer laughs than any other play in the canon. But in Titus, he wantonly flouts the classical rules. He recognizes that there is actually a very narrow borderline between tragedy and farce. Four hundred years before the enfants terribles of modern Hollywood, he saw that audiences love the shock of the roller-coaster ride from violence to humor. Jokes are always at someone’s expense and it is one of the obligations of the serious artist to push at the barrier of good taste so that we can discover when the expense is so great that we feel sick.

If the play has a fault, it is that the formality of both language and action in the opening scenes creates a sense of stiffness that suggests classicism at its most tedious. This is probably not Shakespeare’s fault: modern scholarship has persuasively demonstrated by means of close stylistic analysis that Titus Andronicus was begun by another dramatist, George Peele, who had a high-level classical education and a taste for large-scale symmetrical stage encounters spoken in high-flown rhetoric. It is almost certainly Peele who deserves credit for the play’s ingenious syncretism, its sweep across the diversity of Roman history. We do not know whether the play was written as a purposeful collaboration or whether Shakespeare came in to do a rewrite or to complete an unfinished work. Nor do we know at precisely what point the writing became his alone—though there is no doubt that he is the author of all the most dramatic scenes, from the rape through the hand-chopping to the fly-killing banquet (which was his later addition, not included in the earliest printed text) to the feast at the climax.

Perhaps the most profoundly Shakespearean moment—a dramatic move far beyond the capacity of Peele—comes when Titus is confronted with the dismembered ruins of his family and his brother Marcus tells him that it is time to “storm,” to rend his hair and explode into a great tirade of words, to rant in the style of a ham actor. But he does not cry or curse. He laughs. In times of extremity, you have to throw away the rulebook. In real life, tragedy and comedy don’t live in different boxes. William Wordsworth once wrote of thoughts that lie too deep for tears. Only William Shakespeare could have dramatized the astonishing but profoundly human idea that the place you get to when you go beyond tears is not silence but laughter.

TIMON OF ATHENS

In thirty-seven of Shakespeare’s thirty-eight plays, there are representations of family and sexual relationships—parents and children, siblings, lovers, married couples; usually in multiple combinations. The bonds of family and desire are the very DNA of his dramatic world. Timon of Athens is the unique exception that proves the rule. Nobody in the play has a blood relationship to anyone else. The central character has no family and no lover.

The play seems to have been written around the time when Shakespeare was creating his most demanding female roles—Lady Macbeth and Cleopatra—and yet it almost entirely banishes women. Two whores have walk-on parts in one scene, delivering forty words between them. Some Amazons dance in a masque, though they may be intended as cross-dressed men, like the masquers in Love’s Labour’s Lost and Henry VIII. There are no children either: the boy actors in Shakespeare’s company can seldom have been so underemployed.

Cupid, the mischievous god of love, presides invisibly over all Shakespeare’s comedies and several of his tragedies: Timon is the one play in which he actually puts in an appearance, speaking the prologue to the masque. But ironically, he has no part in the action. No character in the play is struck by the dart of love. Cupidity, however—the desire for money—is the heart of the matter.

“In Timon of Athens,” wrote Karl Marx of his favorite play, “Shakespeare attributes two qualities to money. It is the visible deity, the transformation of all human and natural qualities into their opposites, the universal confusion and inversion of things; it brings incompatibles into fraternity. And it is the universal whore, the universal pander between men and nations.”1 In simpler language: we worship money, it distorts our view of what is important in life and it turns all relationships into commercial exchanges. As Lucius’ servant puts it, “Ay, and I think one business does command us all, / For mine is money.” No other Shakespearean play gives so much attention to servants: by focusing on the master–servant relationship, as opposed to parent–child or man–woman, Shakespeare and his coauthor Thomas Middleton (a master in both the comedy and the tragedy of commercial exchange) bring home the Marxist point. Money as the universal whore: that is the symbolic significance of having prostitutes as the only female roles. It is also why the play begins with a selection of unnamed characters selling their wares: jewels, silks for fine clothing, poems, and a painting.

The presence of a Poet is especially interesting, in that it gives a glimpse of Shakespeare’s conception of his own art. He knew from his experience of dedicating his early poems to the Earl of Southampton what was involved in the pursuit of patronage, and as a leading member of the King’s Men he was a firsthand witness of the rush for favors in the febrile atmosphere of the Jacobean court. The Painter at the beginning of Timon assumes that the Poet is assiduously preparing “some work, some dedication / To the great lord,” but the Poet’s reply suggests that Shakespeare conceived of his own art in terms of sprezzatura, the air of seeming artlessness. It takes effort to strike fire from a flint, whereas poetry may slip out “idly” and “as a gum, which oozes / From whence ’tis nourished.”

The opening scenes of the play offer a superb presentation of how culture, both in classical times and Shakespeare’s, operates through an elaborate system of ceremonies and rituals in which hospitality and respect are key elements. The granting of favors and the lavishing of gifts are equally essential to the system.

Gift-giving was not a spontaneous act of generosity (is it ever?): it was, as one historian of the early modern period puts it, “an integral part of the package of obligations and indebtedness which accompanied any transaction of services.”

In order to maintain the position in which he commands respect, Timon has to spend vast amounts of money throwing parties. As only the wise steward Flavius perceives, the continuance of the show has exhausted his master’s financial resources. On a smaller scale, Shakespeare himself had probably witnessed a similar process in his youth when his father reached a position of eminence in the community, but then overstretched himself, borrowed money and ran into trouble because he could not pay his debts. It is a familiar enough story, though in Timon of Athens the scale of the wealth is inflated to an extreme and the spiral into poverty is accompanied by a philosophical commentary.

Generally speaking, Shakespeare is skeptical of the claims of philosophy. He is more interested in how people behave in extreme situations than in what they profess to believe. He only used the word “philosopher” ten times in his complete works. Four of these usages are in wry contexts in the comedies, while the other six are confined to two tragedies, written in close proximity to each other early in the reign of King James I. They are two tragedies which follow a similar pattern of a man going from high to low estate, out from city or court to forest or stormy place where there’s scarcely a bush. In this “outside” space, the protagonist is filled with fury at his fellow humans. One of those two plays is King Lear, the other is Timon of Athens. The resemblances have often been observed.


VARRO’S SERVANT    What is a whoremaster, fool?

FOOL    A fool in good clothes, and something like thee. ’Tis a spirit: sometime’t appears like a lord, sometime like a lawyer, sometime like a philosopher with two stones more than’s artificial one. He is very often like a knight; and generally in all shapes that man goes up and down in from fourscore to thirteen, this spirit walks in.

VARRO’S SERVANT    Thou art not altogether a fool.



A snatch of dialogue such as this could easily change places and handy-dandy with the voices of Lear and his Fool.

Jaques in As You Like It may fancy himself as a philosopher, but it is in the cast of Timon of Athens that we meet the only professional philosopher in Shakespeare: Apemantus. “I come to observe,” he says during Timon’s first banquet, and he will remain to offer his tart observations throughout the play. He is an extreme embodiment of the philosophy embraced by Jaques: Cynicism. A Cynic takes Stoic rejection of worldliness to an extreme; a Cynic, the saying had it, was a Stoic without a tunic. The paradigm was the outspoken and shameless Diogenes, who rejected “civilization” and returned to the “natural” life by becoming a vagabond. Apemantus is “the philosopher” in Shakespeare. Yet for Apemantus, as for Jaques, Cynicism is a pose. They both actually rather enjoy company and food. It is Timon who becomes the real thing.

In Act 2, the Fool goes off with Apemantus, saying, “I do not always follow lover, elder brother and woman: sometime the philosopher.” As on many occasions in King Lear, a line spoken by the Fool is at a deeper level applicable to the main character. Timon is the one who follows the way of the philosopher instead of lover, brother, or woman. “I am Misanthropos, and hate mankind,” he will later announce. He becomes a Diogenes, rejecting all possessions and all worldliness, dying in his cave by the seashore.

The first half of the action is closed with a second banquet, in which with studied irony Timon offers his guests nothing instead of everything. Disgusted with mankind, he retreats to the woods. The general Alcibiades goes into exile at the same time: the point seems to be that both the military hero and the civic benefactor are victims of the system’s ingratitude, scapegoats of Athenian political arrogance. Like the exiled Coriolanus in another classical play written a couple of years later, Alcibiades marches against the city that has mistreated him. The Athenian senators respond by calling on Timon to perform the role of the reconciler that Volumnia plays in Coriolanus; he does so indirectly by committing suicide, symbolically removing hatred from the city and allowing Alcibiades to make peace with the state. The parallel plot is, however, sketched briefly in rather than worked fully out.

The core of the play is the massive third scene of the fourth act in which a succession of visitors comes to Timon in the forest, giving him the opportunity to vent his misanthropy. There is an elegant symmetry between the series of suitors seeking favors in the first half of the play and the series of visitors gawping at Timon’s misfortunes in the second. Among them is Apemantus, the professional philosopher. He has dealt Timon a few home truths in the opening scene, along the lines of “He that loves to be flattered is worthy o’th’flatterer.” Now he says, “The middle of humanity thou never knewest, but the extremity of both ends. When thou wast in thy gilt and thy perfume, they mocked thee for too much curiosity: in thy rags thou know’st none, but art despised for the contrary.” Athenian moral philosophy, embodied for the Renaissance in the figure of Aristotle, extolled the virtues of the middle way, the golden mean. Tragic drama is about people who will not follow that way, who go instead to the extreme. Considered thus, Timon is the exemplary tragic figure.

With its paucity of female characters and absence of familial bonds, this will always remain one of Shakespeare’s least known, least loved, and least performed plays. Its exposure of our enslavement to money is too close to the bone. Why would large numbers of people who have the financial comfort that allows them to benefit from the public art form of theater want to spend an evening being beaten up on the subject? The harsh beauty of Timon’s angry arias in the second half of the play, the exemplary loyalty of the steward Flavius, the incisive wit of Apemantus and the Fool: none of these are quite enough to compensate for the absence of an amorous or heroic countervoice. Perhaps it would have been a different story if the character of Alcibiades had been more fully developed. It is small wonder that critics have persistently speculated—without any direct evidence—that the play was unfinished or unperformed.

Yet for intellectual muscle, the second half of the play is as powerful as anything in Shakespeare. It directly addresses one of the great questions in both his time and ours: the relationship between culture and nature. The home that Timon leaves and excoriates is the city of Athens, the birthplace of democracy, philosophy, and theater, the epitome of culture. When he goes into the woods, he is returning from culture to nature, reversing the process by which human cultural evolution has led to ever-greater alienation from our environmental origins. Initially, the angry exile believes that the order of nature is no different from that of the city he has left. He perceives natural forces to be in the same kind of relationship of exchange and deception as those of human society:


The sun’s a thief, and with his great attraction

Robs the vast sea: the moon’s an arrant thief,

And her pale fire she snatches from the sun:

The sea’s a thief, whose liquid surge resolves

The moon into salt tears: the earth’s a thief,

That feeds and breeds by a composture stolen

From gen’ral excrement: each thing’s a thief.



And he blames the earth for yielding up the precious metal which is the origin of that commodity which is the root of all evil.

But in his downward spiral, Timon also makes a kind of spiritual ascent. His trajectory is not after all so very different from that of Antony and Cleopatra in the subsequent play that Shakespeare based on the same source in classical literature. Throwing away the gold, he finds peace in the imminence of death: “My long sickness / Of health and living now begins to mend, / And nothing brings me all things.” He makes “his everlasting mansion / Upon the beachèd verge of the salt flood.” His road from fickle worldly prosperity to the nothingness of death goes via the wood and peters out at the edge of the sea. The nineteenth-century critic William Hazlitt suggested that Timon ends by “seeking in the everlasting solemnities of nature oblivion from the transitory splendour of his lifetime.”2

Though the play is couched in the ancient ascetic language of contemptus mundi, there was for Hazlitt, and there should be for us, something profoundly enduring about the image of a human soul contemplating the vastness of the ocean and being brought to the realization that money is not everything and indeed that nothing may bring all things. Like King Lear and his godson Edgar, Timon is one of a tiny handful of tragic characters who are brought to a place that we might call ground zero. The difference between the two plays is that in Lear the meaning of love is discovered amidst the apocalypse, whereas in Timon a man dies alone, without any community save that of the elements of earth, sea, and sky.


ABOUT THE TEXT

Shakespeare endures through history. He illuminates later times as well as his own. He helps us to understand the human condition. But he cannot do this without a good text of the plays. Without editions there would be no Shakespeare. That is why every twenty years or so throughout the last three centuries there has been a major new edition of his complete works. One aspect of editing is the process of keeping the texts up to date—modernizing the spelling, punctuation, and typography (though not, of course, the actual words), providing explanatory notes in the light of changing educational practices (a generation ago, most of Shakespeare’s classical and biblical allusions could be assumed to be generally understood, but now they can’t).

Because Shakespeare did not personally oversee the publication of his plays, with some plays there are major editorial difficulties. Decisions have to be made as to the relative authority of the early printed editions, the pocket format “Quartos” published in Shakespeare’s lifetime and the elaborately produced “First Folio” text of 1623, the original “Complete Works” prepared for the press after his death by Shakespeare’s fellow actors, the people who knew the plays better than anyone else. Titus Andronicus was printed in a Quarto version in 1594 which was reprinted two more times before its appearance in the 1623 Folio. The Folio text contains an entire scene (Act 3 Scene 2) missing from the Quartos, which presumably indicates that the Folio text was set with consultation to another source, probably a theatrical promptbook.

Timon of Athens was first printed in the Folio in a text that is rife with problems, most likely in large part due to the collaborative (and therefore untidy) nature of the manuscript rather than the printing process itself.

The following notes highlight various aspects of the editorial process and indicate conventions used in the text of this edition:

Lists of Parts are supplied in the First Folio for only six plays, one of which is Timon of Athens, but not Titus Andronicus, for which the list here is editorially supplied. Capitals indicate that part of the name used for speech headings in the script (thus “TITUS Andronicus, a noble general” or “APEMANTUS, a churlish philosopher”).

Locations are provided by the Folio for only two plays, but not for Titus Andronicus or Timon of Athens. Eighteenth-century editors, working in an age of elaborately realistic stage sets, were the first to provide detailed locations (“another part of the forest/city”). Given that Shakespeare wrote for a bare stage and often an imprecise sense of place, we have relegated locations to the explanatory notes, where they are given at the beginning of each scene where the imaginary location is different from the one before. In the case of Titus Andronicus the action takes place in and around the city of Rome, while Timon of Athens unfolds in the city of Athens and the woods outside the city.

Act and Scene Divisions were provided in the Folio in a much more thoroughgoing way than in the Quartos. Sometimes, however, they were erroneous or omitted; corrections and additions supplied by editorial tradition are indicated by square brackets. Five-act division is based on a classical model, and act breaks provided the opportunity to replace the candles in the indoor Blackfriars playhouse the King’s Men used after 1608, but Shakespeare did not necessarily think in terms of a five-part structure of dramatic composition. The Folio convention is that a scene ends when the stage is empty. Nowadays, partly under the influence of film, we tend to consider a scene to be a dramatic unit that ends with either a change of imaginary location or a significant passage of time within the narrative. Shakespeare’s fluidity of composition accords well with this convention, so in addition to act and scene numbers we provide a running scene count in the right margin at the beginning of each new scene, in the typeface used for editorial directions. Where there is a scene break caused by a momentarily bare stage, but the location does not change and extra time does not pass, we use the convention running scene continues. There is inevitably a degree of editorial judgment in making such calls, but the system is very valuable in suggesting the pace of the plays.

Speakers’ Names are often inconsistent in Folio. We have regularized speech headings, but retained an element of deliberate inconsistency in entry directions, in order to give the flavor of Folio. Thus in Titus, LUCIUS, QUINTUS, MARTIUS, and MUTIUS are always so-called in speech headings but often referred to simply as “Sons” or “Titus’ Sons” in entry directions; in Timon, FLAVIUS is always so-called in speech headings but often referred to simply as “Steward” in entry directions.

Verse is indicated by lines that do not run to the right margin and by capitalization of each line. The Folio printers sometimes set verse as prose and vice versa (either out of misunderstanding or for reasons of space). We have silently corrected in such cases, although in some instances there is ambiguity, in which case we have leaned toward the preservation of Folio layout. Folio sometimes uses contraction (“turnd” rather than “turned”) to indicate whether or not the final “-ed” of a past participle is sounded, an area where there is variation for the sake of the five-beat iambic pentameter rhythm. We use the convention of a grave accent to indicate sounding (thus “turnèd” would be two syllables), but would urge actors not to overstress. In cases where one speaker ends with a verse half line and the next begins with the other half of the pentameter, editors since the late eighteenth century have indented the second line. We have abandoned this convention, since the Folio does not use it, nor did actors’ cues in the Shakespearean theater. An exception is made when the second speaker actively interrupts or completes the first speaker’s sentence.

Spelling is modernized, but older forms are very occasionally maintained where necessary for rhythm or aural effect.

Punctuation in Shakespeare’s time was as much rhetorical as grammatical. “Colon” was originally a term for a unit of thought in an argument. The semicolon was a new unit of punctuation (some of the Quartos lack them altogether). We have modernized punctuation throughout, but have given more weight to Folio punctuation than many editors, since, though not Shakespearean, it reflects the usage of his period. In particular, we have used the colon far more than many editors: it is exceptionally useful as a way of indicating how many Shakespearean speeches unfold clause by clause in a developing argument that gives the illusion of enacting the process of thinking in the moment. We have also kept in mind the origin of punctuation in classical times as a way of assisting the actor and orator: the comma suggests the briefest of pauses for breath, the colon a middling one, and a full stop or period a longer pause. Semicolons, by contrast, belong to an era of punctuation that was only just coming in during Shakespeare’s time and that is coming to an end now: we have accordingly only used them where they occur in our copy texts (and not always then). Dashes are sometimes used for parenthetical interjections where the Folio has brackets. They are also used for interruptions and changes in train of thought. Where a change of addressee occurs within a speech, we have used a dash preceded by a period (or occasionally another form of punctuation). Often the identity of the respective addressees is obvious from the context. When it is not, this has been indicated in a marginal stage direction.

Entrances and Exits are fairly thorough in Folio, which has accordingly been followed as faithfully as possible. Where characters are omitted or corrections are necessary, this is indicated by square brackets (e.g. “[and Attendants]”). Exit is sometimes silently normalized to Exeunt and Manet anglicized to “remains.” We trust Folio positioning of entrances and exits to a greater degree than most editors.

Editorial Stage Directions such as stage business, asides, indications of addressee and of characters’ position on the gallery stage are only used sparingly in Folio. Other editions mingle directions of this kind with original Folio and Quarto directions, sometimes marking them by means of square brackets. We have sought to distinguish what could be described as directorial interventions of this kind from Folio-style directions (either original or supplied) by placing them in the right margin in a smaller typeface. There is a degree of subjectivity about which directions are of which kind, but the procedure is intended as a reminder to the reader and the actor that Shakespearean stage directions are often dependent upon editorial inference alone and are not set in stone. We also depart from editorial tradition in sometimes admitting uncertainty and thus printing permissive stage directions, such as an Aside? (often a line may be equally effective as an aside or as a direct address—it is for each production or reading to make its own decision) or a may exit or a piece of business placed between arrows to indicate that it may occur at various different moments within a scene.

Line Numbers are editorial, for reference and to key the explanatory and textual notes.

Explanatory Notes allusions and gloss obsolete and difficult words, confusing phraseology, occasional major textual cruces, and so on. Particular attention is given to nonstandard usage, bawdy innuendo, and technical terms (e.g. legal and military language). Where more than one sense is given, commas indicate shades of related meaning, slashes alternative or double meanings.

Textual Notes at the end of the play indicate major departures from Folio. They take the following form: the reading of our text is given in bold and its source given after an equals sign. For Titus Andronicus “Q” indicates a reading from the First Quarto of 1594, “Q2” a reading from the Second Quarto of 1600, “F2” a correction that derives from the Second Folio of 1632, “F3” a correction introduced in the Third Folio of 1663–64, “F4” a correction from the Fourth Folio of 1685, and “Ed” one that derives from the subsequent editorial tradition. The rejected Folio (“F”) reading is then given. Thus for Titus Act 2 Scene 1 line 22: “nymph = Q. F = Queene” means that the Folio text’s “Queene” has been rejected in favor of the Quarto’s “nymph,” as the repetition of “queen” in Aaron’s speech would appear to be a compositorial error. There are no Quarto texts for Timon of Athens, thus “F2” indicates a correction introduced in the Second Folio of 1632, “F3” a correction introduced in the Third Folio of 1663–64, “F4” one from the Fourth Folio of 1685, and “Ed” a correction introduced by a later editor.


KEY FACTS:
TITUS ANDRONICUS

AUTHORSHIP: Mostly by Shakespeare, but the first act and possibly the beginning of the second and fourth acts have the stylistic marks of GEORGE PEELE. It is not known whether this was an active collaboration or whether Shakespeare took over an older play by Peele and revised the later acts much more thoroughly than the first one. Francis Meres in 1598 and the 1623 Folio editors had no hesitation in attributing the play to Shakespeare.

MAJOR PARTS: (with percentage of lines/number of speeches/scenes on stage) Titus Andronicus (28%/117/9), Aaron the Moor (14%/57/6), Marcus Andronicus (12%/63/9), Tamora (10%/49/5), Saturninus (8%/49/5), Lucius (7%/51/4), Demetrius (4%/39/7), Bassianus (3%/14/3), Lavinia (2%/15/3), Chiron (2%/30/6), Young Lucius (2%/11/4).

LINGUISTIC MEDIUM: 98% verse, 2% prose.

DATE: 1591/92, perhaps revised 1594? Performed at the Rose in January 1594 and marked by the theater manager as “ne,” possibly meaning “new.” Title page of first published edition, also 1594, seems to imply performance by three successive companies (see “Text,” below), suggesting staging before theaters were closed due to the plague for the second half of 1592 and nearly all of 1593. Perhaps the first two companies performed an old version by Peele and the 1594 performance and text were newly revised by Shakespeare.

SOURCES: The story is not historical. An anonymous chapbook narrative, once thought to be the source, is almost certain to be a derivative text rather than a source, so it must be assumed either that there is a lost source or that the plot is freely invented, while drawing on a range of Roman materials, both historical and poetic—most notably the tragedies of Seneca and Ovid’s story of Progne’s revenge on the tyrant Tereus for the rape of her sister Philomel (Metamorphoses book 6, used as a prop and plot device in Act 4 Scene 1). There is also a strong influence from other tragedies of the period, notably Thomas Kyd’s Spanish Tragedy (c.1589, especially for the revenger as a self-consciously theatrical performer) and Christopher Marlowe’s The Jew of Malta (c.1591, for Aaron’s delight in his own villainy).

TEXT: published in Quarto as The Most Lamentable Romaine Tragedie of Titus Andronicus: As it was Plaide by the Right Honourable the Earle of Darbie, Earle of Pembrooke, and Earle of Sussex their Seruants (1594, reprinted 1600 and 1611). A good-quality text, perhaps printed from Shakespeare’s manuscript, though with one or two signs of revision in the process of composition (some false starts and the possibility that the killing of both Alarbus and Mutius in the first act were late additions—could these be Shakespearean revisions to Peele’s original?). The Second Quarto, which included some good corrections, was printed from a damaged copy of the First Quarto, resulting in some changes to the wording of the final scene and the addition of four new lines at the very end of the play. The Folio text was printed from a copy of the Third Quarto, incorporating both corrections and errors from the Second and Third Quartos; it introduced many new errors of its own, because it was mostly typeset by “Compositor E,” the one genuinely incompetent agent in the creation of the First Folio. The principal value of the Folio text is that it introduces stage directions, presumably derived from the theatrical promptbook, and adds one complete new scene (Act 3 Scene 2, the fly-killing banquet). Most modern editions are based on the First Quarto, but with the banquet inserted from Folio. In accordance with our practice of beginning from Folio and avoiding the conflation of discrete texts, we depart from this tradition and edit the Folio text, though with frequent emendation in places where the text is erroneous, principally as a result of the shoddy work of “Compositor E.” Since they appear in the Folio, the Second Quarto’s extra four lines at the end are included, but they are marked with curly brackets to indicate that they are an addition that seems to derive from the printing shop rather than the playhouse.
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TITUS ANDRONICUS


Romans

SATURNINUS the deceased Emperor’s eldest son, who succeeds as Emperor

BASSIANUS, his brother

TITUS Andronicus, a noble general

LAVINIA, his daughter
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MARTIUS
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MARCUS, his brother, a Tribune of the people

BOY/YOUNG LUCIUS, son of Lucius
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EMILLIUS

A CAPTAIN

A MESSENGER
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A LORD

Senators, Tribunes, Soldiers and Attendants

Goths

TAMORA, Queen of the Goths, later Empress of Rome, married to Saturninus



her sons


ALARBUS

DEMETRIUS

CHIRON




AARON, a Moor, Tamora’s lover Soldiers



Act 1 Scene 1

running scene 1

Flourish. Enter the Tribunes and Senators, aloft. And then enter Saturninus and his followers at one door [below], and Bassianus and his followers at the other, with Drum and Colours


SATURNINUS    Noble patricians, patrons1 of my right,

Defend the justice of my cause with arms.

And countrymen, my loving followers,

Plead my successive4 title with your swords.

I was the first-born son that5 was the last

That wore the imperial diadem6 of Rome:

Then let my father’s honours7 live in me,

Nor wrong mine age with this indignity.

BASSIANUS    Romans, friends, followers, favourers of my right,

If ever Bassianus, Caesar’s son,

Were gracious11 in the eyes of royal Rome,

Keep then this passage to the Capitol,12

And suffer not13 dishonour to approach

Th’imperial seat, to virtue consecrate,14

To justice, continence15 and nobility:

But let desert in pure election16 shine,

And, Romans, fight for freedom in your choice.



Enter Marcus Andronicus, aloft, with the crown


MARCUS    Princes, that strive by factions and by friends

Ambitiously for rule and empery,19

Know that the people of Rome, for whom we stand

A special party, have by common voice21

In election for the Roman empery,

Chosen Andronicus, surnamèd Pius23

For many good and great deserts24 to Rome:

A nobler man, a braver warrior,

Lives not this day within the city walls.

He by the senate is accited27 home

From weary wars against the barbarous Goths,

That29 with his sons, a terror to our foes,

Hath yoked30 a nation strong, trained up in arms.

Ten years are spent since first he undertook

This cause of Rome and chastisèd with arms

Our enemies’ pride: five times he hath returned

Bleeding to Rome, bearing his valiant sons

In coffins from the field,

And now at last, laden with horror’s spoils,

Returns the good Andronicus to Rome,

Renownèd Titus, flourishing38 in arms.

Let us entreat, by honour of his name,39

Whom worthily you would have now succeed,

And in the Capitol and senate’s right,

Whom you pretend42 to honour and adore,

That you withdraw you and abate your strength,

Dismiss your followers and, as suitors44 should,

Plead your deserts45 in peace and humbleness.

SATURNINOS    How fair46 the tribune speaks to calm my thoughts!

BASSIANUS    Marcus Andronicus, so I do affy47

In thy uprightness and integrity,

And so I love and honour thee and thine,

Thy noble brother Titus and his sons,

And her to whom my thoughts are humbled all,51

Gracious Lavinia, Rome’s rich ornament,

That I will here dismiss my loving friends,

And to my fortunes and the people’s favour

Commit my cause in balance to be weighed.



Exeunt [his] Soldiers


SATURNINUS    Friends, that have been thus forward in56 my right,

I thank you all and here dismiss you all,

And to the love and favour of my country

Commit myself, my person and the cause.



[Exeunt his Soldiers]


Rome, be as just and gracious unto me

As I am confident and kind61 to thee.

Open the gates and let me in.

BASSIANUS    Tribunes, and me, a poor competitor.63



Flourish. They [Saturninus and Bassianus] go up into the senate house. Enter a Captain


CAPTAIN    Romans, make way: the good Andronicus,

Patron of virtue, Rome’s best champion,65

Successful in the battles that he fights,

With honour and with fortune is returned

From whence he circumscribèd68 with his sword

And brought to yoke, the enemies of Rome.



Sound drums and trumpets, and then enter two of Titus’ sons [Martius and Mutius]. After them, two men bearing a coffin covered with black, then two other sons [Lucius and Quintus]. After them, Titus Andronicus, and then Tamora, Queen of Goths, and her two sons Chiron and Demetrius, with Aaron the Moor and others, as many as can be. They set down the coffin and Titus speaks


TITUS    Hail, Rome, victorious in thy mourning weeds!70

Lo, as the bark71 that hath discharged his freight

Returns with precious lading72 to the bay

From whence at first she weighed her anchorage,73

Cometh Andronicus, bound with laurel boughs,

To resalute his country with his tears,

Tears of true joy for his return to Rome.

Thou77 great defender of this Capitol,

Stand gracious to78 the rites that we intend.

Romans, of five and twenty valiant sons,

Half of the number that King Priam80 had,

Behold the poor remains, alive and dead!

These that survive, let Rome reward with love:

These that I bring unto their latest83 home,

With84 burial amongst their ancestors.

Here Goths have given me leave85 to sheathe my sword.

Titus, unkind and careless86 of thine own,

Why suffer’st thou thy sons unburied yet

To hover on the dreadful shore of Styx?88

Make way to lay them by their brethren.



They open the tomb


There greet in silence, as the dead are wont,90

And sleep in peace, slain in your country’s wars.

O sacred receptacle of my joys,

Sweet cell93 of virtue and nobility,

How many sons of mine hast thou in store,

That thou wilt never render to me more!95

LUCIUS    Give us the proudest prisoner of the Goths,

That we may hew97 his limbs, and on a pile

Ad manus fratrum98 sacrifice his flesh

Before this earthly prison of their bones,

That so the shadows100 be not unappeased,

Nor we disturbed with prodigies101 on earth.

TITUS    I give him you, the noblest that survives,

The eldest son of this distressèd queen.



↓Kneels↓


TAMORA    Stay, Roman brethren, gracious104 conqueror,

Victorious Titus, rue105 the tears I shed,

A mother’s tears in passion106 for her son:

And if thy sons were ever dear to thee,

O, think my sons to be as dear to me.

Sufficeth not109 that we are brought to Rome

To beautify thy triumphs110 and return,

Captive to thee and to thy Roman yoke?

But must my sons be slaughtered in the streets

For valiant doings in their country’s cause?

O, if to fight for king and commonweal

Were piety in thine, it is in these.

Andronicus, stain not thy tomb with blood.

Wilt thou draw near the nature of the gods?

Draw near them then in being merciful:

Sweet mercy is nobility’s true badge.

Thrice-noble Titus, spare my first-born son.

TITUS    Patient121 yourself, madam, and pardon me.

These are the brethren whom you Goths beheld

Alive and dead, and for their brethren slain

Religiously they ask a sacrifice:

To this your son is marked, and die he must,

To appease their groaning shadows that are gone.

LUCIUS    Away with him, and make a fire straight,127

And with our swords, upon a pile of wood,

Let’s hew his limbs till they be clean129 consumed.



Exeunt Sons [Lucius, Quintus, Martius and Mutius] with Alarbus

Rises


TAMORA    O cruel, irreligious piety!

CHIRON    Was ever Scythia131 half so barbarous?

DEMETRIUS    Oppose132 not Scythia to ambitious Rome.

Alarbus goes to rest and we survive

To tremble under Titus’ threat’ning looks.

Then, madam, stand resolved, but hope withal135

The self-same gods that armed the Queen of Troy136

With opportunity of sharp137 revenge

Upon the Thracian tyrant in his tent

May favour Tamora, the Queen of Goths —

When Goths were Goths and Tamora was queen —

To quit141 the bloody wrongs upon her foes.



Enter the Sons of Andronicus again


LUCIUS    See, lord and father, how we have performed

Our Roman rites: Alarbus’ limbs are lopped,

And entrails144 feed the sacrificing fire,

Whose smoke like incense doth perfume the sky.

Remaineth nought but to inter our brethren

And with loud ’larums147 welcome them to Rome.

TITUS    Let it be so, and let Andronicus

Make this his latest149 farewell to their souls.



Flourish. Then sound trumpets, and lay the coffins in the tomb


In peace and honour rest you here, my sons:

Rome’s readiest champions, repose you here in rest,

Secure from worldly chances and mishaps.

Here lurks no treason, here no envy153 swells,

Here grow no damnèd grudges, here are no storms,

No noise, but silence and eternal sleep:

In peace and honour rest you here, my sons.



Enter Lavinia


LAVINIA    In peace and honour live Lord Titus long:

My noble lord and father, live in fame!158

Lo, at this tomb my tributary159 tears

I render for my brethren’s obsequies,160



Kneels


And at thy feet I kneel with tears of joy

Shed on the earth for thy return to Rome.

O, bless me here with thy victorious hand,

Whose fortune Rome’s best citizens applaud.

TITUS    Kind Rome, that hast thus lovingly reserved

The cordial166 of mine age to glad my heart.

Lavinia, live, outlive thy father’s days



Lavinia rises


And fame’s eternal date, for virtue’s praise.168



[Enter Marcus, below]


MARCUS    Long live Lord Titus, my belovèd brother,

Gracious triumpher in the eyes of Rome!

TITUS    Thanks, gentle171 tribune, noble brother Marcus.

MARCUS    And welcome, nephews, from successful wars,

You that survive and you that sleep in fame.

Fair lords, your fortunes are alike in all,174

That in your country’s service drew your swords:

But safer triumph176 is this funeral pomp

That hath aspired to Solon’s happiness177

And triumphs over chance in honour’s bed.178

Titus Andronicus, the people of Rome,

Whose friend in justice thou hast ever been,

Send thee by me, their tribune and their trust,181

This palliament182 of white and spotless hue,

And name thee in election for the empire

With these our late-deceasèd emperor’s sons:



Offers a robe


Be candidatus185 then and put it on,

And help to set a head on headless Rome.

TITUS    A better head her glorious body fits187

Than his that shakes for age and feebleness.

What, should I don this robe and trouble you?

Be chosen with proclamations today,

Tomorrow yield up rule, resign my life

And set abroad192 new business for you all?

Rome, I have been thy soldier forty years,

And led my country’s strength successfully,

And buried one and twenty valiant sons,

Knighted in field, slain manfully in arms

In right and service197 of their noble country:

Give me a staff of honour for mine age,

But not a sceptre to control the world.

Upright he held it, lords, that held it last.

MARCUS    Titus, thou shalt obtain and ask201 the empery.

SATURNINUS    Proud and ambitious tribune, canst thou tell?

TITUS    Patience, Prince Saturninus—

SATURNINUS                             Romans, do me right.

Patricians, draw your swords and sheathe them not

Till Saturninus be Rome’s emperor.

Andronicus, would206 thou wert shipped to hell,

Rather than rob me of the people’s hearts.

LUCIUS    Proud Saturnine, interrupter of the good

That noble-minded Titus means to thee.

TITUS    Content thee, prince, I will restore to thee

The people’s hearts, and wean them from themselves.211

BASSIANUS    Andronicus, I do not flatter thee,

But honour thee, and will do till I die:

My faction if thou strengthen with thy friends,

I will most thankful be, and thanks to men

Of noble minds is honourable meed.216

TITUS    People of Rome, and noble tribunes here,

I ask your voices and your suffrages,218

Will you bestow them friendly on Andronicus?

TRIBUNES    To gratify the good Andronicus

And gratulate221 his safe return to Rome,

The people will accept whom he admits.222

TITUS    Tribunes, I thank you, and this suit223 I make,

That you create224 our emperor’s eldest son,

Lord Saturnine, whose virtues will, I hope,

Reflect on Rome as Titan’s226 rays on earth,

And ripen justice in this commonweal:

Then if you will elect by my advice,

Crown him and say, ‘Long live our emperor!’

MARCUS    With voices and applause of every sort,

Patricians and plebeians, we create

Lord Saturninus Rome’s great emperor,

And say, ‘Long live our Emperor Saturnine!’



A long flourish till they come down


SATURNINUS    Titus Andronicus, for thy favours done

To us in our election this day,

I give thee thanks in part of thy deserts,236

And will with deeds requite thy gentleness:237

And, for an onset,238 Titus, to advance

Thy name and honourable family,

Lavinia will I make my emperess,

Rome’s royal mistress, mistress of my heart,

And in the sacred Pantheon242 her espouse:

Tell me, Andronicus, doth this motion243 please thee?

TITUS    It doth, my worthy lord, and in this match

I hold me highly honoured of245 your grace,

And here in sight of Rome to Saturnine,

King and commander of our commonweal,

The wide world’s emperor, do I consecrate

My sword, my chariot and my prisoners,

Presents well worthy Rome’s imperial lord:



Titus’ sword, chariot (?) and prisoners are given to Saturninus


Receive them then, the tribute that I owe,

Mine honour’s ensigns252 humbled at thy feet.

SATURNINUS    Thanks, noble Titus, father of my life.

How proud I am of thee and of thy gifts,

Rome shall record, and when I do forget

The least of these unspeakable256 deserts,

Romans forget your fealty257 to me.



To Tamora


TITUS    Now, madam, are you prisoner to an emperor,

To him that for your honour and your state,259

Will use260 you nobly and your followers.



Aside?


SATURNINUS    A goodly lady, trust me, of the hue261

That I would choose, were I to choose anew.—



To Tamora


Clear up, fair queen, that cloudy countenance:

Though chance of war hath wrought this change of cheer,264

Thou com’st not to be made a scorn in Rome:

Princely shall be thy usage every way.

Rest267 on my word, and let not discontent

Daunt all your hopes: madam, he comforts268 you

Can make you greater than the queen of Goths.—

Lavinia, you are not displeased with this?

LAVINIA    Not I, my lord, sith271 true nobility

Warrants272 these words in princely courtesy.

SATURNINUS    Thanks, sweet Lavinia.— Romans, let us go.

Ransomless here we set our prisoners free:



Sound music; prisoners released


Proclaim our honours, lords, with trump and drum.

BASSIANUS    Lord Titus, by your leave, this maid is mine.



Seizes Lavinia


TITUS    How, sir? Are you in earnest then, my lord?

BASSIANUS    Ay, noble Titus, and resolved withal278

To do myself this reason279 and this right.

MARCUS    ‘Suum cuique’280 is our Roman justice:

This prince in justice seizeth but his own.

LUCIUS    And that he will, and shall, if Lucius live.

TITUS    Traitors, avaunt!283 Where is the emperor’s guard?—

Treason, my lord: Lavinia is surprised!284

SATURNINUS    Surprised? By whom?

BASSIANUS    By him that justly may

Bear his betrothed from all the world away.

MUTIUS    Brothers, help to convey her hence away,

And with my sword I’ll keep this door safe.



[Exeunt Bassianus, Lavinia, Marcus, Martius, Quintus]


TITUS    Follow, my lord, and I’ll soon bring her back.



[Exeunt Saturninus and Goths]


MUTIUS    My lord, you pass not here.

TITUS    What, villain boy, barr’st me my way in Rome?



He kills him


MUTIUS    Help, Lucius, help!293

LUCIUS    My lord, you are unjust, and, more than so:

In wrongful quarrel295 you have slain your son.

TITUS    Nor296 thou, nor he, are any sons of mine:

My sons would never so dishonour me.

Traitor, restore Lavinia to the emperor.

LUCIUS    Dead, if you will, but not to be his wife

That is another’s lawful promised love.



[Exit]

Enter aloft the Emperor with Tamora and her two sons, and Aaron the Moor


SATURNINUS    No, Titus, no, the emperor needs her not,

Nor her, nor thee, nor any of thy stock.

I’ll trust by leisure303 him that mocks me once,

Thee never, nor thy traitorous haughty sons,

Confederates all thus to dishonour me.

Was none in Rome to make a stale306

But Saturnine? Full well, Andronicus,

Agree these deeds with that proud brag of thine,

That said’st I begged the empire at thy hands.

TITUS    O, monstrous! What reproachful words are these?

SATURNINUS    But go thy ways, go give that changing piece311

To him that flourished312 for her with his sword.

A valiant son-in-law thou shalt enjoy,

One fit to bandy314 with thy lawless sons,

To ruffle315 in the commonwealth of Rome.

TITUS    These words are razors to my wounded heart.

SATURNINUS    And therefore, lovely Tamora, Queen of Goths,

That like the stately Phoebe318 ’mongst her nymphs

Dost overshine the gallant’st319 dames of Rome,

If thou be pleased with this my sudden choice,

Behold, I choose thee, Tamora, for my bride,

And will create thee emperess of Rome,

Speak, queen of Goths, dost thou applaud my choice?

And here I swear by all the Roman gods,

Sith priest and holy water are so near

And tapers326 burn so bright and everything

In readiness for Hymenaeus327 stand,

I will not resalute the streets of Rome,

Or climb my palace, till from forth this place

I lead espoused my bride along with me.

TAMORA    And here in sight of heaven to Rome I swear,

If Saturnine advance the Queen of Goths,

She will a handmaid be to his desires,

A loving nurse, a mother to his youth.

SATURNINUS    Ascend, fair queen, Pantheon335. Lords, accompany

Your noble emperor and his lovely bride,

Sent by the heavens for Prince Saturnine,

Whose wisdom hath her fortune conquerèd:338

There shall we consummate our spousal rites.



Exeunt all. [Titus remains]


TITUS    I am not bid340 to wait upon this bride.

Titus, when wert thou wont341 to walk alone,

Dishonoured thus, and challengèd342 of wrongs?



Enter Marcus and Titus’ sons [Lucius, Quintus and Martius]


MARCUS    O Titus, see! O, see what thou hast done!

In a bad quarrel slain a virtuous son.

TITUS    No, foolish tribune, no. No son of mine,

Nor thou, nor these, confed’rates in the deed

That hath dishonoured all our family:

Unworthy brother, and unworthy sons.

LUCIUS    But let us give him burial as becomes:349

Give Mutius burial with our brethren.

TITUS    Traitors, away! He rests not in this tomb.

This monument five hundred years hath stood,

Which I have sumptuously re-edified:353

Here none but soldiers and Rome’s servitors354

Repose in fame — none basely slain in brawls.

Bury him where you can, he comes not here.

MARCUS    My lord, this is impiety in you:

My nephew Mutius’ deeds do plead for him,

He must be buried with his bretheren.359

TITUS’ TWO SONS360    And shall, or him we will accompany.

TITUS    ‘And shall’? What villain was it that spake that word?

TITUS’ SON    He that would vouch362 it in any place but here.

TITUS    What, would you bury him in my despite?363

MARCUS    No, noble Titus, but entreat of thee

To pardon Mutius and to bury him.

TITUS    Marcus, even thou hast struck upon my crest,366

And with these boys mine honour thou hast wounded.

My foes I do repute368 you every one,

So trouble me no more, but get you gone.

FIRST SON    He is not himself, let us withdraw.

SECOND SON    Not I, till Mutius’ bones be buried.



The brother [Marcus] and the sons kneel


MARCUS    Brother, for in that name doth nature plead—

SECOND SON    Father, and in that name doth nature speak—

TITUS    Speak thou no more, if all the rest will speed.374

MARCUS    Renownèd Titus, more than half my soul—

LUCIUS    Dear father, soul and substance of us all—

MARCUS    Suffer377 thy brother Marcus to inter

His noble nephew here in virtue’s nest,

That died in honour and Lavinia’s cause.

Thou art a Roman, be not barbarous.

The Greeks upon advice381 did bury Ajax

That slew himself, and wise Laertes’ son

Did graciously plead for his funerals:

Let not young Mutius then, that was thy joy,

Be barred his entrance here.

TITUS    Rise, Marcus, rise.

The dismall’st387 day is this that e’er I saw:

To be dishonoured by my sons in Rome!

Well, bury him, and bury me the next.



They put him in the tomb


LUCIUS    There lie thy bones, sweet Mutius, with thy friends,

Till we with trophies391 do adorn thy tomb.

MARCUS and TITUS’ SONS    No man shed tears for noble Mutius:

He lives in fame that died in virtue’s cause.



Exeunt. [Titus and Marcus remain]


MARCUS    My lord, to step out of these sudden dumps,394

How comes it that the subtle395 Queen of Goths

Is of a sudden thus advanced in Rome?

TITUS    I know not, Marcus, but I know it is397 —

Whether by device398 or no — the heavens can tell.

Is she not then beholding399 to the man

That brought her for this high good turn so far?

MARCUS    Yes, and will nobly him remunerate.



Flourish. Enter the Emperor, Tamora and her two sons with the Moor at one door. Enter at the other door Bassianus and Lavinia with others [Titus’ three sons]


SATURNINUS    So, Bassianus, you have played your prize:402

God give you joy, sir, of your gallant bride.

BASSIANUS    And you of yours, my lord. I say no more,

Nor wish no less, and so I take my leave.

SATURNINUS    Traitor, if Rome have law or we have power,

Thou and thy faction shall repent this rape.407

BASSIANUS    ‘Rape’ call you it, my lord, to seize my own,

My true-betrothèd love and now my wife?

But let the laws of Rome determine all:

Meanwhile I am possessed of that411 is mine.

SATURNINUS    ’Tis good412, sir: you are very short with us.

But if we live we’ll be as sharp413 with you.

BASSIANUS    My lord, what I have done, as best I may,

Answer415 I must, and shall do with my life.

Only thus much I give your grace to know:

By all the duties that I owe to Rome,

This noble gentleman, Lord Titus here,

Is in opinion419 and in honour wronged,

That in the rescue of Lavinia

With his own hand did slay his youngest son

In zeal to you, and highly moved to wrath

To be controlled in that he frankly423 gave:

Receive him then to favour, Saturnine,

That hath expressed himself in all his deeds

A father and a friend to thee and Rome.

TITUS    Prince Bassianus, leave to plead427 my deeds:

’Tis thou and those428 that have dishonoured me.



Kneels


Rome and the righteous heavens be my judge

How I have loved and honoured Saturnine!



To Saturninus


TAMORA    My worthy lord, if ever Tamora

Were gracious in those princely eyes of thine,

Then hear me speak indifferently433 for all,

And at my suit, sweet, pardon what is past.

SATURNINUS    What, madam, be dishonoured openly,

And basely put it up436 without revenge?

TAMORA    Not so, my lord. The gods of Rome forfend437

I should be author to dishonour438 you.

But on mine honour dare I undertake439

For good Lord Titus’ innocence in all,

Whose fury not dissembled speaks his griefs:441

Then at my suit look graciously on him.

Lose not so noble a friend on vain suppose,443

Nor with sour looks afflict his gentle heart.—



Aside to Saturninus


My lord, be ruled by me, be won at last,

Dissemble446 all your griefs and discontents.

You are but newly planted in your throne:

Lest then the people, and patricians too,

Upon a just survey449 take Titus’ part,

And so supplant you for ingratitude,

Which Rome reputes to be a heinous sin,

Yield at entreats — and then let me alone:452

I’ll find a day to massacre them all,

And raze454 their faction and their family,

The cruel father and his traitorous sons

To whom I suèd456 for my dear son’s life,

And make them know what ’tis to let a queen

Kneel in the streets and beg for grace in vain.—



Aloud


Come, come, sweet emperor.— Come, Andronicus—

Take up460 this good old man, and cheer the heart

That dies in tempest of thy angry frown.

SATURNINUS    Rise, Titus, rise: my empress hath prevailed.



Rises


TITUS    I thank your majesty and her, my lord:

These words, these looks, infuse new life in me.

TAMORA    Titus, I am incorporate in465 Rome,

A Roman now adopted happily,466

And must advise the emperor for his good.

This day all quarrels die, Andronicus:

And let it be mine honour, good my lord,

That I have reconciled your friends and you.—

For471 you, Prince Bassianus, I have passed

My word and promise to the emperor,

That you will be more mild and tractable.—

And fear not, lords, and you, Lavinia:

By my advice, all humbled on your knees,

You shall ask pardon of his majesty.



Titus’ sons kneel


LUCIUS    We do, and vow to heaven and to his highness

That what we did was mildly as we might,

Tend’ring479 our sister’s honour and our own.



Kneels


MARCUS    That on mine honour here I do protest.480

SATURNINUS    Away, and talk not: trouble us no more.

TAMORA    Nay, nay, sweet emperor, we must all be friends:

The tribune and his nephews kneel for grace,

I will not be denied: sweet heart, look back.

SATURNINUS    Marcus, for thy sake and thy brother’s here,

And at my lovely Tamora’s entreats,

I do remit these young men’s heinous faults.—



[Marcus and Titus’ sons] stand up


Lavinia, though you left me like a churl,488

I found a friend489, and sure as death I swore

I would not part a bachelor from the priest.

Come, if the emperor’s court can feast two brides,

You are my guest, Lavinia, and your friends.

This day shall be a love-day,493 Tamora.

TITUS    Tomorrow, an494 it please your majesty

To hunt the panther and the hart495 with me,

With horn and hound we’ll give your grace bonjour496.

SATURNINUS    Be it so, Titus, and gramercy497 too.



Flourish. Exeunt

Act 2 [Scene 1]

running scene 1 continues

Enter Aaron alone


AARON    Now climbeth Tamora Olympus1’ top,

Safe out of fortune’s shot, and sits aloft,

Secure of3 thunder’s crack or lightning flash,

Advanced above pale envy’s threat’ning reach.

As when the golden sun salutes the morn,

And, having gilt6 the ocean with his beams,

Gallops the zodiac in his glistering7 coach

And overlooks8 the highest-peering hills,

So Tamora.

Upon her wit10 doth earthly honour wait,

And virtue stoops and trembles at her frown.

Then, Aaron, arm thy heart and fit thy thoughts

To mount aloft with thy imperial mistress,

And mount her pitch whom thou in triumph14 long

Hast prisoner held, fettered in amorous chains

And faster bound to Aaron’s charming16 eyes

Than is Prometheus tied to Caucasus.17

Away with slavish weeds and idle18 thoughts:

I will be bright, and shine in pearl and gold

To wait upon this new-made emperess.

To wait, said I? — To wanton with this queen,21

This goddess, this Semiramis22, this nymph,

This siren23 that will charm Rome’s Saturnine

And see his shipwreck and his commonweal’s.

Hallo! What storm is this?



Enter Chiron and Demetrius, braving


DEMETRIUS    Chiron, thy years want wit, thy wit wants edge26

And manners to intrude where I am graced27

And may, for aught thou know’st, affected28 be.

CHIRON    Demetrius, thou dost overween29 in all,

And so in this, to bear me down with braves.30

’Tis not the difference of a year or two

Makes me less gracious or thee more fortunate:

I am as able and as fit as thou

To serve34, and to deserve my mistress’ grace,

And that my sword upon thee shall approve,35

And plead my passions for Lavinia’s love.



Aside


AARON    Clubs, clubs!37 These lovers will not keep the peace.

DEMETRIUS    Why, boy, although our mother, unadvised,38

Gave you a dancing-rapier39 by your side,

Are you so desperate grown to threat your friends?40

Go to: have your lath41 glued within your sheath

Till you know better how to handle it.

CHIRON    Meanwhile, sir, with the little skill I have,

Full well shalt thou perceive how much I dare.

DEMETRIUS    Ay, boy, grow ye so brave?45



They draw

Comes forward


AARON    Why, how now, lords?

So near the emperor’s palace dare you draw47

And maintain such a quarrel openly?

Full well I wot49 the ground of all this grudge:

I would not for a million of gold

The cause were known to them it most concerns,

Nor would your noble mother for much more

Be so dishonoured in the court of Rome.

For shame, put up.54

DEMETRIUS    Not I, till I have sheathed

My rapier in his bosom and withal

Thrust these reproachful speeches down his throat

That he hath breathed in my dishonour here.

CHIRON    For that I am prepared and full resolved,

Foul-spoken coward, that thund’rest with thy tongue,

And with thy weapon nothing dar’st perform!

AARON    Away, I say.

Now, by the gods that warlike Goths adore,

This petty brabble will undo64 us all.

Why, lords, and think you not how dangerous

It is to jet66 upon a prince’s right?

What, is Lavinia then become so loose,67

Or Bassianus so degenerate,

That for her love such quarrels may be broached

Without controlment70, justice, or revenge?

Young lords, beware! And should the empress know

This discord’s ground72, the music would not please.

CHIRON    I care not, I, knew she73 and all the world:

I love Lavinia more than all the world.

DEMETRIUS    Youngling, learn thou to make some meaner75 choice:

Lavinia is thine elder brother’s hope.

AARON    Why, are ye mad? Or know ye not in Rome

How furious and impatient they be,

And cannot brook79 competitors in love?

I tell you, lords, you do but plot your deaths

By this device.81

CHIRON    Aaron, a thousand deaths would I propose82

T’achieve her whom I do love.

AARON    T’achieve her how?

DEMETRIUS    Why mak’st thou it so strange?85

She is a woman, therefore may be wooed:

She is a woman, therefore may be won:

She is Lavinia, therefore must be loved.

What, man, more water glideth by the mill

Than wots the miller of, and easy it is

Of a cut loaf to steal a shive91, we know:

Though Bassianus be the emperor’s brother,

Better than he have worn Vulcan’s badge.93



Aside


AARON    Ay, and as good as Saturninus may.

DEMETRIUS    Then why should he despair that knows to court it95

With words, fair looks and liberality?

What, hast not thou full often struck a doe97

And borne her cleanly by the keeper’s nose?

AARON    Why then, it seems some certain snatch99 or so

Would serve your turns.100

CHIRON    Ay, so the turn were served.

DEMETRIUS    Aaron, thou hast hit it.102

AARON    Would you had hit it too,

Then should not we be tired with this ado.104

Why, hark ye, hark ye, and are you such fools

To square for106 this? Would it offend you then

That both should speed?

CHIRON    Faith, not me.

DEMETRIUS    Nor me, so109 I were one.

AARON    For shame, be friends, and join for that you jar:110

’Tis policy111 and stratagem must do

That you affect112, and so must you resolve

That what you cannot as you would achieve,113

You must perforce accomplish as you may.

Take this of me: Lucrece115 was not more chaste

Than this Lavinia, Bassianus’ love.

A speedier course than ling’ring languishment117

Must we pursue, and I have found the path.

My lords, a solemn119 hunting is in hand:

There will the lovely Roman ladies troop:120

The forest walks are wide and spacious,

And many unfrequented plots122 there are

Fitted by kind123 for rape and villainy.

Single you thither then this dainty124 doe,

And strike her home125 by force, if not by words:

This way or not at all stand126 you in hope.

Come, come, our empress, with her sacred127 wit

To villainy and vengeance consecrate,

Will we acquaint with all that we intend,

And she shall file our engines130 with advice

That will not suffer you to square yourselves,131

But to your wishes’ height advance you both.

The emperor’s court is like the house of Fame,133

The palace full of tongues, of eyes, of ears.

The woods are ruthless, dreadful135, deaf and dull:

There speak and strike, brave boys, and take your turns:136

There serve your lusts, shadowed from heaven’s eye,

And revel in Lavinia’s treasury.138

CHIRON    Thy counsel, lad, smells of no cowardice.

DEMETRIUS    Sit fas aut nefas140, till I find the streams

To cool this heat, a charm to calm their fits,

Per Stygia, per manes vehor.142



Exeunt

[Act 2 Scene 2]

running scene 2

Enter Titus Andronicus and his three sons, making a noise with hounds and horns, and Marcus


TITUS    The hunt is up1, the morn is bright and grey,

The fields are fragrant and the woods are green:

Uncouple here, and let us make a bay3

And wake the emperor and his lovely bride,

And rouse the prince, and ring a hunter’s peal,5

That all the court may echo with the noise.

Sons, let it be your charge7, as it is ours,

To attend the emperor’s person carefully:

I have been troubled in my sleep this night,

But dawning day new comfort hath inspired.



Wind horns. Here a cry of hounds and wind horns in a peal, then enter Saturninus, Tamora, Bassianus, Lavinia, Chiron, Demetrius and their Attendants


Many good morrows to your majesty:

Madam, to you as many and as good.

I promised your grace a hunter’s peal.

SATURNINUS    And you have rung it lustily14, my lords,

Somewhat too early for new-married ladies.

BASSIANUS    Lavinia, how16 say you?

LAVINIA    I say, no:

I have been broad awake two hours and more.

SATURNINUS    Come on then, horse and chariots let us have,



To Tamora


And to our sport.— Madam, now shall ye see

Our Roman hunting.

MARCUS    I have dogs, my lord,

Will rouse the proudest panther in the chase23

And climb the highest promontory24 top.

TITUS    And I have horse will follow where the game

Makes way and runs like swallows o’er the plain.

DEMETRIUS    Chiron, we hunt not, we, with horse nor hound,

But hope to pluck a dainty doe to ground.



Exeunt

[Act 2 Scene 3]

running scene 3

Enter Aaron alone

With a bag of gold


AARON    He that had wit would think that I had none,

To bury so much gold under a tree

And never after to inherit3 it.

Let him that thinks of me so abjectly

Know that this gold must coin5 a stratagem

Which, cunningly effected, will beget6

A very excellent piece of villainy:



Hides the gold


And so repose, sweet gold, for their unrest

That have their alms out of the empress’ chest.9



Enter Tamora to the Moor


TAMORA    My lovely Aaron, wherefore10 look’st thou sad

When everything doth make a gleeful boast?11

The birds chant melody on every bush,

The snake lies rollèd in the cheerful sun,

The green leaves quiver with the cooling wind

And make a chequered shadow on the ground:

Under their sweet shade, Aaron, let us sit,

And whilst the babbling echo mocks the hounds,

Replying shrilly to the well-tuned horns

As if a double hunt were heard at once,

Let us sit down and mark their yelping noise,

And after conflict21 such as was supposed

The wand’ring prince and Dido22 once enjoyed,

When with a happy23 storm they were surprised

And curtained with a counsel-keeping24 cave,

We may, each wreathèd in the other’s arms,

Our pastimes done, possess a golden slumber,

Whiles hounds and horns and sweet melodious birds

Be unto us as is a nurse’s song

Of lullaby to bring her babe asleep.

AARON    Madam, though Venus30 govern your desires,

Saturn is dominator31 over mine:

What signifies my deadly-standing32 eye,

My silence and my cloudy melancholy,

My fleece of woolly hair that now uncurls

Even as an adder when she doth unroll

To do some fatal execution?

No, madam, these are no venereal37 signs:

Vengeance is in my heart, death in my hand,

Blood and revenge are hammering in my head.

Hark Tamora, the empress of my soul,

Which never hopes41 more heaven than rests in thee,

This is the day of doom for Bassianus:

His Philomel43 must lose her tongue today,

Thy sons make pillage of her chastity

And wash their hands in Bassianus’ blood.

See’st thou this letter? Take it up46, I pray thee,

And give the king this fatal-plotted scroll.

Now question me no more: we are espied.

Here comes a parcel of our hopeful49 booty,

Which dreads not yet their lives’ destruction.



Enter Bassianus and Lavinia

At a distance


TAMORA    Ah, my sweet Moor, sweeter to me than life!

AARON    No more, great empress: Bassianus comes.

Be cross53 with him, and I’ll go fetch thy sons

To back thy quarrels, whatsoe’er they be. [Exit]

BASSIANUS    Whom have we here? Rome’s royal emperess,

Unfurnished of her well-beseeming troop?56

Or is it Dian, habited57 like her,

Who hath abandonèd her holy groves

To see the general59 hunting in this forest?

TAMORA    Saucy controller60 of our private steps,

Had I the power that some say Dian had,

Thy temples should be planted presently62

With horns, as was Actaeon’s63, and the hounds

Should drive64 upon thy new-transformèd limbs,

Unmannerly intruder as thou art.

LAVINIA    Under your patience, gentle66 emperess,

’Tis thought you have a goodly gift in horning,67

And to be doubted68 that your Moor and you

Are singled forth to try experiments:69

Jove70 shield your husband from his hounds today —

’Tis pity they should take him for a stag.

BASSIANUS    Believe me, queen, your swarth Cimmerian72

Doth make your honour of his body’s hue,

Spotted, detested and abominable.

Why are you sequestered from all your train,75

Dismounted from your snow-white goodly steed,

And wandered hither to an obscure plot,

Accompanied with a barbarous Moor,

If foul desire had not conducted you?

LAVINIA    And being intercepted in your sport,

Great reason that my noble lord be rated81



To Bassianus


For sauciness.— I pray you let us hence,

And let her joy83 her raven-coloured love:

This valley fits the purpose passing84 well.

BASSIANUS    The king my brother shall have note of this.

LAVINIA    Ay, for these slips have made him noted86 long:

Good king, to be so mightily abused.

TAMORA    Why, I have patience to endure all this.



Enter Chiron and Demetrius


DEMETRIUS    How now, dear sovereign and our gracious mother,

Why doth your highness look so pale and wan?

TAMORA    Have I not reason, think you, to look pale?

These two have ’ticed92 me hither to this place:

A barren detested vale you see it is.

The trees, though summer, yet forlorn and lean,

O’ercome with moss and baleful95 mistletoe:

Here never shines the sun, here nothing breeds

Unless the nightly owl or fatal raven.97

And when they showed me this abhorrèd pit,

They told me here at dead time of the night,

A thousand fiends, a thousand hissing snakes,

Ten thousand swelling toads, as many urchins,101

Would make such fearful and confusèd cries

As any mortal body hearing it

Should straight fall mad, or else die suddenly.104

No sooner had they told this hellish tale,

But straight they told me they would bind me here

Unto the body of a dismal107 yew

And leave me to this miserable death.

And then they called me foul adulteress,

Lascivious Goth110, and all the bitterest terms

That ever ear did hear to such effect:

And had you not by wondrous fortune come,

This vengeance on me had they executed.

Revenge it as you love your mother’s life,

Or be ye not henceforth called my children.

DEMETRIUS    This is a witness that I am thy son.



Stab him


CHIRON    And this for me, struck home to show my strength.



He also stabs Bassianus


LAVINIA    Ay, come, Semiramis118, nay, barbarous Tamora,

For no name fits thy nature but thy own.

TAMORA    Give me thy poniard120: you shall know, my boys

Your mother’s hand shall right your mother’s wrong.

DEMETRIUS    Stay, madam, here is more belongs to her:

First thrash123 the corn, then after burn the straw.

This minion stood upon124 her chastity,

Upon her nuptial vow, her loyalty,

And with that painted126 hope braves your mightiness.

And shall she carry this unto her grave?

CHIRON    An if128 she do, I would I were an eunuch.

Drag hence her husband to some secret hole

And make his dead trunk pillow to our lust.

TAMORA    But when ye have the honey131 we desire,

Let not this wasp outlive132, us both to sting.

CHIRON    I warrant133 you, madam, we will make that sure.—

Come, mistress, now perforce134 we will enjoy

That nice-preservèd honesty135 of yours.

LAVINIA    O Tamora, thou bear’st a woman’s face—

TAMORA    I will not hear her speak, away with her!

LAVINIA    Sweet lords, entreat her hear me but a word.



To Tamora


DEMETRIUS    Listen, fair madam: let it be your glory

To see her tears, but be your heart to them

As unrelenting flint to drops of rain.

LAVINIA    When did the tiger’s young ones teach the dam?142

O, do not learn143 her wrath: she taught it thee.

The milk thou suck’st from her did turn to marble:

Even at thy teat thou hadst thy tyranny.145

Yet every mother breeds not sons alike:146—



To Chiron


Do thou entreat her show a woman pity.

CHIRON    What, wouldst thou have me prove myself a bastard?

LAVINIA    ’Tis true, the raven doth not hatch a lark.149

Yet have I heard — O, could I find it150 now! —

The lion moved with pity did endure

To have his princely paws152 pared all away.

Some say that ravens foster forlorn153 children

The whilst their own birds154 famish in their nests:

O, be to me though thy hard heart say no,

Nothing so kind, but something pitiful!156

TAMORA    I know not what it157 means.— Away with her!

LAVINIA    O, let me teach thee for my father’s sake,

That gave thee life when well he might have slain thee.

Be not obdurate, open thy deaf ears.

TAMORA    Hadst thou in person ne’er offended me,

Even for his sake am I pitiless.

Remember, boys, I poured forth tears in vain

To save your brother from the sacrifice,

But fierce Andronicus would not relent.

Therefore away with her and use166 her as you will:

The worse to her, the better loved of me.



Clings to Tamora


LAVINIA    O Tamora, be called a gentle queen,

And with thine own hands kill me in this place,

For ’tis not life that I have begged so long:

Poor I was slain when Bassianus died.

TAMORA    What begg’st thou, then? Fond172 woman, let me go.

LAVINIA    ’Tis present173 death I beg, and one thing more

That womanhood denies174 my tongue to tell:

O, keep me from their worse-than-killing lust,

And tumble176 me into some loathsome pit

Where never man’s eye may behold my body.

Do this, and be a charitable murderer.

TAMORA    So should I rob my sweet sons of their fee.179

No, let them satisfy their lust on thee.



To Lavinia


DEMETRIUS    Away, for thou hast stayed181 us here too long.

LAVINIA    No grace? No womanhood? Ah, beastly creature,

The blot and enemy to our general name,183

Confusion184 fall—



Grabs her


CHIRON    Nay, then I’ll stop your mouth.—



To Demetrius


Bring thou her husband:

This is the hole where Aaron bid us hide him.



[Demetrius throws Bassianus’ body into the pit, he and Chiron then exeunt, dragging off Lavinia]


TAMORA    Farewell, my sons: see that you make her sure.187

Ne’er let my heart know merry cheer indeed,

Till all the Andronici be made away.189

Now will I hence to seek my lovely Moor,

And let my spleenful sons this trull191 deflower.



Exit

Enter Aaron with two of Titus’ sons [Quintus and Martius]


AARON    Come on, my lords, the better foot before:192

Straight will I bring you to the loathsome pit

Where I espied the panther fast asleep.

QUINTUS    My sight is very dull195, whate’er it bodes.

MARTIUS    And mine, I promise you. Were it not for shame,



Falls into the pit


Well could I leave our sport to sleep awhile.

QUINTUS    What art thou fallen? What subtle198 hole is this,

Whose mouth is covered with rude-growing199 briers

Upon whose leaves are drops of new-shed blood

As fresh as morning’s dew distilled on flowers?

A very fatal place it seems to me.

Speak, brother, hast thou hurt thee with the fall?



Martius speaks from below


MARTIUS    O brother, with the dismall’st object204 hurt

That ever eye with sight made heart lament!



Aside


AARON    Now will I fetch the king to find them here,

That he thereby may have a likely guess

How these were they that made away his brother.

Exit Aaron

MARTIUS    Why dost not comfort me and help me out

From this unhallowed210 and blood-stainèd hole?

QUINTUS    I am surprisèd with an uncouth211 fear,

A chilling sweat o’er-runs my trembling joints:

My heart suspects more than mine eye can see.

MARTIUS    To prove thou hast a true-divining heart,

Aaron and thou look down into this den,

And see a fearful sight of blood and death.

QUINTUS    Aaron is gone and my compassionate217 heart

Will not permit mine eyes once to behold

The thing whereat it trembles by surmise.219

O, tell me how it is, for ne’er till now

Was I a child to fear I know not what.

MARTIUS    Lord Bassianus lies embrewèd222 here

All on a heap223, like to the slaughtered lamb,

In this detested, dark, blood-drinking pit.

QUINTUS    If it be dark, how dost thou know ’tis he?

MARTIUS    Upon his bloody finger he doth wear

A precious ring, that lightens all the hole,227

Which like a taper in some monument228

Doth shine upon the dead man’s earthly229 cheeks

And shows the ragged entrails of the pit:

So pale did shine the moon on Pyramus231

When he by night lay bathed in maiden blood.232

O brother, help me with thy fainting hand —

If fear hath made thee faint, as me it hath —

Out of this fell235 devouring receptacle,

As hateful as Cocytus236’ misty mouth.



Reaches into the pit


QUINTUS    Reach me thy hand that I may help thee out

Or, wanting238 strength to do thee so much good,

I may be plucked into the swallowing womb239

Of this deep pit, poor Bassianus’ grave.

I have no strength to pluck thee to the brink.

MARTIUS    Nor I no strength to climb without thy help.

QUINTUS    Thy hand once more: I will not loose again

Till thou art here aloft or I below.

Thou canst not come to me: I come to thee.



Both fall in

Enter the Emperor, Aaron the Moor [and Attendants]


SATURNINUS    Along with me: I’ll see what hole is here,

And what he is that now is leapt into it.—



Speaks into the pit


Say who art thou that lately didst descend

Into this gaping hollow of the earth?

MARTIUS    The unhappy son of old Andronicus,

Brought hither in a most unlucky hour

To find thy brother Bassianus dead.

SATURNINUS    My brother dead? I know thou dost but jest:

He and his lady both are at the lodge

Upon the north side of this pleasant chase.

’Tis not an hour since I left him there.

MARTIUS    We know not where you left him all alive,

But, out alas258, here have we found him dead.



Enter Tamora [with Attendants,] Andronicus and Lucius


TAMORA    Where is my lord the king?

SATURNINUS    Here, Tamora, though gride260 with killing grief.

TAMORA    Where is thy brother Bassianus?

SATURNINUS    Now to the bottom dost thou search262 my wound:

Poor Bassianus here lies murderèd.

TAMORA    Then all too late I bring this fatal writ,264

The complot of this timeless265 tragedy,

And wonder greatly that man’s face can fold266

In pleasing smiles such murderous tyranny.



She giveth Saturnine a letter

Saturninus reads the letter


SATURNINUS    ‘An if we miss to meet him handsomely268





Sweet huntsman — Bassianus ’tis we mean —

Do thou so much as dig the grave for him:

Thou know’st our meaning. Look for thy reward

Among the nettles at the elder tree272

Which overshades the mouth of that same pit

Where we decreed274 to bury Bassianus.

Do this, and purchase275 us thy lasting friends.’

O Tamora, was ever heard the like?

This is the pit and this the elder tree.—

Look, sirs, if you can find the huntsman out

That should279 have murdered Bassianus here.



Finds the bag


AARON    My gracious lord, here is the bag of gold.



To Titus


SATURNINUS    Two of thy whelps, fell curs of bloody kind,281

Have here bereft my brother of his life.—

Sirs, drag them from the pit unto the prison:

There let them bide until we have devised

Some never-heard-of torturing pain for them.



↓Attendants may pull Quintus and Martius from the pit↓


TAMORA    What, are they in this pit? O wondrous286 thing!

How easily murder is discoverèd.



Kneels


TITUS    High emperor, upon my feeble knee

I beg this boon with tears not lightly shed,

That this fell fault of my accursèd sons,

Accursèd if the faults be proved in them—

SATURNINUS    If it be proved? You see it is apparent.292

Who found this letter? Tamora, was it you?

TAMORA    Andronicus himself did take it up.

TITUS    I did, my lord. Yet let me be their bail,

For by my father’s reverend tomb I vow

They shall be ready at your highness’ will

To answer their suspicion298 with their lives.

SATURNINUS    Thou shalt not bail them: see thou follow me.—



↓Titus rises↓


Some bring the murdered body, some the murderers:

Let them not speak a word: the guilt is plain,

For, by my soul, were there worse end than death,

That end upon them should be executed.

TAMORA    Andronicus, I will entreat the king:

Fear not305 thy sons, they shall do well enough.

TITUS    Come, Lucius, come. Stay not to talk with them.



Exeunt

[Act 2 Scene 4]

running scene 3 continues

Enter the Empress’ sons [Demetrius and Chiron] with Lavinia, her hands cut off and her tongue cut out, and ravished


DEMETRIUS    So, now go tell, an if thy tongue can speak,

Who ’twas that cut thy tongue and ravished thee.

CHIRON    Write down thy mind, bewray3 thy meaning so,

An if thy stumps will let thee, play the scribe.

DEMETRIUS    See how with signs and tokens she can scrawl.5

CHIRON    Go home, call for sweet water6, wash thy hands.

DEMETRIUS    She hath no tongue to call, nor hands to wash,

And so let’s leave her to her silent walks.

CHIRON    An ’twere my cause9, I should go hang myself.

DEMETRIUS    If thou hadst hands to help thee knit10 the cord.



Exeunt [Chiron and Demetrius]

Wind horns. Enter Marcus from hunting to Lavinia

Lavinia runs away


MARCUS    Who is this? My niece that flies away so fast!



Lavinia turns back


Cousin12, a word: where is your husband?

If I do dream, would all my wealth would wake me;

If I do wake, some planet strike14 me down

That I may slumber in eternal sleep.

Speak, gentle niece, what stern ungentle hands

Have lopped and hewed and made thy body bare

Of her two branches, those sweet ornaments,

Whose circling shadows19 kings have sought to sleep in,

And might not gain so great a happiness

As half thy love? Why dost not speak to me?



Lavinia opens her mouth


Alas, a crimson river of warm blood,

Like to a bubbling fountain stirred with wind,

Doth rise and fall between thy rosèd lips,

Coming and going with thy honey breath.

But sure some Tereus26 hath deflowered thee

And, lest thou shouldst detect27 him, cut thy tongue.

Ah, now thou turn’st away thy face for shame,

And notwithstanding all this loss of blood,

As from a conduit30 with three issuing spouts,

Yet do thy cheeks look red as Titan’s31 face

Blushing to be encountered with a cloud.

Shall I speak for thee? Shall I say ’tis so?

O, that I knew thy heart, and knew the beast,

That I might rail at35 him, to ease my mind.

Sorrow concealèd, like an oven stopped,36

Doth burn the heart to cinders where it is.

Fair Philomela, she but lost her tongue,

And in a tedious sampler39 sewed her mind.

But, lovely niece, that mean40 is cut from thee:

A craftier Tereus hast thou met withal,

And he hath cut those pretty fingers off,

That could have better sewed than Philomel.

O, had the monster seen those lily hands

Tremble like aspen-leaves upon a lute

And make the silken strings delight to kiss them,

He would not then have touched them for his life.

Or had he heard the heavenly harmony

Which that sweet tongue hath made,

He would have dropped his knife and fell asleep,

As Cerberus at the Thracian poet’s feet.51

Come, let us go, and make thy father blind,

For such a sight will blind a father’s eye.

One hour’s storm will drown the fragrant meads:54

What will whole months of tears thy father’s eyes?

Do not draw back, for we will mourn with thee.

O, could our mourning ease thy misery!



Exeunt


Act 3 [Scene 1]

running scene 4

Enter the Judges and Senators with Titus’ two sons [Martius and Quintus] bound, passing on the stage to the place of execution, and Titus going before, pleading


TITUS    Hear me, grave fathers!1 Noble tribunes, stay!

For pity of mine age, whose youth was spent

In dangerous wars whilst you securely slept,

For all my blood in Rome’s great quarrel4 shed,

For all the frosty nights that I have watched,5

And for these bitter tears which now you see

Filling the agèd wrinkles in my cheeks,

Be pitiful to my condemnèd sons,

Whose souls is not corrupted as ’tis thought.

For two and twenty sons I never wept,

Because they died in honour’s lofty bed.



Andronicus lieth down and the Judges pass by him


For these, two tribunes, in the dust I write

My heart’s deep languor13 and my soul’s sad tears:

Let my tears stanch14 the earth’s dry appetite,

My sons’ sweet blood will make it shame15 and blush.



Exeunt. [Titus remains]


O earth, I will befriend thee more with rain

That shall distil from these two ancient ruins17

Than youthful April shall with all his showers.

In summer’s drought I’ll drop upon thee still:19

In winter with warm tears I’ll melt the snow

And keep eternal springtime on thy face,

So22 thou refuse to drink my dear sons’ blood.



Enter Lucius, with his weapon drawn


O reverend tribunes, O gentle, agèd men,

Unbind my sons, reverse the doom24 of death,

And let me say, that never wept before,

My tears are now prevailing orators.26

LUCIUS    O noble father, you lament in vain:

The tribunes hear you not, no man is by,

And you recount your sorrows to a stone.

TITUS    Ah, Lucius, for thy brothers let me plead.

Grave tribunes, once more I entreat of you—

LUCIUS    My gracious lord, no tribune hears you speak.

TITUS    Why, tis no matter, man: if they did hear,

They would not mark34 me, or if they did mark,

They would not pity me.

Therefore I tell my sorrows bootless36 to the stones,

Who, though they cannot answer my distress,

Yet in some sort they are better than the tribunes

For that they will not intercept39 my tale:

When I do weep, they humbly at my feet

Receive my tears and seem to weep with me,

And were they but attirèd in grave weeds,42

Rome could afford43 no tribune like to these.

A stone is as soft wax, tribunes more hard than stones:

A stone is silent, and offendeth not,

And tribunes with their tongues doom men to death.



Rises


But wherefore stand’st thou with thy weapon drawn?

LUCIUS    To rescue my two brothers from their death,

For which attempt the judges have pronounced

My everlasting doom of banishment.

TITUS    O happy51 man, they have befriended thee.

Why, foolish Lucius, dost thou not perceive

That Rome is but a wilderness of tigers?

Tigers must prey, and Rome affords no prey

But me and mine: how happy art thou, then,

From these devourers to be banishèd!

But who comes with our brother Marcus here?



Enter Marcus and Lavinia


MARCUS    Titus, prepare thy noble eyes to weep,

Or if not so, thy noble heart to break:

I bring consuming sorrow to thine age.

TITUS    Will it consume me? Let me see it then.

MARCUS    This was thy daughter.

TITUS    Why, Marcus, so she is.



Falls to his knees


LUCIUS    Ay me, this object64 kills me.



Lucius rises


TITUS    Faint-hearted boy, arise and look upon her.—

Speak, Lavinia, what accursèd hand

Hath made thee handless in thy father’s sight?

What fool hath added water to the sea?

Or brought a faggot to bright-burning Troy?

My grief was at the height before thou cam’st,

And now like Nilus it disdaineth71 bounds.

Give me a sword, I’ll chop off my hands too,

For they have fought for Rome, and all in vain:

And they have nursed this woe, in feeding life:74

In bootless prayer have they been held up,

And they have served me to effectless76 use:

Now all the service I require of them

Is that the one will help to cut the other.

’Tis well, Lavinia, that thou hast no hands,

For hands to do Rome service is but vain.

LUCIUS    Speak, gentle sister: who hath martyred81 thee?

MARCUS    O, that delightful engine82 of her thoughts

That blabbed83 them with such pleasing eloquence,

Is torn from forth that pretty hollow cage

Where, like a sweet melodious bird, it sung

Sweet varied notes, enchanting every ear!

LUCIUS    O, say thou for her: who hath done this deed?

MARCUS    O, thus I found her, straying in the park,88

Seeking to hide herself, as doth the deer

That hath received some unrecuring90 wound.

TITUS    It was my dear91, and he that wounded her

Hath hurt me more than had he killed me dead,

For now I stand as one upon a rock

Environed94 with a wilderness of sea,

Who marks the waxing95 tide grow wave by wave,

Expecting ever when some envious96 surge

Will in his brinish97 bowels swallow him.

This way to death my wretched sons are gone:

Here stands my other son, a banished man,

And here my brother, weeping at my woes.

But that which gives my soul the greatest spurn101

Is dear Lavinia, dearer than my soul.

Had I but seen thy picture in this plight,

It would have madded me. What shall I do

Now I behold thy lively105 body so?

Thou hast no hands to wipe away thy tears,

Nor tongue to tell me who hath martyred thee:

Thy husband he is dead, and for his death

Thy brothers are condemned, and dead by this109.—

Look, Marcus, ah, son Lucius, look on her!

When I did name her brothers, then fresh tears

Stood on her cheeks, as doth the honey-dew112

Upon a gathered lily almost withered.

MARCUS    Perchance she weeps because they killed her husband,

Perchance because she knows them innocent.

TITUS    If they did kill thy husband, then be joyful,

Because the law hath ta’en revenge on them.

No, no, they would not do so foul a deed:

Witness the sorrow that their sister makes.

Gentle Lavinia, let me kiss thy lips

Or make some signs how I may do thee ease:121

Shall thy good uncle and thy brother Lucius,

And thou and I sit round about some fountain,

Looking all downwards to behold our cheeks,

How they are stained like meadows yet not dry,

With miry126 slime left on them by a flood?

And in the fountain shall we gaze so long

Till the fresh taste be taken from that clearness,128

And made a brine-pit with our bitter tears?

Or shall we cut away our hands like thine?

Or shall we bite our tongues and in dumb shows131

Pass the remainder of our hateful days?

What shall we do? Let us that have our tongues

Plot some device134 of further miseries

To make us wondered at in time to come.

LUCIUS    Sweet father, cease your tears, for at your grief

See how my wretched sister sobs and weeps.



Gives a handkerchief


MARCUS    Patience, dear niece.— Good Titus, dry thine eyes.

TITUS    Ah, Marcus, Marcus, brother, well I wot139

Thy napkin140 cannot drink a tear of mine,

For thou, poor man, hast drowned it with thine own.

LUCIUS    Ah, my Lavinia, I will wipe thy cheeks.

TITUS    Mark, Marcus, mark! I understand her signs:

Had she a tongue to speak, now would she say

That to her brother which I said to thee.

His napkin with his true tears all bewet

Can do no service on her sorrowful cheeks.

O, what a sympathy148 of woe is this:

As far from help as Limbo149 is from bliss!



Enter Aaron the Moor alone


AARON    Titus Andronicus, my lord the emperor

Sends thee this word: that if thou love thy sons,

Let Marcus, Lucius, or thyself, old Titus,

Or any one of you, chop off your hand

And send it to the king: he for the same

Will send thee hither both thy sons alive —

And that shall be the ransom for their fault.

TITUS    O gracious emperor, O gentle Aaron!

Did ever raven sing so like a lark

That gives sweet tidings of the sun’s uprise?

With all my heart, I’ll send the emperor my hand.

Good Aaron, wilt thou help to chop it off?

LUCIUS    Stay, father, for that noble hand of thine

That hath thrown down so many enemies

Shall not be sent. My hand will serve the turn:

My youth can better spare my blood than you,

And therefore mine shall save my brothers’ lives.

MARCUS    Which of your hands hath not defended Rome,

And reared aloft the bloody battle-axe,

Writing destruction on the enemy’s castle?169

O, none of both170 but are of high desert.

My hand hath been but idle: let it serve

To ransom my two nephews from their death,

Then have I kept it to a worthy end.

AARON    Nay, come, agree whose hand shall go along,

For fear they die before their pardon come.

MARCUS    My hand shall go.

LUCIUS    By heaven, it shall not go!

TITUS    Sirs, strive no more: such withered herbs as these

Are meet179 for plucking up, and therefore mine.

LUCIUS    Sweet father, if I shall be thought thy son,

Let me redeem my brothers both from death.

MARCUS    And for our father’s sake and mother’s care,

Now let me show a brother’s love to thee.

TITUS    Agree between you: I will spare184 my hand.

LUCIUS    Then I’ll go fetch an axe.

MARCUS    But I will use the axe.



Exeunt [Lucius and Marcus]


TITUS    Come hither, Aaron, I’ll deceive them both:

Lend me thy hand and I will give thee mine.



Aside


AARON    If that be called deceit, I will be honest

And never whilst I live deceive men so.

But I’ll deceive you in another sort,

And that you’ll say192, ere half an hour pass.



He cuts off Titus’ hand

Enter Lucius and Marcus again


TITUS    Now stay your strife193: what shall be is dispatched.

Good Aaron, give his majesty my hand:

Tell him it was a hand that warded195 him

From thousand dangers: bid him bury it:

More hath it merited: that197 let it have.

As for my sons, say I account of198 them

As jewels purchased at an easy price,

And yet dear too, because I bought mine own.200

AARON    I go, Andronicus, and for thy hand

Look202 by and by to have thy sons with thee.—



Aside


Their heads I mean. O, how this villainy

Doth fat204 me with the very thoughts of it!

Let fools do good and fair205 men call for grace.

Aaron will have his soul black like his face.



Exit


TITUS    O, here I lift this one hand up to heaven



Kneels


And bow this feeble ruin208 to the earth.

If any power pities wretched tears,



Lavinia kneels


To that I call!— What, wilt thou kneel with me?

Do then, dear heart, for heaven shall hear our prayers,

Or with our sighs we’ll breathe the welkin212 dim,

And stain the sun with fog, as sometime clouds

When they do hug him in their melting bosoms.

MARCUS    O brother, speak with possibilities,215

And do not break into these deep extremes.

TITUS    Is not my sorrow deep, having no bottom?

Then be my passions218 bottomless with them.

MARCUS    But yet let reason govern thy lament.

TITUS    If there were reason for these miseries,

Then into limits could I bind my woes:

When heaven doth weep, doth not the earth o’erflow?222

If the winds rage doth not the sea wax mad,

Threat’ning the welkin with his big-swoll’n face?

And wilt thou have a reason for this coil?225

I am the sea. Hark how her226 sighs do blow!

She is the weeping welkin, I the earth:

Then must my sea be movèd228 with her sighs,

Then must my earth with her continual tears

Become a deluge overflowed and drowned,

For why my bowels231 cannot hide her woes,

But like a drunkard must I vomit them.

Then give me leave, for losers will have leave

To ease their stomachs234 with their bitter tongues.



Enter a Messenger with two heads and a hand

Titus and Lavinia may rise here


MESSENGER    Worthy Andronicus, ill art thou repaid

For that good hand thou sent’st the emperor.

Here are the heads of thy two noble sons,



Sets down the heads and hand


And here’s thy hand, in scorn to thee sent back:

Thy griefs their sports239, thy resolution mocked,

That240 woe is me to think upon thy woes

More than remembrance of my father’s death.



Exit


MARCUS    Now let hot Aetna242 cool in Sicily,

And be my heart an ever-burning hell!

These miseries are more than may be borne.

To weep with them that weep doth ease some deal,245

But sorrow flouted246 at is double death.

LUCIUS    Ah, that this sight should make so deep a wound,

And yet detested life not shrink248 thereat!

That ever death should let life bear his name,249

Where life hath no more interest but to breathe!



Lavinia kisses the heads


MARCUS    Alas, poor heart, that kiss is comfortless

As frozen water to a starvèd252 snake.

TITUS    When will this fearful slumber have an end?

MARCUS    Now farewell flattery254, die Andronicus:

Thou dost not slumber. See thy two sons’ heads,

Thy warlike hand, thy mangled daughter here,

Thy other banished son with this dear257 sight

Struck pale and bloodless, and thy brother, I,

Even like a stony image, cold and numb.

Ah, now no more will I control260 thy griefs:

Rend off thy silver hair, thy other hand

Gnawing with thy teeth, and be this dismal sight

The closing up of our most wretched eyes.

Now is a time to storm. Why art thou still?

TITUS    Ha, ha, ha!

MARCUS    Why dost thou laugh? It fits not with this hour.

TITUS    Why? I have not another tear to shed:

Besides, this sorrow is an enemy

And would usurp upon my wat’ry eyes

And make them blind with tributary270 tears.

Then which way shall I find Revenge’s cave?

For these two heads do seem to speak to me

And threat273 me I shall never come to bliss

Till all these mischiefs274 be returned again

Even in their throats that have committed them.

Come, let me see what task I have to do.

You heavy277 people, circle me about,

That I may turn me to each one of you

And swear unto my soul to right your wrongs.



They make a vow


The vow is made. Come, brother, take a head,

And in this hand the other I will bear.

And Lavinia, thou shalt be employed in these things:

Bear thou my hand, sweet wench, between thy teeth.

As for thee, boy, go get thee from my sight:

Thou art an exile, and thou must not stay:

Hie to the Goths and raise an army there,

And if you love me, as I think you do,

Let’s kiss and part, for we have much to do.



Exeunt. Lucius remains


LUCIUS    Farewell Andronicus, my noble father,

The woefull’st man that ever lived in Rome.

Farewell, proud Rome, till Lucius come again.

He loves his pledges292 dearer than his life.

Farewell, Lavinia, my noble sister,

O, would thou wert as thou tofore294 hast been!

But now nor295 Lucius nor Lavinia lives

But296 in oblivion and hateful griefs.

If Lucius live, he will requite your wrongs

And make proud Saturnine and his empress

Beg at the gates, like Tarquin and his queen.299

Now will I to the Goths and raise a power,300

To be revenged on Rome and Saturnine.



Exit Lucius

[Act 3 Scene 2]

running scene 5

A banquet

Enter [Titus] Andronicus, Marcus, Lavinia and the Boy [Young Lucius]


TITUS    So, so, now sit, and look you eat no more

Than will preserve just so much strength in us

As will revenge these bitter woes of ours.

Marcus, unknit that sorrow-wreathen knot:4

Thy niece and I, poor creatures, want5 our hands

And cannot passionate6 our tenfold grief

With folded arms. This poor right hand of mine

Is left to tyrannize8 upon my breast,

Who9, when my heart, all mad with misery,

Beats in this hollow prison of my flesh,

Then thus I thump it down.—



To Lavinia


Thou map12 of woe, that thus dost talk in signs,

When thy poor heart beats with outrageous13 beating,

Thou canst not strike it thus to make it still.

Wound it with sighing15, girl, kill it with groans,

Or get some little knife between thy teeth

And just against thy heart make thou a hole,

That all the tears that thy poor eyes let fall

May run into that sink19, and soaking in

Drown the lamenting fool20 in sea-salt tears.

MARCUS    Fie, brother, fie! Teach her not thus to lay

Such violent hands upon her tender22 life.

TITUS    How now? Has sorrow made thee dote23 already?

Why, Marcus, no man should be mad but I.

What violent hands can she lay on her life?

Ah, wherefore dost thou urge the name of hands

To bid Aeneas27 tell the tale twice o’er

How Troy was burnt and he made miserable?

O, handle not the theme, to talk of hands,

Lest we remember still30 that we have none.

Fie, fie, how franticly I square31 my talk,

As if we should forget we had no hands

If Marcus did not name the word of hands.

Come, let’s fall to34, and, gentle girl, eat this.

Here is no drink! Hark, Marcus, what she says:

I can interpret all her martyred signs —

She says she drinks no other drink but tears,

Brewed with her sorrow, meshed38 upon her cheeks.—

Speechless complainer39, I will learn thy thought.

In thy dumb action will I be as perfect40

As begging hermits in their holy prayers:

Thou shalt not sigh, nor hold thy stumps to heaven,

Nor wink43, nor nod, nor kneel, nor make a sign,

But I of these will wrest an alphabet

And by still45 practice learn to know thy meaning.

BOY    Good grandsire46, leave these bitter deep laments:

Make my aunt merry with some pleasing tale.

MARCUS    Alas, the tender48 boy in passion moved

Doth weep to see his grandsire’s heaviness.49

TITUS    Peace, tender sapling, thou art made of tears,

And tears will quickly melt thy life away.



Marcus strikes the dish with a knife


What dost thou strike at, Marcus, with thy knife?

MARCUS    At that that I have killed, my lord: a fly.

TITUS    Out on thee54, murderer! Thou kill’st my heart:

Mine eyes are cloyed with view of tyranny:

A deed of death done on the innocent

Becomes not Titus’ brother. Get thee gone:

I see thou art not for my company.

MARCUS    Alas, my lord, I have but killed a fly.

TITUS    ‘But’? How if that fly had a father and mother?

How would he hang his slender gilded wings,

And buzz lamenting doings62 in the air!

Poor harmless fly,

That with his pretty buzzing melody

Came here to make us merry, and thou hast killed him.

MARCUS    Pardon me, sir, it was a black ill-favoured66 fly,

Like to the empress’ Moor: therefore I killed him.

TITUS    O, O, O!

Then pardon me for reprehending thee,

For thou hast done a charitable deed.

Give me thy knife, I will insult on71 him,

Flattering myself as if72 it were the Moor

Come hither purposely to poison me.—



Takes the knife and strikes


There’s for thyself, and that’s for Tamora.

Ah, sirrah!75

Yet, I think, we are not brought so low

But that between us we can kill a fly

That comes in likeness of a coal-black Moor.

MARCUS    Alas, poor man! Grief has so wrought on79 him

He takes false shadows for true substances.

TITUS    Come, take away81. Lavinia, go with me:

I’ll to thy closet82, and go read with thee

Sad stories chancèd83 in the times of old.

Come, boy, and go with me: thy sight is young,

And thou shalt read when mine begin to dazzle.85



Exeunt

Act 4 [Scene 1]

running scene 6

Enter Young Lucius and Lavinia running after him, and the Boy flies from her, with his books under his arm

Enter Titus and Marcus

He drops the books


BOY    Help, grandsire, help! My aunt Lavinia

Follows me everywhere, I know not why.

Good uncle Marcus, see how swift she comes.

Alas, sweet aunt, I know not what you mean.

MARCUS    Stand by me, Lucius: do not fear thy aunt.

TITUS    She loves thee, boy, too well to do thee harm.

BOY    Ay, when my father was in Rome she did.

MARCUS    What means my niece Lavinia by these signs?

TITUS    Fear her not, Lucius — somewhat9 doth she mean:

See, Lucius, see how much she makes of thee:

Somewhither would she have thee go with her.

Ah, boy, Cornelia12 never with more care

Read to her sons than she hath read to thee

Sweet poetry and Tully’s14 Orator.

Canst thou not guess wherefore she plies15 thee thus?

BOY    My lord, I know not, I, nor can I guess,

Unless some fit or frenzy do possess her,

For I have heard my grandsire say full oft

Extremity of griefs would make men mad,

And I have read that Hecuba of Troy20

Ran mad through sorrow: that made me to fear,

Although, my lord, I know my noble aunt

Loves me as dear as e’er my mother did,

And would not, but in fury24, fright my youth,

Which made me down to throw my books and fly,

Causeless perhaps. But pardon me, sweet aunt:

And, madam, if my uncle Marcus go,27

I will most willingly attend your ladyship.

MARCUS    Lucius, I will.



Lavinia turns over the books with her stumps


TITUS    How now, Lavinia?— Marcus, what means this?

Some book there is that she desires to see.

Which is it, girl, of these?— Open them, boy.—



To Lavinia


But thou art deeper read, and better skilled:33

Come, and take choice of all my library,

And so beguile35 thy sorrow till the heavens

Reveal the damned contriver of this deed.

What book?

Why lifts she up her arms in sequence38 thus?

MARCUS    I think she means that there was more than one

Confederate in the fact40. Ay, more there was,

Or else to heaven she heaves41 them for revenge.

TITUS    Lucius, what book is that she tosseth42 so?

BOY    Grandsire, ’tis Ovid’s Metamorphosis:

My mother gave it me.

MARCUS    For love of her that’s gone,

Perhaps she culled46 it from among the rest.

TITUS    Soft47, so busily she turns the leaves!



Helps her


What would she find? Lavinia, shall I read?

This is the tragic tale of Philomel,

And treats of Tereus’ treason and his rape —

And rape, I fear, was root of thine annoy.51

MARCUS    See, brother, see: note how she quotes52 the leaves.

TITUS    Lavinia, wert thou thus surprised53, sweet girl,

Ravished and wronged as Philomela was,

Forced in the ruthless, vast55 and gloomy woods?



Lavinia nods


See, see!

Ay, such a place there is, where we did hunt —

O, had we never, never hunted there! —

Patterned by that59 the poet here describes,

By nature made for murders and for rapes.

MARCUS    O, why should nature build so foul a den,

Unless the gods delight in tragedies?62

TITUS    Give signs, sweet girl — for here are none but friends —

What Roman lord it was durst do the deed.

Or slunk not Saturnine, as Tarquin erst,65

That left the camp to sin in Lucrece’ bed?

MARCUS    Sit down, sweet niece: brother, sit down by me.

Apollo, Pallas, Jove or Mercury68

Inspire me, that I may this treason find.

My lord, look here: look here, Lavinia.



He writes his name with his staff, and guides it with feet and mouth


This sandy plot is plain71: guide, if thou canst,

This after me72. I here have writ my name

Without the help of any hand at all.

Cursed be that heart that forced us to that shift.74

Write thou, good niece, and here display at last

What God will have discovered76 for revenge.

Heaven guide thy pen to print thy sorrows plain,

That we may know the traitors and the truth!



She takes the staff in her mouth, and guides it with her stumps, and writes


TITUS    O, do ye read, my lord, what she hath writ?

‘Stuprum80, Chiron, Demetrius.’

MARCUS    What, what? The lustful sons of Tamora

Performers of this heinous, bloody deed?

TITUS    Magni dominator poli,83

Tam lentus audis scelera, tam lentus vides?

MARCUS    O, calm thee, gentle lord, although I know

There is enough written upon this earth

To stir a mutiny in the mildest thoughts

And arm the minds of infants to exclaims.88

My lord, kneel down with me: Lavinia, kneel:



They kneel


And kneel, sweet boy, the Roman Hector’s hope,90

And swear with me — as, with the woeful fere91

And father of that chaste dishonoured dame,

Lord Junius Brutus swore for Lucrece’ rape —

That we will prosecute by good advice94

Mortal revenge upon these traitorous Goths,



They rise


And see their blood, or die with this reproach.96

TITUS    ’Tis sure enough, an97 you knew how.

But if you hunt these bear-whelps, then beware:

The dam will wake, and, if she wind99 you once

She’s with the lion100 deeply still in league,

And lulls him whilst she playeth on her back,101

And when he sleeps will she do what she list.102

You are a young103 huntsman, Marcus: let it alone,

And come. I will go get a leaf104 of brass

And with a gad105 of steel will write these words,

And lay it by. The angry northern wind

Will blow these sands, like Sibyl’s leaves107 abroad,

And where’s your lesson, then? Boy, what say you?

BOY    I say, my lord, that if I were a man,

Their mother’s bedchamber should not be safe

For these bad bondmen111 to the yoke of Rome.

MARCUS    Ay, that’s my boy. Thy father hath full oft

For his ungrateful country done the like.

BOY    And, uncle, so will I, an if I live.

TITUS    Come, go with me into mine armoury:

Lucius, I’ll fit thee, and withal116 my boy

Shall carry from me to the empress’ sons

Presents that I intend to send them both.

Come, come, thou’lt do thy message, wilt thou not?

BOY    Ay, with my dagger in their bosoms, grandsire.

TITUS    No, boy, not so: I’ll teach thee another course.

Lavinia, come: Marcus, look to my house:

Lucius and I’ll go brave it123 at the court.

Ay, marry, will we, sir, and we’ll be waited on.124



Exeunt. [Marcus remains]


MARCUS    O heavens, can you hear a good man groan

And not relent or not compassion126 him?

Marcus, attend him in his ecstasy127

That hath more scars of sorrow in his heart

Than foemen’s marks upon his battered shield,

But yet so just that he will not revenge.

Revenge, the heavens, for old Andronicus!



Exit

[Act 4 Scene 2]

running scene 7

Enter Aaron, Chiron and Demetrius at one door, and at another door Young Lucius and another [Attendant], with a bundle of weapons and verses writ upon them


CHIRON    Demetrius, here’s the son of Lucius:

He hath some message to deliver us.

AARON    Ay, some mad message from his mad grandfather.

BOY    My lords, with all the humbleness I may,

I greet your honours from Andronicus.—



Aside


And pray the Roman gods confound6 you both.

DEMETRIUS    Gramercy,7 lovely Lucius. What’s the news?



Aside


BOY    That you are both deciphered8, that’s the news,



To them


For villains marked with rape.— May it please you,

My grandsire, well advised10, hath sent by me

The goodliest weapons of his armoury

To gratify your honourable youth,

The hope of Rome, for so he bade me say,

And so I do, and with his gifts present

Your lordships, that, whenever you have need,



Attendant presents the weapons


You may be armèd and appointed16 well.

And so I leave you both— like bloody villains.



Exeunt [Young Lucius and Attendant]

Aside


DEMETRIUS    What’s here? A scroll, and written round about?

Let’s see:



Reads


‘Integer vitae, scelerisque purus,20

Non eget Mauri jaculis, nec arcu.’

CHIRON    O, ’tis a verse in Horace, I know it well:

I read it in the grammar23 long ago.

AARON    Ay, just24: a verse in Horace, right, you have it.—



Aside


Now, what a thing it is to be an ass!

Here’s no sound jest!26 The old man hath found their guilt,

And sends them weapons wrapped about with lines

That wound beyond their feeling to the quick.28

But were our witty empress well afoot29

She would applaud Andronicus’ conceit:30

But let her rest in her unrest31 awhile.—



To Chiron and Demetrius


And now, young lords, was’t not a happy32 star




Led us to Rome, strangers, and more than so,

Captives, to be advancèd to this height?

It did me good before the palace gate

To brave36 the tribune in his brother’s hearing.

DEMETRIUS    But me more good to see so great a lord

Basely insinuate38 and send us gifts.

AARON    Had he not reason, Lord Demetrius?

Did you not use his daughter very friendly?40

DEMETRIUS    I would we had a thousand Roman dames

At such a bay, by turn to serve42 our lust.

CHIRON    A charitable wish and full of love.

AARON    Here lacks but your mother for to say ‘Amen’.

CHIRON    And that would she for twenty thousand more.45

DEMETRIUS    Come, let us go; and pray to all the gods

For our belovèd mother in her pains.



Aside?


AARON    Pray to the devils: the gods have given us over.



Flourish


DEMETRIUS    Why do the emperor’s trumpets flourish thus?

CHIRON    Belike50 for joy the emperor hath a son.

DEMETRIUS    Soft, who comes here?



Enter Nurse with a blackamoor child

The child hidden in her arms


NURSE    Good morrow, lords.

O, tell me, did you see Aaron the Moor?

AARON    Well, more or less, or ne’er a whit54 at all:

Here Aaron is, and what55 with Aaron now?

NURSE    O gentle Aaron, we are all undone.56

Now help, or woe betide thee evermore!

AARON    Why, what a caterwauling dost thou keep!

What dost thou wrap and fumble in thine arms?

NURSE    O, that which I would hide from heaven’s eye,

Our empress’ shame and stately Rome’s disgrace!

She is delivered, lords, she is delivered.

AARON    To whom?

NURSE    I mean, she is brought abed.

AARON    Well, God give her good rest! What hath he sent her?

NURSE    A devil.

AARON    Why, then she is the devil’s dam: a joyful issue.67

NURSE    A joyless, dismal, black, and sorrowful issue:

Here is the babe, as loathsome as a toad

Amongst the fair-faced breeders of our clime.70

The empress sends it thee, thy stamp, thy seal,71

And bids thee christen it with thy dagger’s point.

AARON    Out, you whore! Is black so base a hue?—



To the child


Sweet blowse74, you are a beauteous blossom, sure.

DEMETRIUS    Villain, what hast thou done?

AARON    That which thou canst not undo.

CHIRON    Thou hast undone our mother.

AARON    Villain, I have done78 thy mother.

DEMETRIUS    And therein, hellish dog, thou hast undone.

Woe to her chance80, and damned her loathèd choice,

Accursed the offspring of so foul a fiend.

CHIRON    It shall not live.

AARON    It shall not die.

NURSE    Aaron, it must: the mother wills it so.

AARON    What, must it, nurse? Then let no man but I

Do execution on my flesh and blood.

DEMETRIUS    I’ll broach87 the tadpole on my rapier’s point.

Nurse, give it me: my sword shall soon dispatch it.



Draws his sword and takes the child


AARON    Sooner this sword shall plough thy bowels up.




Stay, murderous villains! Will you kill your brother?

Now, by the burning tapers of the sky,

That shone so brightly when this boy was got,92

He dies upon my scimitar’s sharp point

That touches this my first-born son and heir.

I tell you, younglings, not Enceladus95

With all his threat’ning band of Typhon’s96 brood,

Nor great Alcides, nor the god of war,97

Shall seize this prey out of his father’s hands.

What, what, ye sanguine99, shallow-hearted boys!

Ye white-limed walls, ye ale-house painted100 signs!

Coal-black is better than another hue

In that it scorns to bear another hue,

For all the water in the ocean

Can never turn the swan’s black legs to white,

Although she lave them hourly in the flood.105

Tell the empress from me, I am of age

To keep mine own, excuse it how she can.

DEMETRIUS    Wilt thou betray thy noble mistress thus?

AARON    My mistress is my mistress, this109 myself,

The vigour and the picture of my youth:

This before all the world do I prefer,

This maugre112 all the world will I keep safe,

Or some of you shall smoke113 for it in Rome.

DEMETRIUS    By this our mother is forever shamed.

CHIRON    Rome will despise her for this foul escape.115

NURSE    The emperor, in his rage, will doom her death.

CHIRON    I blush to think upon this ignomy.117

AARON    Why, there’s the privilege your beauty bears:

Fie, treacherous hue, that will betray with blushing

The close enacts120 and counsels of the heart.

Here’s a young lad framed of another leer:121

Look how the black slave122 smiles upon the father,

As who should say123 ‘Old lad, I am thine own.’

He is your brother, lords, sensibly124 fed

Of that self-blood125 that first gave life to you,

And from that womb where you imprisoned were

He is enfranchisèd127 and come to light.

Nay, he is your brother by the surer128 side,

Although my seal be stampèd in his face.

NURSE    Aaron, what shall I say unto the empress?

DEMETRIUS    Advise thee131, Aaron, what is to be done,

And we will all subscribe to thy advice.

Save thou the child, so133 we may all be safe.

AARON    Then sit we down, and let us all consult.

My son and I will have the wind of135 you.



They sit


Keep there: now talk at pleasure of your safety.



To the Nurse


DEMETRIUS    How many women saw this child of his?

AARON    Why, so, brave lords, when we join in league

I am a lamb: but if you brave the Moor,

The chafèd140 boar, the mountain lioness,

The ocean swells not so as Aaron storms.—



To the Nurse


But say again, how many saw the child?

NURSE    Cornelia the midwife and myself,

And none else but the delivered empress.

AARON    The empress, the midwife, and yourself:

Two may keep counsel when the third’s away.

Go to the empress, tell her this I said.



He kills her


Weke, weke!148 So cries a pig preparèd to th’spit.



They all stand up


DEMETRIUS    What mean’st thou, Aaron? Wherefore didst thou this?

AARON    O Lord, sir, ’tis a deed of policy:150

Shall she live to betray this guilt of ours,

A long-tongued152 babbling gossip? No, lords, no:

And now be it known to you my full intent.

Not far, one Muly lives, my countryman:

His wife but yesternight was brought to bed:

His child is like to her156, fair as you are.

Go pack157 with him, and give the mother gold,

And tell them both the circumstance158 of all,

And how by this their child shall be advanced,

And be receivèd for the emperor’s heir,

And substituted in the place of mine,

To calm this tempest whirling in the court,

And let the emperor dandle him for his own.

Hark ye, lords, ye see I have given her physic,164

And you must needs bestow165 her funeral:

The fields are near and you are gallant grooms.166

This done, see that you take no longer days,167

But send the midwife presently168 to me.

The midwife and the nurse well made away,

Then let the ladies tattle what they please.

CHIRON    Aaron, I see thou wilt not trust the air

With secrets.

DEMETRIUS    For this care of Tamora,

Herself and hers are highly bound to thee.



Exeunt [Demetrius and Chiron with the body]


AARON    Now to the Goths, as swift as swallow flies,

There to dispose this treasure in mine arms,

And secretly to greet the empress’ friends.

Come on, you thick-lipped slave, I’ll bear you hence,

For it is you that puts us to our shifts:179

I’ll make you feed on berries and on roots,

And feed on curds and whey, and suck181 the goat,

And cabin182 in a cave, and bring you up

To be a warrior and command a camp.



Exit

[Act 4 Scene 3]

running scene 8

Enter Titus, Old Marcus, Young Lucius and other Gentlemen [Publius, Sempronius, Caius] with bows and Titus bears the arrows with letters on the end of them


TITUS    Come, Marcus, come, kinsmen: this is the way.

Sir Boy, let me see your archery.

Look ye draw home enough, and ’tis there straight.3

Terras Astraea reliquit: be you remembered,4

Marcus, she’s gone, she’s fled.— Sirs, take you to your tools.

You, cousins, shall go sound6 the ocean,

And cast your nets:

Haply8 you may find her in the sea,

Yet there’s9 as little justice as at land.

No, Publius and Sempronius, you must do it,

’Tis you must dig with mattock11 and with spade,

And pierce the inmost centre of the earth.

Then, when you come to Pluto’s region,13

I pray you deliver him this petition.

Tell him, it is for justice and for aid,

And that it comes from old Andronicus,

Shaken with sorrows in ungrateful Rome.—

Ah, Rome! Well, well, I made thee miserable

What time I threw the people’s suffrages19

On him that thus doth tyrannize o’er me.—

Go, get you gone, and pray be careful all,

And leave you not a man-of-war22 unsearched:

This wicked emperor may have shipped her23 hence,

And, kinsmen, then we may go pipe for24 justice.

MARCUS    O Publius, is not this a heavy case,25

To see thy noble uncle thus distract?26

PUBLIUS    Therefore, my lords, it highly us concerns

By day and night t’attend him carefully28

And feed his humour29 kindly as we may,

Till time beget some careful30 remedy.

MARCUS    Kinsmen, his sorrows are past remedy.

Join with the Goths32 and with revengeful war

Take wreak33 on Rome for this ingratitude,

And vengeance on the traitor Saturnine.

TITUS    Publius, how now? How now, my masters?

What, have you met with her?36

PUBLIUS    No, my good lord, but Pluto sends you word

If you will have Revenge from hell, you shall.

Marry, for39 Justice, she is so employed,

He thinks with Jove in heaven or somewhere else,

So that perforce you must needs stay41 a time.

TITUS    He doth me wrong to feed me with delays.

I’ll dive into the burning lake43 below

And pull her out of Acheron by the heels.

Marcus, we are but shrubs, no cedars we,

No big-boned men framed of the Cyclops46’ size,

But metal, Marcus, steel to the very back,

Yet wrung48 with wrongs more than our backs can bear.

And sith49 there’s no justice in earth nor hell,

We will solicit heaven and move50 the gods

To send down Justice for to51 wreak our wrongs.

Come, to this gear52. You are a good archer, Marcus:



He gives them the arrows


‘Ad Jovem’, that’s for you: here, ‘Ad Apollinem’:53

‘Ad Martem’, that’s for myself:

Here, boy, to Pallas: here, to Mercury:

To Saturn, Caius, not to Saturnine.

You were as good to shoot against the wind.57

To it, boy! Marcus, loose58 when I bid.

Of59 my word, I have written to effect:

There’s not a god left unsolicited.

MARCUS    Kinsmen, shoot all your shafts into the court:

We will afflict the emperor in his pride.

TITUS    Now, masters, draw.



They draw and shoot


O, well said,64 Lucius.

Good boy, in Virgo’s lap. Give it Pallas.65

MARCUS    My lord, I aim a mile beyond the moon:

Your letter is with Jupiter by this.

TITUS    Ha, ha!

Publius, Publius, what hast thou done?

See, see, thou hast shot off one of Taurus70’ horns.

MARCUS    This was the sport, my lord: when Publius shot,

The bull, being galled, gave Aries72 such a knock

That down fell both the ram’s horns73 in the court,

And who should find them but the empress’ villain!74

She laughed and told the Moor he should not choose

But give them to his master for a present.

TITUS    Why, there it goes:77 God give his lordship joy!



Enter the Clown with a basket and two pigeons in it


News, news from heaven! Marcus, the post78 is come.—

Sirrah, what tidings? Have you any letters?

Shall I have justice? What says Jupiter?

CLOWN    Ho, the gibbet-maker! He says that he hath taken81

them down again, for the man must not be hanged till the

next week.

TITUS    But what says Jupiter, I ask thee?

CLOWN    Alas, sir, I know not Jupiter: I never drank with him

in all my life.

TITUS    Why, villain, art not thou the carrier?87

CLOWN    Ay, of my pigeons, sir, nothing else.

TITUS    Why, didst thou not come from heaven?

CLOWN    From heaven? Alas, sir, I never came there: God

forbid I should be so bold to press91 to heaven in my young

days. Why, I am going with my pigeons to the tribunal plebs92

to take up93 a matter of brawl betwixt my uncle and one of the

emperial’s94 men.



To Titus


MARCUS    Why, sir, that is as fit as can be to serve for

your oration96, and let him deliver the pigeons to the emperor

from you.

TITUS    Tell me, can you deliver an oration to the emperor

with a grace?99

CLOWN    Nay, truly, sir, I could never say grace in all my life.

TITUS    Sirrah, come hither: make no more ado,101

But give your pigeons to the emperor.

By me thou shalt have justice at his hands.

Hold, hold — meanwhile here’s money for thy charges.104

Give me pen and ink.



Writes


Sirrah, can you with a grace deliver a supplication?106

CLOWN    Ay, sir.



Gives the letter


TITUS    Then here is a supplication for you,

and when you come to him, at the first approach you must

kneel, then kiss his foot, then deliver up your pigeons, and

then look for111 your reward. I’ll be at hand, sir: see you do it

bravely.112

CLOWN    I warrant you, sir, let me alone.113

TITUS    Sirrah, hast thou a knife? Come, let me see it.—

Here, Marcus, fold it in the oration—



To the Clown


For thou must take it like an humble suppliant.

And when thou hast given it the emperor,

Knock at my door, and tell me what he says.

CLOWN    God be with you, sir. I will.



Exit


TITUS    Come, Marcus, let us go.— Publius, follow me.



Exeunt

[Act 4 Scene 4]

running scene 8 continues

Enter Emperor and Empress and her two sons [and Attendants]. The Emperor brings the arrows in his hand that Titus shot at him


SATURNINUS    Why, lords, what wrongs are these? Was ever seen

An emperor in Rome thus overborne,2

Troubled, confronted thus, and for the extent3

Of equal justice, used in such contempt?

My lords, you know, as know the mightful5 gods,

However these disturbers of our peace

Buzz in the people’s ears, there nought hath passed7

But even8 with law against the wilful sons

Of old Andronicus. And what an if

His sorrows have so overwhelmed his wits,

Shall we be thus afflicted in his wreaks,11

His fits, his frenzy, and his bitterness?

And now he writes to heaven for his redress.

See, here’s ‘To Jove’, and this ‘To Mercury’,

This ‘To Apollo’, this ‘To the god of war’:

Sweet scrolls to fly about the streets of Rome!

What’s this but libelling against the senate

And blazoning18 our injustice everywhere?

A goodly humour19, is it not, my lords?

As who would say, in Rome no justice were.

But if I live, his feignèd ecstasies

Shall be no shelter to these outrages,

But he and his shall know that justice lives

In Saturninus’ health, whom, if she24 sleep,

He’ll so awake as she in fury shall

Cut off the proud’st conspirator that lives.

TAMORA    My gracious lord, my lovely Saturnine,

Lord of my life, commander of my thoughts,

Calm thee and bear the faults of Titus’ age,

Th’effects of sorrow for his valiant sons

Whose loss hath pierced him deep and scarred his heart;

And rather comfort his distressèd plight

Than prosecute the meanest33 or the best



Aside


For these contempts.— Why, thus it shall become

High-witted Tamora to gloze withal.35

But, Titus, I have touched thee to the quick,

Thy life-blood out: if Aaron now be wise,

Then is all safe, the anchor’s in the port.—



Enter Clown


How now, good fellow, wouldst thou speak with us?

CLOWN    Yea, forsooth40, an your mistership be emperial.

TAMORA    Empress I am, but yonder sits the emperor.

CLOWN    ’Tis he. God and Saint Stephen give you good e’en42. I

have brought you a letter and a couple of pigeons here.



Saturninus reads the letter


SATURNINUS    Go, take him away and hang him presently.

CLOWN    How much money must I45 have?

TAMORA    Come, sirrah, you must be hanged.

CLOWN    Hanged? By’r lady, then I have brought up a neck47 to

a fair end.48



Exit [guarded]


SATURNINUS    Despiteful and intolerable wrongs!

Shall I endure this monstrous villainy?

I know from whence this same device51 proceeds.

May this be borne as if his traitorous sons,

That died by law for murder of our brother,

Have by my means been butchered wrongfully?

Go, drag the villain hither by the hair:

Nor age nor honour shall shape privilege.56

For this proud mock I’ll be thy slaughterman,57

Sly frantic wretch that holp’st58 to make me great

In hope thyself should govern Rome and me.



Enter a Messenger, Emillius


What news with thee, Emillius?

EMILLIUS    Arm, my lords! Rome never had more cause:

The Goths have gathered head, and with a power62

Of high-resolvèd men bent to the spoil63

They hither march amain, under conduct64

Of Lucius, son to old Andronicus,

Who threats in course of this revenge to do

As much as ever Coriolanus67 did.

SATURNINUS    Is warlike Lucius general of the Goths?

These tidings nip me69 and I hang the head

As flowers with frost or grass beat down with storms.

Ay, now begins our sorrows to approach:

’Tis he the common people love so much.

Myself hath often heard them say,

When I have walkèd like a private man,74

That Lucius’ banishment was wrongfully,75

And they have wished that Lucius were their emperor.

TAMORA    Why should you fear? Is not our city strong?

SATURNINUS    Ay, but the citizens favour Lucius,

And will revolt from me to succour him.

TAMORA    King, be thy thoughts imperious, like thy name.80

Is the sun dimmed, that gnats do fly in it?

The eagle suffers82 little birds to sing,

And is not careful83 what they mean thereby,

Knowing that with the shadow of his wings

He can at pleasure stint85 their melody:

Even so mayst thou the giddy86 men of Rome.

Then cheer thy spirit, for know thou, emperor,

I will enchant the old Andronicus

With words more sweet and yet more dangerous

Than baits to fish or honey-stalks90 to sheep,

When as the one is wounded with the bait,

The other rotted92 with delicious food.

SATURNINUS    But he will not entreat his son for us.

TAMORA    If Tamora entreat him, then he will,

For I can smooth95 and fill his agèd ear

With golden promises that, were his heart

Almost impregnable, his old ears deaf,

Yet should both ear and heart obey my tongue.



To Emillius


Go thou before to be our ambassador:

Say that the emperor requests a parley100

Of warlike Lucius, and appoint101 the meeting

Even at his father’s house, the old Andronicus.

SATURNINUS    Emillius, do this message honourably:

And if he stand in104 hostage for his safety,

Bid him demand what pledge will please him best.

EMILLIUS    Your bidding shall I do effectually.106



Exit


TAMORA    Now will I to that old Andronicus,

And temper108 him with all the art I have,

To pluck proud Lucius from the warlike Goths.

And now, sweet emperor, be blithe again,

And bury all thy fear in my devices.

SATURNINUS    Then go successantly112, and plead to him.



Exeunt

Act 5 [Scene 1]

running scene 9

Flourish. Enter Lucius with an army of Goths with Drum and Soldiers


LUCIUS    Approvèd1 warriors and my faithful friends,

I have receivèd letters from great Rome

Which signifies what hate they bear their emperor,

And how desirous of our sight they are.

Therefore, great lords, be, as your titles witness,5

Imperious and impatient of your wrongs,

And wherein Rome hath done you any scathe7

Let him make treble satisfaction.

FIRST GOTH    Brave slip9 sprung from the great Andronicus,

Whose name was once our terror, now our comfort,

Whose high exploits and honourable deeds

Ingrateful Rome requites with foul contempt,

Be bold13 in us. We’ll follow where thou lead’st,

Like stinging bees in hottest summer’s day

Led by their master15 to the flowered fields,

And be avenged on cursèd Tamora.

ALL THE GOTHS    And as he saith, so say we all with him.

LUCIUS    I humbly thank him, and I thank you all.

But who comes here, led by a lusty19 Goth?



Enter a Goth, leading of Aaron with his child in his arms


SECOND GOTH    Renownèd Lucius, from our troops I strayed

To gaze upon a ruinous monastery,

And as I earnestly22 did fix mine eye

Upon the wasted building, suddenly

I heard a child cry underneath a wall.

I made unto the noise, when soon I heard

The crying babe controlled26 with this discourse:

‘Peace, tawny27 slave, half me and half thy dam!

Did not thy hue bewray whose brat28 thou art,

Had nature lent thee but thy mother’s look,

Villain, thou mightst have been an emperor.

But where the bull and cow are both milk-white,

They never do beget a coal-black calf.

Peace, villain, peace!’ — even thus he rates33 the babe —

‘For I must bear thee to a trusty Goth

Who, when he knows thou art the empress’ babe,

Will hold thee dearly for thy mother’s sake.’

With this, my weapon drawn, I rushed upon him,

Surprised him suddenly, and brought him hither

To use as you think needful of the man.39

LUCIUS    O worthy Goth, this is the incarnate devil

That robbed Andronicus of his good hand,

This is the pearl that pleased your empress’ eye,42

And here’s the base fruit43 of his burning lust.—



To Aaron


Say, wall-eyed44 slave, whither wouldst thou convey

This growing image of thy fiend-like face?

Why dost not speak? What, deaf? Not a word?

A halter, soldiers! Hang him on this tree,

And by his side his fruit of bastardy.

AARON    Touch not the boy, he is of royal blood.

LUCIUS    Too like the sire50 for ever being good.

First hang the child, that he may see it sprawl:51

A sight to vex the father’s soul withal.52

Get me a ladder.



A ladder is brought, which Aaron is made to climb

A Goth takes the child


AARON    Lucius, save the child,

And bear it from me to the emperess.

If thou do this, I’ll show thee wondrous things

That highly may advantage thee to hear.

If thou wilt not, befall what may befall,

I’ll speak no more but ‘Vengeance rot you all!’

LUCIUS    Say on, an if it please me which thou speak’st,

Thy child shall live and I will see it nourished.

AARON    An if it please thee? Why, assure thee, Lucius,

’Twill vex thy soul to hear what I shall speak,

For I must talk of murders, rapes and massacres,

Acts of black night, abominable deeds,

Complots of mischief66, treason, villainies

Ruthful to hear yet piteously performed:67

And this shall all be buried by my death

Unless thou swear to me my child shall live.

LUCIUS    Tell on thy mind, I say thy child shall live.

AARON    Swear that he shall and then I will begin.

LUCIUS    Who should I swear by? Thou believest no god:

That granted, how canst thou believe an oath?

AARON    What if I do not? — As indeed I do not —

Yet for75 I know thou art religious

And hast a thing within thee called conscience,

With twenty popish77 tricks and ceremonies

Which I have seen thee careful to observe:

Therefore I urge thy oath, for that I know

An idiot holds his bauble80 for a god

And keeps the oath which by that god he swears,

To that I’ll urge him: therefore thou shalt vow

By that same god, what god soe’er it be,

That thou ador’st and hast in reverence,

To save my boy, to nourish and bring him up,

Or else I will discover86 nought to thee.

LUCIUS    Even by my god I swear to thee I will.

AARON    First know thou I begot him on the empress.

LUCIUS    O most insatiate, luxurious89 woman!

AARON    Tut, Lucius, this was but a deed of charity

To91 that which thou shalt hear of me anon.

’Twas her two sons that murdered Bassianus,

They cut thy sister’s tongue and ravished her

And cut her hands off and trimmed94 her as thou saw’st.

LUCIUS    O detestable villain! Call’st thou that trimming?

AARON    Why, she was washed and cut and trimmed96, and ’twas

Trim97 sport for them that had the doing of it.

LUCIUS    O barbarous, beastly villains, like thyself!

AARON    Indeed, I was their tutor to instruct them.

That codding100 spirit had they from their mother,

As sure a card as ever won the set:101

That bloody102 mind, I think, they learned of me,

As true a dog as ever fought at head.103

Well, let my deeds be witness of my worth.

I trained105 thy brethren to that guileful hole

Where the dead corpse of Bassianus lay:

I wrote the letter that thy father found,

And hid the gold within the letter mentioned,

Confederate109 with the queen and her two sons:

And what not done, that thou hast cause to rue

Wherein I had no stroke of mischief in it?

I played the cheater112 for thy father’s hand,

And when I had it, drew myself apart

And almost broke my heart with extreme laughter:

I pried me115 through the crevice of a wall

When for his hand he had his two sons’ heads,

Beheld his tears and laughed so heartily

That both mine eyes were rainy like to his.

And when I told the empress of this sport,

She swoonèd almost at my pleasing tale

And for my tidings gave me twenty kisses.

A GOTH    What, canst thou say all this and never blush?

AARON    Ay, like a black dog, as the saying is.123

LUCIUS    Art thou not sorry for these heinous deeds?

AARON    Ay, that I had not done a thousand more.

Even now I curse the day — and yet I think

Few come within the compass of my curse —

Wherein I did not some notorious ill,

As kill a man or else devise his death,

Ravish a maid or plot the way to do it,

Accuse some innocent and forswear myself,131

Set deadly enmity between two friends,

Make poor men’s cattle break their necks,

Set fire on barns and haystacks in the night

And bid the owners quench them with their tears.

Oft have I digged up dead men from their graves

And set them upright at their dear friends’ door,

Even when their sorrows almost was forgot,

And on their skins, as on the bark of trees,

Have with my knife carved in Roman letters,

‘Let not your sorrow die, though I am dead.’

Tut, I have done a thousand dreadful things

As willingly as one would kill a fly,

And nothing grieves me heartily indeed

But that I cannot do ten thousand more.

LUCIUS    Bring down the devil, for he must not die

So sweet a death as hanging presently.147



Aaron is made to climb down


AARON    If there be devils, would I were a devil,

To live and burn in everlasting fire,

So I might have your company in hell,

But to torment you with my bitter tongue.



Aaron is gagged


LUCIUS    Sirs, stop his mouth and let him speak no more.



Enter Emillius


A GOTH    My lord, there is a messenger from Rome

Desires to be admitted to your presence.

LUCIUS    Let him come near.

Welcome, Emillius what’s the news from Rome?

EMILLIUS    Lord Lucius, and you princes of the Goths,

The Roman emperor greets you all by me,

And for159 he understands you are in arms,

He craves a parley at your father’s house,

Willing you to demand your hostages,161

And they shall be immediately delivered.

A GOTH    What says our general?

LUCIUS    Emillius, let the emperor give his pledges

Unto my father and my uncle Marcus,

And we will come. March away.



Flourish. Exeunt

[Act 5 Scene 2]

running scene 10

Enter Tamora and her two sons [Demetrius and Chiron,] disguised


TAMORA    Thus, in this strange and sad habiliment,1

I will encounter with Andronicus

And say I am Revenge, sent from below

To join with him and right his heinous wrongs:

Knock at his study, where they say he keeps,5

To ruminate strange plots of dire revenge:

Tell7 him Revenge is come to join with him

And work confusion8 on his enemies.



They knock and Titus opens his study door

Aloft or within, holding papers


TITUS    Who doth molest my contemplation?

Is it your trick to make me ope10 the door,

That so my sad decrees11 may fly away

And all my study be to no effect?

You are deceived, for what I mean to do

See here in bloody lines14 I have set down,

And what is written shall be executed.15

TAMORA    Titus, I am come to talk with thee.

TITUS    No, not a word. How can I grace17 my talk,

Wanting a hand to give it action?18

Thou hast the odds of19 me, therefore no more.

TAMORA    If thou didst know me, thou would’st talk with me.

TITUS    I am not mad, I know thee well enough:

Witness this wretched stump, witness these crimson lines,

Witness these trenches23 made by grief and care,

Witness the tiring day and heavy24 night,

Witness all sorrow, that I know thee well

For our proud empress, mighty Tamora.

Is not thy coming for my other hand?

TAMORA    Know, thou sad man, I am not Tamora:

She is thy enemy and I thy friend.

I am Revenge, sent from th’infernal kingdom

To ease the gnawing vulture of thy mind

By working wreakful32 vengeance on thy foes.

Come down and welcome me to this world’s light,

Confer with me of murder and of death:

There’s not a hollow cave or lurking place,

No vast obscurity or misty vale

Where bloody murder or detested rape

Can couch38 for fear, but I will find them out,

And in their ears tell them my dreadful39 name,

Revenge, which makes the foul offenders quake.

TITUS    Art thou Revenge? And art thou sent to me

To be a torment to mine enemies?

TAMORA    I am: therefore come down and welcome me.

TITUS    Do me some service ere I come to thee.

Lo by thy side where Rape and Murder stands:

Now give some surance46 that thou art Revenge:

Stab them or tear them on thy chariot-wheels,

And then I’ll come and be thy wagoner,

And whirl along with thee about the globes,49

Provide thee two proper palfreys50, as black as jet,

To hale51 thy vengeful wagon swift away,

And find out murder52 in their guilty caves.

And when thy car53 is loaden with their heads,

I will dismount and by the wagon wheel

Trot like a servile footman all day long,

Even from Hyperion’s56 rising in the east

Until his very downfall57 in the sea.

And day by day I’ll do this heavy task,

So thou destroy Rapine59 and Murder there.

TAMORA    These are my ministers, and come with me.

TITUS    Are these thy ministers? What are they called?

TAMORA    Rape and Murder, therefore callèd so,

Cause they take vengeance of63 such kind of men.

TITUS    Good Lord, how like the empress’ sons they are,

And you the empress! But we worldly65 men

Have miserable, mad, mistaking eyes.

O sweet Revenge, now do I come to thee,

And if one arm’s embracement will content thee,

I will embrace thee in it by and by.



[Exit aloft or within]


TAMORA    This closing70 with him fits his lunacy:

Whate’er I forge71 to feed his brainsick fits,

Do you uphold and maintain in your speeches,

For now he firmly takes me for Revenge,

And, being credulous in this mad thought,

I’ll make him send for Lucius his son,

And whilst I at a banquet hold him sure,76

I’ll find some cunning practice out of hand77

To scatter and disperse the giddy78 Goths,

Or at the least make them his enemies.

See, here he comes, and I must ply my theme.80



[Enter Titus, on main stage]


TITUS    Long have I been forlorn, and all for thee.

Welcome, dread Fury82, to my woeful house:

Rapine and Murder, you are welcome too.

How like the empress and her sons you are!

Well are you fitted85, had you but a Moor:

Could not all hell afford you such a devil?

For well I wot the empress never wags87

But in her company there is a Moor,

And, would you represent our queen aright

It were convenient90 you had such a devil.

But welcome as you are. What shall we do?

TAMORA    What wouldst thou have us do, Andronicus?

DEMETRIUS    Show me a murderer, I’ll deal with93 him.

CHIRON    Show me a villain that hath done a rape,

And I am sent to be revenged on him.

TAMORA    Show me a thousand that have done thee wrong,

And I’ll be revengèd on them all.



To Demetrius


TITUS    Look round about the wicked streets of Rome,

And when thou find’st a man that’s like thyself,

Good Murder, stab him: he’s a murderer.—



To Chiron


Go thou with him, and when it is thy hap101

To find another that is like to thee,

Good Rapine, stab him: he is a ravisher.—



To Tamora


Go thou with them, and in the emperor’s court

There is a queen, attended by a Moor —

Well mayst thou know her by thy own proportion,106

For up and down107 she doth resemble thee —

I pray thee do on them some violent death:

They have been violent to me and mine.

TAMORA    Well hast thou lessoned us: this shall we do.

But would it please thee, good Andronicus,

To send for Lucius, thy thrice-valiant son,

Who leads towards Rome a band of warlike Goths,

And bid him come and banquet at thy house?

When he is here, even at thy solemn115 feast,

I will bring in the empress and her sons,

The emperor himself and all thy foes,

And at thy mercy shall they stoop and kneel,

And on them shalt thou ease thy angry heart.

What says Andronicus to this device?



Enter Marcus


TITUS    Marcus, my brother! ’Tis sad Titus calls.

Go, gentle Marcus, to thy nephew Lucius —

Thou shalt inquire him out among the Goths —

Bid him repair124 to me and bring with him

Some of the chiefest princes of the Goths.

Bid him encamp his soldiers where they are:

Tell him the emperor and the empress too

Feasts at my house, and he shall feast with them.

This do thou for my love, and so let him,

As he regards his agèd father’s life.

MARCUS    This will I do, and soon return again.



[Exit]


TAMORA    Now will I hence about thy business,

And take my ministers along with me.

TITUS    Nay, nay, let Rape and Murder stay with me,

Or else I’ll call my brother back again,

And cleave to no revenge but Lucius.136



Aside to her sons


TAMORA    What say you, boys? Will you bide with him

Whiles I go tell my lord the emperor

How I have governed our determined jest?139

Yield to his humour, smooth and speak him fair,140

And tarry with him till I turn141 again.



Aside


TITUS    I know them all, though they suppose me mad,

And will o’erreach them in their own devices:

A pair of cursèd hell-hounds and their dam!

DEMETRIUS    Madam, depart at pleasure, leave us here.

TAMORA    Farewell, Andronicus: Revenge now goes

To lay a complot to betray thy foes.

TITUS    I know thou dost, and, sweet Revenge, farewell.



[Exit Tamora]


CHIRON    Tell us, old man, how shall we be employed?

TITUS    Tut, I have work enough for you to do.—

Publius, come hither.— Caius and Valentine!



[Enter Publius, Caius and Valentine]


PUBLIUS    What is your will?

TITUS    Know you these two?

PUBLIUS    The empress’ sons, I take them: Chiron, Demetrius.

TITUS    Fie, Publius, fie, thou art too much deceived:

The one is Murder, Rape is the other’s name,

And therefore bind them, gentle Publius.

Caius and Valentine, lay hands on them.

Oft have you heard me wish for such an hour,



They seize Chiron and Demetrius


And now I find it: therefore bind them sure,

And stop their mouths, if they begin to cry.161



[Exit]


CHIRON    Villains, forbear!162 We are the empress’ sons.

PUBLIUS    And therefore163 do we what we are commanded.

Stop close their mouths, let them not speak a word.

Is he sure bound? Look that you bind them fast.



Enter Titus Andronicus with a knife, and Lavinia with a basin


TITUS    Come, come, Lavinia: look, thy foes are bound.

Sirs, stop their mouths, let them not speak to me,

But let them hear what fearful words I utter.

O villains, Chiron and Demetrius,

Here stands the spring170 whom you have stained with mud,

This goodly summer with your winter mixed.

You killed her husband, and for that vile fault

Two of her brothers were condemned to death,

My hand cut off and made a merry jest,

Both her sweet hands, her tongue, and that more dear

Than hands or tongue, her spotless chastity,

Inhuman traitors, you constrained and forced.

What would you say if I should let you speak?

Villains, for shame you could not beg for grace.

Hark, wretches, how I mean to martyr180 you.

This one hand yet is left to cut your throats,

Whilst that Lavinia ’tween her stumps doth hold

The basin that receives your guilty blood.

You know your mother means to feast with me,

And calls herself Revenge and thinks me mad:

Hark, villains, I will grind your bones to dust

And with your blood and it I’ll make a paste,187

And of the paste a coffin188 I will rear

And make two pasties189 of your shameful heads,

And bid that strumpet, your unhallowed190 dam,

Like to the earth swallow her own increase.191

This is the feast that I have bid her to,

And this the banquet she shall surfeit193 on:

For worse than Philomel you used my daughter,

And worse than Progne195 I will be revenged.

And now prepare your throats. Lavinia, come,

Receive the blood, and when that they are dead,

Let me go grind their bones to powder small

And with this hateful liquor temper199 it,

And in that paste let their vile heads be baked.

Come, come, be everyone officious201

To make this banquet, which I wish might prove

More stern and bloody than the Centaurs’ feast.203



He cuts their throats


So, now bring them in, for I’ll play the cook,

And see them ready gainst205 their mother comes.



Exeunt [with the bodies]

[Act 5 Scene 3]

running scene 10 continues

Enter Lucius, Marcus and the Goths [with Aaron prisoner and one carrying the child]


LUCIUS    Uncle Marcus, since ’tis my father’s mind

That I repair to Rome, I am content.

A GOTH    And ours with thine3, befall what fortune will.

LUCIUS    Good uncle, take you in this barbarous Moor,

This ravenous tiger, this accursèd devil:

Let him receive no sustenance, fetter him

Till he be brought unto the empress’ face

For testimony of her foul proceedings.

And see the ambush9 of our friends be strong:

I fear the emperor means no good to us.

AARON    Some devil whisper curses in my ear,

And prompt me, that my tongue may utter forth

The venomous malice of my swelling heart.

LUCIUS    Away, inhuman dog, unhallowed slave!—

Sirs, help our uncle to convey him in.



Flourish. [Exeunt some Goths with Aaron]


The trumpets show the emperor is at hand.



Sound trumpets. Enter Emperor and Empress, with Tribunes and others [including Emillius]


SATURNINUS    What, hath the firmament17 more suns than one?

LUCIUS    What boots18 it thee to call thyself a sun?

MARCUS    Rome’s emperor, and nephew, break the parle:19

These quarrels must be quietly debated.

The feast is ready which the careful21 Titus

Hath ordainèd to an honourable end,

For peace, for love, for league and good to Rome:

Please you, therefore, draw nigh, and take your places.

SATURNINUS    Marcus, we will.



Hautboys. A table brought in

Enter Titus like a cook, placing the meat on the table, and Lavinia with a veil over her face [and Young Lucius]


TITUS    Welcome, my gracious lord.— Welcome, dread queen.—

Welcome, ye warlike Goths.— Welcome, Lucius.—

And welcome, all. Although the cheer28 be poor,

’Twill fill your stomachs. Please you eat of it.

SATURNINUS    Why art thou thus attired, Andronicus?

TITUS    Because I would be sure to have all well

To entertain your highness and your empress.

TAMORA    We are beholding33 to you, good Andronicus.

TITUS    An if your highness knew my heart, you were.

My lord the emperor, resolve me this:

Was it well done of rash Virginius36

To slay his daughter with his own right hand,

Because she was enforced, stained and deflowered?

SATURNINUS    It was, Andronicus.

TITUS    Your reason, mighty lord?

SATURNINUS    Because41 the girl should not survive her shame,

And by her presence still42 renew his sorrows.

TITUS    A reason mighty, strong and effectual:

A pattern, precedent and lively warrant44



Unveils Lavinia


For me, most wretched, to perform the like.

Die, die, Lavinia, and thy shame with thee,

And with thy shame thy father’s sorrow die!



He kills her


SATURNINUS    What hast done? Unnatural and unkind!48

TITUS    Killed her for whom my tears have made me blind.

I am as woeful as Virginius was,

And have a thousand times more cause than he

To do this outrage52: and it now is done.

SATURNINUS    What, was she ravished? Tell who did the deed.

TITUS    Will’t please you eat? Will’t please your highness feed?

TAMORA    Why hast thou slain thine only daughter?

TITUS    Not I, ’twas Chiron and Demetrius:

They ravished her and cut away her tongue,

And they, ’twas they, that did her all this wrong.

SATURNINUS    Go fetch them hither to us presently.

TITUS    Why, there they are both, bakèd in that pie,

Whereof their mother daintily61 hath fed,

Eating the flesh that she herself hath bred.

’Tis true, ’tis true, witness my knife’s sharp point.



He stabs the Empress



SATURNINUS    Die, frantic wretch, for this accursèd deed!



Kills Titus

  
LUCIUS    Can the son’s eye behold his father bleed?



Kills Saturninus.


There’s meed for meed66, death for a deadly deed.



    An uproar, during which Lucius and Marcus may go aloft


MARCUS    You sad-faced men, people and sons of Rome,


By uproars severed, like a flight of fowl

Scattered by winds and high tempestuous gusts,

O, let me teach you how to knit again

This scattered corn into one mutual71 sheaf,

These broken limbs again into one body.

A GOTH    Let Rome herself be bane73 unto herself,

And she whom mighty kingdoms curtsy to,

Like a forlorn75 and desperate castaway,

Do shameful execution on herself.

MARCUS    But if my frosty signs and chaps77 of age,

Grave witnesses of true experience,

Cannot induce you to attend my words,



To Lucius


Speak, Rome’s dear friend, as erst our ancestor,80

When with his solemn tongue he did discourse

To lovesick Dido’s sad attending ear

The story of that baleful83 burning night

When subtle Greeks surprised King Priam’s Troy.84

Tell us what Sinon85 hath bewitched our ears,

Or who hath brought the fatal engine86 in

That gives our Troy, our Rome, the civil wound.

My heart is not compact88 of flint nor steel,

Nor can I utter all our bitter grief,

But floods of tears will drown my oratory

And break my very utterance, even in the time

When it should move you to attend me most,

Lending your kind hand commiseration.

Here is a captain, let him tell the tale:

Your hearts will throb and weep to hear him speak.

LUCIUS    This, noble auditory96, be it known to you,

That cursèd Chiron and Demetrius

Were they that murderèd our emperor’s brother,

And they it were that ravishèd our sister.

For their fell100 faults our brothers were beheaded,

Our father’s tears despised and basely cozened101

Of that true hand that fought Rome’s quarrel out,102

And sent her enemies unto the grave.

Lastly, myself unkindly104 banishèd,

The gates shut on me, and turned weeping out,

To beg relief among Rome’s enemies,

Who drowned their enmity in my true tears

And oped their arms to embrace me as a friend.

And I am turned forth, be it known to you,

That have preserved her welfare in my blood,

And from her bosom took the enemy’s point,

Sheathing the steel in my advent’rous112 body.

Alas, you know I am no vaunter113, I:

My scars can witness, dumb although they are,

That my report is just and full of truth.

But soft, methinks I do digress too much,

Citing my worthless praise: O, pardon me,

For when no friends are by, men praise themselves.

MARCUS    Now is my turn to speak. Behold this child:



Points to the baby


Of this was Tamora deliverèd,

The issue of an irreligious Moor,

Chief architect and plotter of these woes.

The villain is alive in Titus’ house,

And as he is to witness this is true,

Now judge what cause had Titus to revenge

These wrongs unspeakable, past patience,

Or more than any living man could bear.

Now you have heard the truth, what say you, Romans?

Have we done aught129 amiss? Show us wherein,

And from the place where you behold us now,

The poor remainder of Andronici131

Will hand in hand all headlong cast us down

And on the ragged133 stones beat forth our brains

And make a mutual closure of our house.

Speak, Romans, speak: and if you say we shall,

Lo, hand in hand, Lucius and I will fall.

EMILLIUS    Come, come, thou reverend man of Rome,

And bring our emperor gently in thy hand,

Lucius, our emperor, for well I know

The common voice do cry it shall be so.

MARCUS    Lucius, all hail, Rome’s royal emperor!—



To Goths


Go, go into old Titus’ sorrowful house,

And hither hale that misbelieving Moor,

To be adjudged some direful slaughtering death,

As punishment for his most wicked life.



[Exeunt Goths]

[Lucius and Marcus may descend]


ALL ROMANS    Lucius, all hail, to Rome’s gracious governor!

LUCIUS    Thanks, gentle Romans. May I govern so

To heal Rome’s harms and wipe away her woe!

But, gentle people, give me aim149 awhile,

For nature puts me to a heavy task:

Stand all aloof151, but, uncle, draw you near

To shed obsequious tears upon this trunk152.—



Kisses Titus


O, take this warm kiss on thy pale, cold lips,

These sorrowful drops upon thy blood-stained face,

The last true duties of thy noble son!



Kisses Titus


MARCUS    Tear for tear, and loving kiss for kiss,

Thy brother Marcus tenders157 on thy lips.

O were the sum of these that I should pay

Countless and infinite, yet would I pay them.



To his son


LUCIUS    Come hither, boy, come, come, and learn of us

To melt in showers. Thy grandsire loved thee well:

Many a time he danced thee on his knee,

Sung thee asleep, his loving breast thy pillow:

Many a matter hath he told to thee,

Meet165 and agreeing with thine infancy:

In that respect, then, like a loving child

Shed yet some small drops from thy tender spring

Because kind nature doth require it so.

Friends should associate169 friends in grief and woe:

Bid him farewell, commit him to the grave,

Do him that kindness and take leave of him.



Kisses Titus


BOY    O grandsire, grandsire, even with all my heart

Would I were dead, so you did live again.

O Lord, I cannot speak to him for weeping,

My tears will choke me if I ope my mouth.



[Enter Aaron guarded by Goths]


A ROMAN    You sad Andronici, have done with woes,

Give sentence on this execrable wretch

That hath been breeder of these dire events.

LUCIUS    Set him breast-deep in earth and famish179 him:

There let him stand and rave and cry for food.

If anyone relieves or pities him,

For the offence he dies. This is our doom:182

Some stay to see him fastened in the earth.

AARON    O, why should wrath be mute and fury dumb?

I am no baby, I, that with base prayers

I should repent the evils I have done:

Ten thousand worse than ever yet I did

Would I perform, if I might have my will.

If one good deed in all my life I did

I do repent it from my very soul.

LUCIUS    Some loving friends convey the emperor hence,

And give him burial in his father’s grave:

My father and Lavinia shall forthwith

Be closèd in our household’s monument.

As for that heinous195 tiger, Tamora,

No funeral rite, nor man in mourning weeds,

No mournful bell shall ring her burial,

But throw her forth to beasts and birds of prey:

Her life was beast-like, and devoid of pity,

And being so, shall have like want of pity.

{See justice done on Aaron, that damned Moor,}

{From whom our heavy haps202 had their beginning:}

{Then afterwards, to order well the state,}

{That like events may ne’er it ruinate.}



Exeunt all [with the bodies]


TEXTUAL NOTES

Q = First Quarto text of 1594

Q2 = Second Quarto text of 1600

F = First Folio text of 1623

F2 = a correction introduced in the Second Folio text of 1632

F3 = a correction introduced in the Third Folio text of 1663

F4 = a correction introduced in the Fourth Folio text of 1685

Ed = a correction introduced by a later editor

SD = stage direction

SH = speech heading (i.e. speaker’s name)

List of parts = Ed


1.1.18 SH MARCUS = Ed. Not in F 23 Pius = Q. F = Pious 71 freight spelled fraught in F 132 not = Q. F = me 174 are = Q. F = are all 214 friends = Q. F = Friend? 223 suit = Ed. F = sure. Q = sute 224 our = Q. F = your 242 Pantheon = F2. F = Pathan 252 thy = Q. F = my 258 you = Q. F = your 259 your honour = Q. F = you Honour 268 you = Q. F = your 280 cuique = F2. F = cuiquam 318 Phoebe = F2. F = Thebe 352 hundred spelled hundreth in F 362 vouch = Q. F = vouch’d 366 struck spelled stroke in F 382 wise = Q. Not in F 392 SH MARCUS … SONS = Ed. F = They all kneele and say 401 SH MARCUS = Ed. Not in F (the line is only in F, not Q1–3) 450 you = Q. F = vs 454 raze spelled race in F 462 SH SATURNINUS = Q. F = King. 477 SH LUCIUS = Ed. F = Son 487 SD stand up printed as part of the dialogue in F (“haynous faults. / Stand vp:”) 489 swore = Q. F = sware 497 SD Flourish placed at the beginning of the next scene in F

2.1.4 above = Q. F = about 22 nymph = Q. F = Queene 26 want = F2. F = wants 64 petty = Q. F = pretty 66 jet = Q. F = set 72 discord’s = Q. F = discord 107 That … speed = Q. Not in F 117 than = Ed. F = this
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2.3.54 quarrels = Q. F = quarrell 56 her = Q. F = our 64 thy = Q. F = his 85 note = Ed. F = notice 136 woman’s = Q. F = woman 204 hurt = Q. Not in F 236 Cocytus’ = F2. F = Ocitus 245 SD Both = Ed. F = Boths 260 SH SATURNINUS = Q. F = King. gride = Ed. F = grieu’d 268 SH SATURNINUS = Ed. Not in F

2.4.5 scrawl = Q (scrowle). F = scowle 11 SH MARCUS = Ed. Not in F (but implied in previous SD) 27 him = Ed. F = them 30 three = Ed. F = their

3.1.12 two = Ed. Not in F 28 you = Q. Not in F 34 or = Q2. F = oh did mark = Q. F = did heare 115 them = Q. F = him 125 like = Q. F = in 146 his true = F4. F = hertrue 150, 174, 189 SH AARON = Ed. F = Moore 193 your = Q. F = you 194 my = Q. F = me 198 for = Q. F = for for 226 blow = F2. F = flow 256 hand = Q. F = hands 257 son = Q. F = sonnes 260 thy = Q. F = my 261 Rend spelled Rent in F 299 like = Q. F = likes

3.2.13 with outrageous = F2. F = without ragious 39 complainer = Ed. F = complaynet 52 thy knife = F2. F = knife 53 fly= Ed. F = Flys 54 thee = F3. F = the 55 are = F2. Not in F 72 myself = F2. F = my selfes

4.1.9 her not = Q. F = not 41 for = Q. F = to 47 SD Helps her printed as part of the dialogue in F (“Helpe her, what would she finde”) 65 erst = Q. F = ersts 72 here = Ed. Not in F 79 writ = Q. F = writs 93 swore = F3. F = sweare

4.2.8 SH BOY … news, = Q. Not in F 15 that = Ed. Not in F 27 them = Q. F = the 44 your = Q. F = you 70 fair-faced = Q. F = fairest 78 SH

AARON … mother = Q. Not in F 141 as = Q. F = at 154 Muly lives = Ed. F = Muliteus

4.3.48 backs = Q. F = backe 56 Saturn, Caius = Ed. F = Saturnine, to Caius 77 his = Q. F = your 116 must take = Ed. F = hast made

4.4.5 know, as know = Q. F = know 24–25 she … she = Ed. F = he … he 34 SD Aside printed at line 35 in F 44 SD Saturninus = Ed. F = He 60 SD a Messenger = Ed. F = Nuntius (Latin for “messenger”) 99 to be = Q. F = to 102 Even … Andronicus = Q. Not in F 112 to = Q. F = for
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5.2.31 thy = Q. F = the 32 thy = Q. F = my 52 caves = F2. F = cares 56 Hyperion’s = F2. F = Eptons 61 these = Ed. F = them 80 ply = Q. F = play 161 And … cry = Q. Not in F 165 F mistakenly prints “Exeunt” here 191 own = Q. Not in F

5.3.7 empress’ = Q. F = Emperous 10 I fear = Q. F = If ere 52 To … done = Q. Not in F 73 SH A GOTH = F (Goth). Q = Romane Lord 74 curtsy spelled cursie in F 77 SH MARCUS = Ed. F continues with Goth as speaker, Q with Romane Lord 93–97 Lending … Demetrius = F. Q = And force you to commiseration, / Her’s Romes young Captaine let him tell the tale, / While I stand by and weepe to heare him speake. / Lucius. Then gratious auditorie be it knowne to you, / That Chiron and the damn’d Demetrius 125 cause = F4. F = course 130 now = F. Q = pleading 132 cast us down = F. Q = hurle our selues 133 brains = F. Q = soules 146 SH ALL ROMANS= Ed. Not in F 154 blood-stained = F3. F = bloud-slaine 164 matter = F. Q = storie 165–69 Meet … woe = F. Q = And bid thee bare his prettie tales in minde, / And talke of them when he was dead and gone. / Marcus. How manie thousand times hath these poore lips, / When they were liuing warmd themselues on thine, / Oh now sweete boy giue them their latest kisse 176 SH A ROMAN = Q. F = Romans. 196 mourning = Q. F = mournfull




SCENE-BY-SCENE ANALYSIS

ACT 1 SCENE 1

Lines 1–69: Saturninus and Bassianus, the two sons of the recently deceased emperor, each plead with the people of Rome to elect them in their father’s place; Saturninus on the grounds of primogeniture, and Bassianus for his virtue and honor. Marcus Andronicus, the Tribune of the People, silences them with the announcement that the people have chosen his brother, Titus, a long-serving, fiercely loyal, and mighty general of Rome who is returning home after conquering the Goths.

Lines 70–339: Titus enters with Tamora, Alarbus, Chiron, Demetrius (the wife and three sons of the dead Priam, King of the Goths), and Aaron, a moor, as prisoners. Against Tamora’s pleas, Titus sacrifices her eldest son, Alarbus, in payment for the twenty-one sons he has lost in battle (his four remaining sons are with him living, two more are in coffins). Titus inters his two dead sons, and is greeted by Marcus with the news of his election, which he in his old age refuses, preferring a younger man. He passes the honor on to Saturninus as the first-born, who demands Titus’ daughter, Lavinia (betrothed to Bassianus), as his empress. Titus consents without a second thought but Bassianus, horrified, flees with Lavinia, aided by Titus’ remaining sons, one of whom, Mutius, Titus slays for his defiance. Humiliated, Saturninus instead takes Tamora as his empress, disdaining Lavinia.

Lines 340–497: Titus feels Mutius has dishonored him and refuses to bury him with his brothers in the family tomb. Marcus and Titus’ remaining sons see Saturninus’ dishonorable character and beg for Mutius’ proper interment, to which Titus grudgingly consents. Bassianus and Lavinia, now married, return. Tamora in an aside tells Saturninus to accept Titus’ apologies and show friendship while she secretly devises terrible revenges they may exact upon the Andronici. The scene closes with Saturninus proffering peace and festivity, and Titus offering to organize a hunt for the following day, which Saturninus accepts.

ACT 2 SCENE 1

Aaron reveals in a soliloquy that he is Tamora’s secret lover, rejoicing that her newfound fortune will help him to prosper and that together they will bring about the fall of Saturninus and of Rome. Chiron and Demetrius enter amid a fierce quarrel over Lavinia, with whom both are in love. Aaron intercedes, warning them that open revolt near to the palace is very dangerous, but that the hunt in the forest will provide the perfect opportunity for them to steal Lavinia away and rape her.

ACT 2 SCENE 2

Titus, taking a rest from the hunt, tells his sons that he had a troubled sleep but that today he is refreshed. Saturninus, Tamora, Bassianus, Lavinia, Marcus, Chiron, and Demetrius enter and Titus leads them all off on the hunt for “the proudest panther.” Demetrius forebodingly confides to Chiron that they mean “to pluck a dainty doe to ground.”

ACT 2 SCENE 3

Lines 1–191: Away from the hunt Aaron buries a bag of gold under a tree to “coin a stratagem.” Tamora finds him and begs him to make love to her, but he claims to be preoccupied with vengeance and gives her a letter to give to Saturninus. They see Bassianus and Lavinia approaching and Aaron leaves to fetch Chiron and Demetrius. The couple see Aaron leaving Tamora and taunt her with accusations of infidelity. As Chiron and Demetrius enter Tamora tells them that she has been lured to this place by Bassianus and Lavinia who intended to leave her to die. They kill Bassianus and dump his body in a nearby pit (as Aaron told them to do). Lavinia pleads to Tamora for mercy but finds none. Chiron and Demetrius take her away to rape her and Tamora leaves to seek Aaron, saying she will never “know merry cheer indeed, / Till all the Andronici be made away.”

Lines 192–306: Aaron reenters with two of Titus’ sons, Quintus and Martius, telling them he saw a panther in a pit. Martius falls in and finds Bassianus’ body, and while Quintus struggles to rescue his brother, Aaron rushes to fetch Saturninus who will think Titus’ sons responsible for the murder. Quintus falls in too, and Aaron leads Saturninus’ party to the pit. Tamora gives Saturninus the letter that tells falsely of Quintus and Martius’ plot to kill Bassianus for gold buried beneath an elder tree. Aaron’s gold is dug up and Saturninus, convinced of their guilt, commits Quintus and Martius to prison while he devises “Some never-heard-of torturing pain for them.” Titus pleads for them to be bailed until their guilt is proved but Saturninus refuses.

ACT 2 SCENE 4

Chiron and Demetrius leave the ravished Lavinia for dead, having cut off her hands and tongue to stop her revealing the names of her attackers. Marcus finds her and in a long and moving soliloquy tries to rationalize the horror before him. He takes her to find Titus.

ACT 3 SCENE 1

Lines 1–57: Titus prostrates himself on the floor before the judges who are bearing his sons away to execution, invoking his age and service done for Rome as reasons for sparing their lives. His words have no effect, and in desperation he vows to stay there and weep until the earth’s thirst has been quenched so that it will not drink his sons’ blood. Lucius, his last remaining son, finds him and tells him his lament is “in vain … you recount your sorrows to a stone.” Lucius has been banished for trying to rescue his brothers, though Titus tells him he is lucky to escape the “wilderness of tigers” that is Rome.

Lines 58–234: Marcus enters bringing Lavinia with him and while Lucius falls to the ground in anguish, Titus at first appears resolute, telling Lucius to “arise, and look upon her”; but he gradually yields to sorrow, exclaiming that “he that wounded her / Hath hurt me more than had he killed me dead.” Aaron enters and tells them that if one of them chops off his own hand and sends it as a token, Martius and Quintus will be spared. All three offer to do it, arguing over the matter. Titus appears to yield and tells Lucius and Marcus to settle it between themselves. While they go to fetch an axe Titus says he will “deceive them both” and asks Aaron to chop off his hand for him. Aaron does so, and Marcus and Lucius return to find him taking Titus’ hand for Martius and Quintus’ ransom. In an aside, Aaron reveals that it’s a trick and that he intends to send Titus’ sons’ heads back to him. Titus turns to Lavinia and starts to speak madly out of grief. Marcus urges him to “speak with possibilities” and use “reason” but Titus rebukes him, saying he has been “overflowed and drowned” with Lavinia’s tears and cries.

Lines 235–301: A Messenger enters with Martius and Quintus’ heads and Titus’ hand, and he, Marcus, and Lucius all grieve for Titus’ “woes.” Titus, however, begins to laugh, saying that he has “not another tear to shed” and that watery eyes would prevent him from finding “Revenge’s cave.” He calls his three remaining family members to form a circle around him and swears to each in turn to revenge their wrongs. He then takes up one head, gives Marcus another, and gives Lavinia his hand to carry in her teeth. In an internal struggle between newly resolved anarchic revenger and lifelong disciplinarian, Titus orders Lucius from his sight because he is “an exile” and “must not stay,” but tells him to go to the Goths and raise an army to attack Rome. Lucius in a soliloquy at the scene’s end laments his father and sister’s sufferings, and vows to do as Titus commanded.

ACT 3 SCENE 2

Titus, Marcus, Lavinia, and Young Lucius (Lucius’ son) sit down to eat. Titus feeds Lavinia and speaks strangely and passionately as he tries to interpret her signs. Marcus and Young Lucius ask him to stop, feeling that his wild mood and words add to all their griefs. Marcus kills a fly that lands on his plate, for which Titus chastises him for “tyranny,” reminding him that even that fly had parents. Marcus says he did it because it was a “black ill-favoured fly” like Aaron, which pleases Titus, who strikes at the dead fly himself. Marcus believes that Titus has become unhinged by grief. Titus takes Lavinia and Young Lucius away to read “Sad stories chancèd in the times of old.”

ACT 4 SCENE 1

Lavinia enters pursuing Young Lucius, who is carrying a pile of books. He doesn’t understand why she is following him so earnestly, and in fear he drops the books. Lavinia begins to search through them, lighting on Ovid’s Metamorphoses. She turns to the tale of Tereus, who raped Philomel and cut out her tongue to prevent her revealing the crime, and Titus and Marcus adduce that this is what happened to her. Marcus writes his own name in the sand with his staff using just his mouth and feet, and, seeing it can be done, urges Lavinia to reveal her attacker thus, which she does, writing “Stuprum [“rape” in Latin], Chiron, Demetrius.” The image is a rather grotesque, almost blackly comic advance on the tale in Ovid in which Philomel, who kept her hands, sewed the name of her attacker in a sampler. Titus and Marcus vow a bloody revenge but Titus urges caution, as Tamora still has influence over “the lion” Saturninus. He warns Marcus to stay out of what will ensue, and gives Young Lucius some weapons from his armory to deliver to Chiron and Demetrius as a gift.

ACT 4 SCENE 2

Young Lucius delivers the weapons along with a scroll bearing a quote from Horace, which translates as “The man of upright life and free from crime does not need the javelins or bows of the Moor.” It means nothing to the foolish young Goths, but Aaron privately understands the message’s meaning: “The old man hath found their guilt.” A Nurse enters carrying the lovechild of Aaron and Tamora, ordering Aaron to kill the “dismal, black, and sorrowful issue.” He refuses, drawing his sword upon the advancing Chiron and Demetrius, and threatening: “He dies upon my scimitar’s sharp point / That touches this my first-born son and heir.” After establishing that only the Nurse, Tamora, and a midwife knew of the child, Aaron kills the Nurse, and Chiron and Demetrius declare allegiance with him for keeping their mother’s secret safe. Aaron resolves to return to the camp of the Goths to protect his son.

ACT 4 SCENE 3

Titus enters with Marcus, Marcus’ son Publius, Young Lucius, and other kinsmen. Titus has a sheaf of arrows with letters tied to them detailing Saturninus’ crimes which he orders his companions to send to the gods in the sky with their bows. Everyone fears for Titus’ sanity, and Marcus tells them all to shoot their messages over the palace walls so that they may have some real effect. A Clown enters, on his way to the court to try and settle a private dispute, and Titus mistakes him for a god. Titus gives the Clown a letter for Saturninus, promising him a reward if he delivers it along with the pigeons he is carrying. The Clown agrees.

ACT 4 SCENE 4

Saturninus, incensed by Titus’ messages, receives the Clown into his presence. Upon reading the letter he brings, Saturninus orders the Clown to be hanged. Emillius, a messenger, then brings word that Lucius and the Goths intend to attack Rome. Saturninus fears that the people will not support him as they hold Lucius dear, but Tamora sends Emillius to summon Lucius to Titus’ home for peace talks. In the meantime, Tamora resolves to go to Titus, who she thinks mad, to try to manipulate him into ensuring Lucius attends the summit, hinting that it will be “dangerous” for the Andronici to believe her “sweet” words.

ACT 5 SCENE 1

In the camp of the Goths, Lucius says he has received letters importing the Roman people’s support for him and hatred of Saturninus. The Goths state how proud they are to fight alongside so noble and brave a former adversary, and one enters with Aaron and the child captive, saying he found them in a ruined monastery (an anachronism that betrays the play’s Elizabethan origins). Lucius orders them to be hanged, but Aaron swears to reveal secrets if the child is spared. Lucius gives his word and Aaron uncovers all Chiron’s, Demetrius’, Tamora’s, and his own villainies against the Andronici, as well as revealing Tamora as the child’s mother. He also admits to many other terrible deeds he has committed in his life, and expresses sorrow that he “cannot do ten thousand more.” Lucius orders Aaron to be taken down, as hanging is too “sweet” a death for him. Emillius arrives and requests that Lucius meet Saturninus at Titus’ house. Lucius agrees.

ACT 5 SCENE 2

Tamora, Chiron, and Demetrius, believing Titus to be mad, go to his house disguised as the deities Revenge, Rape, and Murder. In a blackly comic moment Titus notes of the latter two “how like the empress’ sons they are.” Tamora (as Revenge) promises that if Titus sends for Lucius to come to his house for a banquet, she will bring all Titus’ enemies there for him to be revenged upon. Titus sends Marcus to fetch Lucius, and while Tamora and her sons are leaving on the pretense of doing what Revenge has promised (though they are of course going back to Saturninus), Titus demands that Rape and Murder be allowed to stay with him. They confer in an aside that it will be best in order to placate him and keep him occupied, but with Tamora gone, Titus’ kinsmen come out and seize upon Chiron and Demetrius, gagging and binding them. Titus reenters, carrying a knife, alongside Lavinia, who is supporting a basin on her stumps. Titus, in a long, blood-curdling speech, reveals that he is not mad, that he knows what they have done, and that he will exact a revenge “worse than Progne.” He tells them he is going to cut their throats, catch their blood in Lavinia’s basin, mix it with their bones which he will grind “to powder small,” and make “two pasties” to feed to Tamora at the banquet (as in Act 4 Scene 1, this is an escalation of an Ovidian myth). As good as his word, he slits their throats and orders the bodies brought in so that he may “play the cook.”

ACT 5 SCENE 3

Marcus, Lucius, and the Goths arrive at Titus’ home with Aaron and the child prisoner. Lucius asks Marcus to keep Aaron alive so that they may later extract testimony of Tamora’s crimes, and Aaron is led away. Saturninus and Tamora arrive and they and all the rest sit down to dinner. Titus enters “like a cook” and asks Saturninus if he thinks Virginius—an infamous centurion—was right to kill his daughter for being raped. Saturninus replies that he was, because the girl “should not survive her shame.” At this Titus kills Lavinia. Saturninus, horrified, demands to know the reason for this “Unnatural and unkind” act. Titus tells him of Chiron and Demetrius’ crime, and Saturninus orders them to be sent for. Titus, however, reveals that they are already present, “bakèd in that pie.” He then stabs and kills Tamora; Saturninus leaps up and kills Titus; and Lucius in turn kills him. Uproar ensues, but Marcus and Lucius justify the grim events by telling the people everything that Tamora, Chiron, Demetrius, and Aaron have done. They also reveal the parentage of the child, and offer to kill themselves if Rome is not satisfied. Emillius calls for Lucius to be emperor, saying the people “do cry it shall be so.” Lucius accepts, and he, Marcus, and Young Lucius honor Titus’ body. Aaron is brought out and Lucius orders for him to be buried “breast-deep” and starved to death, though Aaron remains unrepentant. Lucius orders that Saturninus’ body be interred with his ancestors, and Tamora’s be cast out “to beasts and birds of prey.”


TITUS ANDRONICUS
IN PERFORMANCE:
THE RSC AND BEYOND

The best way to understand a Shakespeare play is to see it or ideally to participate in it. By examining a range of productions, we may gain a sense of the extraordinary variety of approaches and interpretations that are possible—a variety that gives Shakespeare his unique capacity to be reinvented and made “our contemporary” four centuries after his death.

We begin with a brief overview of the play’s theatrical and cinematic life, offering historical perspectives on how it has been performed. We then analyze in more detail a series of productions staged over the last half-century by the Royal Shakespeare Company. The sense of dialogue between productions that can only occur when a company is dedicated to the revival and investigation of the Shakespeare canon over a long period, together with the uniquely comprehensive archival resource of promptbooks, program notes, reviews, and interviews held on behalf of the RSC at the Shakespeare Birthplace Trust in Stratford-upon-Avon, allows an “RSC stage history” to become a crucible in which the chemistry of the play can be explored.

Finally, we go to the horse’s mouth. Modern theater is dominated by the figure of the director, who must hold together the whole play, whereas the actor must concentrate on his or her part. The director’s viewpoint is therefore especially valuable. Shakespeare’s plasticity is wonderfully revealed when we hear directors of highly successful productions answering the same questions in very different ways.

FOUR CENTURIES OF TITUS ANDRONICUS: AN OVERVIEW

To judge from the number of early recorded performances and contemporary references, Shakespeare’s first essay in tragedy, written in the late 1580s–early 1590s, enjoyed immediate popular success. In his Diary3 Philip Henslowe records a performance on January 23, 1594, by the Earl of Sussex’s Men with further performances on January 28 and February 6. Later that year Henslowe’s Admiral’s Men combined with Shakespeare’s company, the Chamberlain’s Men, to present the play at the Newington Butts Theatre on June 5 and 12. A private performance, most likely by the Chamberlain’s Men, was given at the home of Sir John Harington of Exton on January 1, 1596, described by the French tutor in a private letter as notable for “la monstre” (the spectacle) which he considered of more value than “le sujet” (the subject).

Ben Jonson’s slighting reference in the Induction to Bartholomew Fair (1614) indicates that the play remained in the popular repertory, along with Kyd’s Spanish Tragedy, despite Jonson’s view that it was now outdated:


He that will swear Heronimo or Andronicus are the best plays, yet shall pass unexcepted at, here, as a man whose judgement shews it is constant, and hath stood still, these five and twenty, or thirty years.



A contemporary drawing by writer and artist Henry Peacham gives a unique picture of the play’s earliest staging. While it doesn’t appear to illustrate any specific scene, Peacham includes quotations from the first and last acts and clearly features the main characters in poses that seem to “offer an emblematic reading of the whole play.”4

The play’s popularity waned, however, as public tastes changed and the conviction grew among a number of scholars that Shakespeare could not have been responsible for its bloody excesses; Shakespeare’s text was not performed again until the twentieth century, when violence and horror were once more seen as fit theatrical subject matter.

After the Restoration and reopening of the theaters in 1660 a variety of adaptations were staged, the first of which was Edward Ravenscroft’s Titus Andronicus, or The Rape of Lavinia (c. 1678). In this the role of Aaron was amplified and the play ended with his confession and fiery death. It was a favorite role of the tragedian James Quin and continued to be popular with actors into the nineteenth century. It was the African American actor Ira Aldridge who turned it into a star vehicle though in an adaptation by C. A. Somerset in which Aaron was “elevated into a noble and lofty character”5 to become the tragic hero. Another American, the actor-playwright N. H. Bannister, also adapted the play and staged it for four nights at the Walnut Street theater in Philadelphia in 1839, having carefully excluded its “horrors” and “offensive expressions.”6
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1. Henry Peacham’s illustration of Titus Andronicus with two soldiers on the left, Titus center left, Tamora center right, her sons kneeling and Aaron, with sword drawn, far right (c. 1604–15).

The director Robert Atkins, influenced by William Poel and his desire to recreate original Elizabethan stagings of Shakespeare’s plays, mounted a production of Titus Andronicus at the Old Vic in 1923. Despite acknowledgment of its theatrical power and some critical acclaim,7 the deaths in the final scene produced unwelcome laughter. The following year John M. Berdan and E. M. Woolley directed a group of students from Yale in a production which the critic Tucker Brooke conceded revealed “what a tremendous interest the acted story developed.”8

Capitalizing on the play’s violent excesses, Kenneth Tynan and Peter Myers produced a “really splendid”9 thirty-minute version for a program of Grand Guignol at London’s Irving Theatre in 1951. But it was Peter Brook’s 1955 production at the Stratford Memorial Theatre with Laurence Olivier as Titus, Maxine Audley as Tamora, Anthony Quayle as Aaron, and Vivien Leigh as Lavinia which was finally to establish the play’s place in the modern Shakespearean repertory, despite some critical carping: “The grizzly, senseless map of horror has been unrolled, and now we can roll it up again for another fifty years.”10 However, Jan Kott, the Polish critic and academic, recognized what Brook’s judicious cutting had done for the play:


Mr. Brook has composed his Titus Andronicus not of scenes, but of shots and sequences. In his production tension is evenly distributed, there are no “empty places.” He has cut the text but developed the action. He has created sequences of great dramatic images. He has found again in Shakespeare the long-lost thrilling spectacle.11



Brook not only cut the text but employed now famous techniques for stylizing the violence and gore, replacing them with flowing scarlet ribbons. There was unanimous praise for a strong cast, but it was Olivier’s Titus who attracted the greatest plaudits for a performance regarded by many as definitive:


Titus enters not as a beaming hero but as a battered veteran, stubborn and shambling, long past caring about the people’s cheers. A hundred campaigns have tanned his heart to leather, and from the cracking of that heart there issues a terrible music, not untinged by madness. One hears great cries, which, like all of this actor’s best effects, seem to have been dredged up from an ocean of fatigue. One recognized, though one had never heard it before, the noise made in its last extremity by the cornered human soul.12



Since Brook’s landmark production, the play has been staged with greater regularity and directors have employed a variety of techniques to overcome its perceived difficulties, frequently resorting to stylization and suggestion rather than presenting violence and gore directly. In 1966 Douglas Seale directed a production at the Center Stage in Baltimore which transported the play to Mussolini’s Rome. The following year Gerald Freedman directed the play for Joseph Papp’s Shakespeare Festival at the outdoor Delacorte Theatre in New York’s Central Park. Like Brook, Freedman eschewed realism and blood in favor of ritual to produce “a real spectacle, not showy, noisy or eccentric but one in the mode of a liturgy which could have been devised by Antonin Artaud. The result was total theater.”13 Brian Bedford’s 1978 production for the Stratford Festival, Ontario, was praised for its “clarity and lucidity,” although the “restraint” and “control” exercised by the director “incurred losses in passages that called for greater voltage.”14 Terence O’Brien’s 1999 production for the Hudson Valley Shakespeare Festival played “the curious piece of Elizabethan Grand Guignol completely straight. Well, maybe not completely; the blood is made to gush so vehemently from the necks of the victims that an audience raised on the shock value of cinematic gore has no recourse but to laugh at times”:
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2. RSC 1955, directed by Peter Brook: Titus (Laurence Olivier) and Marcus (Alan Webb) watch Lavinia (Vivien Leigh) write the name of her attackers: Brook employed now famous techniques for stylizing the violence and gore.


The final scene, one of the story’s goriest and here the most stylized, is staged Sam Peckinpah–style, in slow motion. A bladder filled with stage blood, visible to the audience, is passed from one dying character to the next. This neat device is an acknowledgment of how sophisticated movie and playgoers have become in their responses to orchestrated mayhem of the most graphic kind.15



The mood of James Edmondson’s 2002 production for the Oregon Shakespeare Festival was described as “relentlessly dark,” and while not updating the play’s setting, his program notes quoted this chilling epigraph from a contemporary news report, spoken by an anonymous father in the Middle East conflict: “If you kill our children, we will kill your children.”16 Despite Gregory Doran’s denial of any overt political intent, his 1995 South African production with Antony Sher as Titus (discussed below in the Director’s Cut), later brought to London’s National Theatre, was also seen in the light of contemporary politics.17 The Globe stage was draped in black with a Colosseum-style awning or velarium over the yard for Lucy Bailey’s powerful 2006 production. The design reminded one critic of “Fellini’s film Satyricon (1969) which provided a grotesque glimpse of a depraved Rome imploding in excess and decadence.”18

The numerous film references made by critics in recent years when discussing the play suggest an awareness of its filmic possibilities. Jane Howell’s BBC production (1985) is widely regarded as one of the most successful of the series, praised for its lack of sensationalism and noted for reimagining the play through the eyes of the Young Lucius—a device adopted by Julie Taymor in her film Titus (1999). While Taymor’s film “retains the play’s Roman Empire setting, it also makes quantum but seamless leaps into an unexpected and thematically reverberating variety of time periods, from the present day, to Mussolini’s (and then Fellini’s) Italy, and today’s Bosnia.”19 Her bravura treatment has attracted both praise and blame:


The film production is marked by gross indulgences and hideous excesses, but it is sometimes shockingly effective and even darkly humorous … The horrors of Shakespeare’s play are framed through a coming-of-age metaphor as Young Lucius passes from innocence to experience … His final exit out of the Coliseum towards the dawning of a new day with evil Aaron’s baby in arms symbolically is a journey towards redemption, giving the film its own distinctive closure.20



AT THE RSC

Unmasking Civilization


Titus Andronicus, Shakespeare’s earliest and goriest tragedy, was a smash hit in its day, but then it toppled into centuries of disrepute and neglect. Since the Second World War, though, its fortunes have risen. Partly, this is because the pile-up of atrocities in the piece no longer seems implausible after the mass horrors of the 20th century. Partly it’s thanks to great directors who have demonstrated that the play is less about violence than about the effects of unspeakable suffering and grief.21



There is a tendency for modern readers to patronize the past. To say of Elizabethan and Tudor times that they lived in a more violent and dangerous period and, therefore, the extremity of the revenge drama is an example of that impulse that drove people to watch executions and bearbaiting. Yet, as Paul Taylor points out in the extract from his review above, Titus Andronicus, and indeed the revenge drama as a form, have in the last fifty years witnessed an unprecedented revival—one only matched by their initial popularity in the seventeenth century.

The 1970s saw a massive cinematic revival of the revenge drama. These violent revenge horror films22 which emerged from America and the UK were largely an angry cry against the corruption that violence can have on the human soul—as demonstrated by the horrific acts that were being witnessed daily in television broadcasts from Vietnam. They were a brutal attempt to strip away the veneer of civilization and appropriation of the moral high ground by Western governments and turned into a national ethos after the defeat of the Nazis in the Second World War. It’s notable that the RSC production of Titus Andronicus which contained the most realistic and bloody portrayal of violence was Trevor Nunn’s production of 1972. This artistic impulse, however, originates from much further back. One can look at the post–First World War works of the surrealists as a similar enterprise, and in theatrical terms, Grand Guignol and the work of Antonin Artaud’s “Theatre of Cruelty” as attempts to uncover the reality behind civilization by means of horror and violence. In his work Theatre and Its Double, Artaud argued: “Without an element of cruelty at the root of every spectacle, the theatre is not possible. In our present state of degeneration it is through the skin that metaphysics must be made to re-enter our minds.”23

Ten years earlier, in 1955, Brook had brought Titus Andronicus to the Stratford stage for the first time. His landmark production starring Laurence Olivier and Vivien Leigh had a massive impact. In dealing with violence Brook used stylized stage techniques in order to demonstrate the symbolic nature of the play—large red ribbons were used instead of blood. The next time it was produced was seventeen years later when Trevor Nunn’s visceral interpretation hit the RSC stage in 1972 as part of “The Romans” season.

As a result of social, historical, artistic, and theatrical developments, Titus has suited the latter half of the twentieth and the current century well. To us now, Titus is not just a formulaic piece of revenge drama. Part of Shakespeare’s early genius is demonstrated by his success in taking a known formula and creating a work that outdid his contemporaries. When he wrote Titus Shakespeare was “still in his twenties, is in his workshop, wrestling with several strands of tradition and trying to stamp on them a quality which is uniquely his own.”24


Just as the apprentice would create a formula piece, such as an infant’s high chair, so Shakespeare’s formula was to write within the style and structure of the revenge drama of the time. Performing within this structure one becomes increasingly aware of the genius of the writer.25



The arithmetic way in which the play works out its revenge was strikingly visualized in Yukio Ninagawa’s 2006 production performed as part of the RSC’s Complete Works Festival. Numbers and geometric lines were projected over the stage before the start of the play, covering the players and set. Costume rails were still onstage, the players warmed up, wandered loosely around, testing their voices. The director stood at the side directing operations, and instructions came over the PA system in Japanese and English for actors to take their places, for the centerpiece of the set design, a massive wolf statue, to be brought on, doors to be closed and the play to begin. This unusual opening highlighted the theatrical experience, and, by markedly closing the doors on the world outside, the audience also became part of the experience, immersing themselves in the world of the play, which in this instance was designed as a Gothic fantasy or beautiful nightmarish vision.

When the action onstage began, the visual formula gradually disappeared and the players took on their carefully choreographed and symbolic moves and stances—from chaos to structure. Ninagawa, like Shakespeare, created out of the revenge formula an astounding piece of theater in which the stylized acting techniques of the Japanese-speaking actors, coming from their traditions of theater reliant on formal physical movement, seemed completely in tune with Shakespeare’s intention. The visual intensity and the clear sense of the mechanism of the revenge drama created a powerful sense of theatrical energy, which in its working out was deeply moving and inspiring.

Like many of Shakespeare’s plays Titus has rarely been performed in its entirety. It was not until Deborah Warner’s 1987 production that the play was performed uncut and “was treated as entirely trustworthy for the first time in its modern stage history”:26


The director had worked on the premise that everything in the text was there for a purpose, that the dramatist knew what he was about. There was even a degree of pedantry in her determination to test the text at every point with relentless rigour; yet the result was overwhelmingly impressive.27



Warner was aided by the staging of the play in the Swan Theatre—its structure purposefully designed to create the same dynamic between actor and audience as in an Elizabethan theater:


the Swan, as a reproduction of a Shakespearean theatre, is its ideal setting. At the Swan the audience is enveloped in the tragedy, rather than being distanced from it … With the barest of scenery and props, the play communicates so directly that theatregoers in the front rows occasionally flinch from all the stage blood and thunder.28



The intimacy of the space lent itself to a foregrounding of “the bonds between family, gender, and imperial dominion that the two earlier RSC productions obscured [1972 and 1981].”29 The play was not interested in “trying to recreate a place called Rome”:


Rather than overwhelming the stage with props which would realistically depict the play’s interiors, she and [designer Isabella] Bywater chose only a few deliberately unclassical objects—an aluminium ladder, an electric light bulb, a white chef’s toque—and used them tellingly. Bywater’s austere work responded to the theatre’s insistent physical exposure of actors and their playing to their audience in its refusal to erect distracting barriers between text and performance.30



For both directors and actors the nature of Titus as a play can erect distracting barriers: the extreme and symbolic violence, the very real possibility of unsolicited laughter. These staging issues have proved obstacles in productions of the play for the last fifty years.

Staging Violence


One might say that the true subject of the horror genre is the struggle for recognition of all that our civilisation represses and oppresses.31



Titus Andronicus is the closest Shakespeare comes to what may be described in a modern sense as horror. Repressed unnatural and violent behavior is given full reign as Roman society is overrun by “a wilderness of tigers.” Unlike other Shakespeare plays, when it is in performance, it is given a warning about its suitability for younger audiences. Murder, mutilation, rape, cannibalism are terms we associate with the most violent of so-called “video nasties,” not with the “Sweet Swan of Avon,” and as a result it has until recently remained on the margins of the performable canon. The central dilemma for any modern director of Titus is how to portray the violence. If you go for realism then you are struck by the unavoidable fact that Lavinia would bleed to death not long after her mutilation, plus you have the problem of fainting audience members. If you go for stylization, will the violence become too muted and softened to have the maximum impact necessitated by such extremities? In examination of this dilemma, Deborah Warner’s 1987 production and Ninagawa’s 2006 production act as advocates for alternative approaches.

The visceral nature of Warner’s production was eloquently described as a “caravan of horrors—amputation, decapitation, cannibalism and rape—arches in an unresolved manner like the horrors of a dream”;32 “In fact, the spectators who left the theatre … left or fainted not at the sight of Lavinia after her rape, but at the moment at which, just a few feet away from the audience Aaron cut Titus’ hand off with a cheese-wire.”33 It was the culmination of horrors up to this very graphic act that gave this moment its impact. Warner avoided the use of excessive blood onstage, often substituting mud, so the impact of blood when it appeared was doubly shocking, as when Lavinia opens her mouth to reveal a stream of blood instead of a tongue and “at the end for the slaughter of Tamora’s sons in Titus’ back-kitchen—rolls of cloth soaked in the stuff suddenly appear.”34

The depiction of the rape of Lavinia was brutally cruel:


Whereas in the Swan season of 1987 Chiron stopped Lavinia’s mouth and dragged her off the stage to be raped, in the Barbican season the following year Chiron additionally put his hand under Lavinia’s dress and seemed to lift her up with his hand inside her, tossing her up and down to the accompaniment of her frightful cries. Lavinia’s return after the rape, on the other hand, remained fairly consistent throughout the run. Preceded by Demetrius and Chiron, who, giggling, crawled on stage in a cruel imitation of their maimed victim, Lavinia painfully pulled her body into the spotlight by her elbows. Her stumps, her hair and her once-golden dress were caked in mud (mud, during the first four acts, being the production’s substitute for blood). As the rapists collapsed on the ground laughing hysterically, she raised herself up, attempted to walk past them and fell down between them. Demetrius grabbed one of her stumps and waved it about to illustrate her “scrawling,” ridiculing her inability to speak. Meanwhile, Chiron spat in Lavinia’s face.35



In this, as in other productions, it is the stark visual contrast between the Lavinia we see before the rape and the wordless, brutalized, mutilated vision that we see after that has the impact. The violence that has been done to this woman does not need to be seen when it is so obvious in its results:


a lyrical speech is needed because it is only when an appropriately inappropriate language has been found that the sheer force of contrast between its beauty and Lavinia’s degradation begins to express that she has undergone and lost.36
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3. RSC 1987, directed by Deborah Warner. Photo shows Donald Sumpter (Marcus) cradling Lavinia (Sonia Ritter): “The Swan’s small size forced the audience to contemplate the spectacle of Lavinia’s victimization as her uncle spoke all forty-seven lines of his Ovidian lament.”

Warner stunned the audience into silence which was only broken by


murmurs of disturbed distress. The Swan’s small size forced the audience to contemplate the spectacle of Lavinia’s victimization as her uncle spoke all forty-seven lines of his Ovidian lament, trying to understand and accurately name what has happened to her.37



Marcus’ essential role within the play is to eloquently voice our thoughts in coming to terms with what we see onstage. Usually edited down, Deborah Warner kept all forty-seven lines of the speech:


spoken in Donald Sumpter’s hushed tones it became a deeply moving attempt to master the facts, and thus to overcome the emotional shock, of a previously unimagined horror. We had the sense of a suspension of time, as if the speech represented an articulation, necessarily extended in expression, of a sequence of thoughts and emotions that might have taken no more than a second or two to flash through the character’s mind, like a bad dream.38



The revenge exacted on Demetrius and Chiron was an emotional release for the audience and also, symbolically, a release of blood. Brian Cox described how:


I was aware, as I played the scene with the boys, that members of the audience were thrilled that I had them, thrilled as I gripped their heads to expose their throats, thrilled at the revenge. The scene plays on certain yearnings in people, which is legitimate, truthful, and honest—and frightening … We held back in the production from showing much blood but here blood was spilled, unstintingly. To the horror, and to the delight, of the audience the blood of Demetrius and Chiron gushed into the bowl held between Lavinia’s stumps … 39



In contrast, Yukio Ninagawa turned violence into a dark visual poetry. His completely stylized depiction of violence, rather than lessening the impact, made it deeply affecting. There was a poignancy in the contrast of beauty and violence which was also deeply disturbing and shocking. Ninagawa used no stage blood but returned to Peter Brook’s successful use of red ribbons to symbolize blood:


In Yukio Ninagawa’s cruelly beautiful Japanese production, the violence is totally stylised. Gore is represented by swatches of red cords that tumble and trail from wounded wrists and mouths. You might think that this method would have a cushioning effect. In fact, it concentrates and heightens the horror.40



The design of the production made it clear that the world these people inhabited was a brutal one:


It’s the model of a huge she-wolf, complete with Romulus and Remus suckling vulpine milk at her breasts while she herself bares her long, jagged teeth at the world. Could there be a more telling symbol of Rome as Shakespeare defined it in his most preposterously gory play? … Feral people do brutal things, sometimes looking like slightly furry samurai, occasionally dressed in skins borrowed from the jungle, including the animal the title-character has in mind when he calls Rome “a wilderness of tigers.”41



Nevertheless, there was a terrible artistic beauty to the spectacle presented, “ ‘Chrysanthemums and butchery’ was a famous German critic’s summation of classical Japanese theatre.”42 The production successfully turned “horror into visual poetry.”43 In 1972 “[Trevor] Nunn chose extremely realistic detail, with accurate models of Chiron and Demetrius’ severed heads.”44 In Ninagawa’s production when Titus returns from battle at the start of the play, “his dead sons’ corpses, made from surprisingly sinister shy Perspex, are borne in glass coffins reminiscent of Damien Hirst installations.”45
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4. RSC 1972, directed by Trevor Nunn with Ian Hogg as Lucius, Janet Suzman as Lavinia, and Colin Blakely as Titus: “Nunn chose extremely realistic detail, with accurate models of Chiron and Demetrius’ severed heads.”

Ninagawa’s dreamlike vision marked out the key line in the play as “When will this fearful slumber have an end?”


Titus may be Shakespeare’s apprentice melodrama but, as revived by Ninagawa, it’s also a nightmare that goes on and on, however much the sleeper tries to wake: mad yet gripping, and maybe, telling us something about ourselves and our own grim, dangerous world.46



This image of the beautiful nightmare was strikingly evident in the scenes where the action moved into the woods. Ninagawa’s breathtaking sets were predominantly white throughout. The forest emerged magically in a seamless piece of set changing; “Indeed, it might be a fairytale forest, full of waist-high, spreading leaves on delicately bobbing stalks”:47


when Lavinia’s rape and off-stage mutilation and the murder of her husband Bassianus are effected in a dream-struck, dazzling white woodland of unnatural beauty where mushroom-like plants grow as tall as humans, the effect is grotesquely disturbing … Ninagawa sees the play’s barbarities as the equivalent or suitable correlative to our own brutalised, morally defective world, with its terrorism, beheadings, and tortured corpses. The key to his concept is Shakespeare’s evocation of Rome as “a wilderness of tigers” and Titus’ sense of life as the “fearful slumber”—of a nightmare. The snarling, guttural, white-robed warriors guarding or killing their chained prisoners are dehumanised: wolfish, tigerish and, in the case of Tamora’s depraved sons, dog-like.48



So much of the pain and violence in Titus, like the reaction to any atrocity, is beyond words. At the end of this production, Ninagawa offered us a devastating image—man as animal, howling at the world. It was “a moment of ambiguous hope. Titus’ grandson Lucius takes pity on Aaron’s baby and cradles it in his arms. In protest at the horror, the boy lets out a series of howls. A cause for optimism, perhaps, in demonstrating that he’s not been desensitised by atrocity.”49

Grotesque Laughter


If the violence on stage is funny, then the part of the play that is about how extraordinarily cruel people can be to one another is rendered meaningless. But there are moments within the violence that touch on humour, as when Aaron tells Titus that if Titus sends the Emperor Saturninus his hand, there will be a stay of execution for his sons and they will be sent back to Titus alive. There then ensues an argument between Titus, his brother and his son about who should chop their hand off—all three of them very, very enthusiastic that it should be theirs. It’s a moving moment but one you have carefully to control. Sometimes, if you can laugh at the right moments within the parts of the play that are violent, it helps a sense of pity to evolve and makes you sympathetic to the real human condition being described.50



Despite the play’s reputation as an unrelenting gore-fest, laughter plays an important part in Titus Andronicus. Due to the nature of the play this laughter is often unintentional. With horror topping horror, if badly staged the effect can be unfortunately comic. In John Barton’s drastically cut production of 1981:


we are watching an Elizabethan company of players, performing on a stage furnished only with costumes—baskets, frames for hanging properties and make-up tables where actors fuss with hair and make-up. The whole troupe is on stage throughout, giggling or spying on the action … although the directorial concept is obviously designed to remind us of the dramatic conventions of its period (and it succeeds in doing so) it does not prevent some of the horrors from being received by the audience with quiet but persistent merriment.51



A soldiers’ camp signified by actors in pantomime horses, pots of limp greenery brought in from the wings when “ruthless” woods are required, and manic glee from the Titus of Patrick Stewart as he stirs up the sons of Tamora in a pie, all draw laughter that seems wholly expected by the company.52
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5. RSC 1981. John Barton’s “high camp” production attempted “to style the play in the fashion of one of Shakespeare’s darker comedies”: Demetrius (Roger Allam, left), Tamora (Sheila Hancock), Chiron (Colin Tarrant, right), and Aaron (Hugh Quarshie).

Titus Andronicus was played in an unlikely double bill with the early Shakespearean comedy The Two Gentlemen of Verona, leading one critic to comment:


the plot borders on farce. And after sitting through two hours of hand-lopping, tongue gouging and mayhem in which no fewer than ten of the play’s main characters meet very unpleasant ends the audience needed a play at which it could laugh legitimately.53



The high camp of this production reminded one reviewer of the horror films of Roger Corman with “Patrick Stewart in the Vincent Price slot.”54 It appears that Barton, aware of the potential for laughter, was trying to style the play in the fashion of one of Shakespeare’s darker comedies. The attempt to move the play from one genre to another led to a confused audience response. Many of the more extreme scenes in Titus need to be handled with great care to avoid this reaction. In Deborah Warner’s 1987 production:


Inappropriate laughter was avoided by the exploitation of all the genuine comedy latent in the text—along with a little that Shakespeare had not thought of. Brian Cox established Titus as a credible, human character by making him a bit of a card—an odd, shambling hero, very much a law unto himself. In the opening scene he started to paw Tamora, then slapped his cheek as if to remind himself of his unburied sons … he stuffed his fingers into his ears, pretending not to hear his brother and sons pleading for Mutius’ burial. Estelle Kohler, as Tamora, and her two sons played her bombastic accusation of Bassianus as if it were a burlesque playlet put on for their victims’ entertainment; Demetrius’ sudden stabbing of Bassianus seemed all the more horrific as a result. Acknowledgement of the comedy in the situation when Titus, Lucius, and Marcus squabble over who shall have the honour of losing a hand in the hope of saving Titus’ sons intensified the pain of the moment when Titus outwits the others by getting Aaron to mutilate him while they have gone to fetch an axe.55



Use of a chorus as a stage device also helped direct audience reaction with physical movements signaling appropriate responses to the action:


The chorus of servants played its part, squatting in ranks to each side of the stage before the pie was served (“Welcome, all,” said Titus to the inhabitants of the pie, with a last touch of macabre humour), stretching forward in horror at the death of Lavinia, bending as Titus stabbed Tamora, gasping as Saturninus killed Titus, and finally rushing off through the audience as Lucius killed the Emperor.56



Warner’s most outrageous touch of stage comedy was to use the soundtrack to Disney’s Snow White. Brian Cox recalled:


it was decided that the company should whistle the tune (“Hi-Ho” from Snow White and the Seven Dwarfs) as the banquet is prepared. It was a risk, but I believe one worth taking—once again for its contribution to the play’s sense of the ludicrous. It was also unsettling, and at this point it is important to unsettle the audience, to create something from a different space, a different place, a different genre … then, in full starched white chef’s garb, I came in, leaping over the table, with the pie. The world had gone crazy; the audience’s embarrassment about serving the boys in the pie was released in laughter … The play has constantly walked the borderline between horror and laughter … “Why, there they are, both baked in this pie; / Whereof their mother daintily hath fed” [5.3.60–61]. Sometimes that got a laugh, sometimes none at all. And then Tamora laughs in disbelief, and Titus laughs at her disbelief, and the audience is released to laugh again, only to be silenced by the terrible suddenness of the deaths. The real sensation of that was quite extraordinary, the visceral sense of it for the audience.57



Brian Cox as Titus became the central comic/tragic figure, blending “horror and burlesque … [revealing] the play as a text about the abuses of power,”58 also “reminding the audience of the grim humorousness of the obscene.”59

Warner used the black comedy inherent in the play, and highlighted rather than shied away from the comedy generated by the extreme moments of grotesque gore. In addition to this her addition of extra comic moments provided an emotional contrast to the horror of the play:


The ritual that ended the scene, including a flip of one head to Marcus and the giving of the hand to Lavinia (which she placed in her mouth and quickly enveloped with her stumps) did elicit some audience laughs, but, given the preparation in 1.1 and the long build in this scene, by this point shock, irony, and laughter were so intermingled that no “normal” reactions were possible. The effect was stunning.60



In 2003, director Bill Alexander was also aware of the importance of controlling the audience response to genuine and potentially unwanted moments of humor. With death after death in the final scene, he avoided laughter by altering the pace of the violence. David Bradley, who played Titus, explained:


[Alexander] wanted to invite laughter at certain times and then chop it. He wanted to be in control of the laughter and thought it would be rather sad if, having taken an audience through that whole story, the play ended in some kind of Gothic horror, Hammer House of Horror, or Tarantino-esque laughter. Sometimes during previews, the audience were laughing and we weren’t sure if they were laughing at us or with us, for example during the three deaths at the end … The audience are stunned and shocked into a gasp by the death of Lavinia, which is wonderfully exciting to hear and then they laugh at the pie, which is good. That’s welcome laughter but then you want to stop it. So we found that if we … had Lucius slowly walking over to a trapped Saturninus and stabbing him, there was total silence.61



Alexander’s production didn’t add to the humor inherent in the text with any extra characters or unscripted business. The mingling of tragedy with laughter in his production elicited compassion for the characters: “The staging is simple, somber, the acting measured, careful. A vast mask hovers over the proceedings, an archaic smile or smirk beneath its black, empty eyes. It’s some god, relishing what might be a sneak preview of Lear.”62 The comedy was subtle and based in realistic human response. Titus’ family were made real to the audience by punctuating the horror with small details of everyday humor. The effect was to emphasize the poignancy of recognizable people dealing with extremity: “even at the height of the carnage, after Titus has seen his daughter raped and two more sons killed, he can’t resist bopping his brother over the head with his surviving hand.”63 Reviewing the production, Paul Taylor pointed out the touching effectiveness of:


having the raped, mutilated and tongueless Lavinia (a piteous Eve Myles) reduced to kneeing her little nephew in the stomach in her impatience to find the book of Ovid that will help her explain by literary precedent the ordeal she has been through.64




David Bradley’s Titus, after witnessing the destruction of his daughter and sons, breaks into strange, wild laughter that lies beyond tears. It’s as if Shakespeare, the supreme poet, recognizes that words cannot cope with the ultimate absurdity of the human condition.65



On playing Titus, Brian Cox commented:


you need all your skills as an actor here to turn on a sixpence and change direction from the path you were on and take another, the path of gallows humour, of black, nihilistic humour, very twentieth-century in its mood—for in some ways this is the most modern of plays … Titus becomes a richly potent figure of nihilism, of destruction, of revenge, who keeps searching, searching for a justice he will never find, for justice has been long dead for him.66



When the soul goes beyond tears it seems that the only rational response is laughter and this is key to the play. As Alan Dessen points out: “in Titus, laughter (when under control) can mix with tragic effects; and that, given the right conditions, the ‘unplayable’ can become the theatrically potent.”67
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6. RSC 2003, directed by Bill Alexander. The comedy was subtle and based in realistic human response. Titus’ family were made real to the audience by punctuating the horror with small details of everyday humor. Marcus Andronicus (Ian Gelder) looks on over Titus (David Bradley) and Lavinia (Eve Myles).

It is little wonder in a century where nihilism and the absurd have been key artistic and philosophical responses to unspeakable horrors of the world that Titus has re-found its place as one of Shakespeare’s most relevant and prescient works.

THE DIRECTOR’S CUT: INTERVIEWS WITH GREGORY DORAN AND YUKIO NINAGAWA

Gregory Doran, born in 1958, studied at Bristol University and the Bristol Old Vic theater school. He began his career as an actor before becoming associate director at the Nottingham Playhouse. He played some minor roles in the RSC ensemble before directing for the company, first as a freelance, then as associate and subsequently chief associate director. His productions, several of which have starred his partner Antony Sher, are characterized by extreme intelligence and lucidity. He has made a particular mark with several of Shakespeare’s lesser-known plays and the revival of works by his Elizabethan and Jacobean contemporaries. He discusses here his 1995 production of Titus Andronicus for the Market Theatre, Johannesburg, in conjunction with the National Theatre Studio, with Antony Sher as Titus; the production later transferred to the Cottesloe Theatre. Sher and Doran have written about the experience of putting on the production in Woza Shakespeare! (1996).

Yukio Ninagawa has been working in the theater in Japan since 1955, when he joined the Seihai company as an actor. In 1967 he formed his own company, Gendaijin-Gekijo, or “modern people’s theater.” After their disbandment in 1971 he formed Sakura-sha (“cherry blossom company”), which disbanded in 1974. That same year, however, Ninagawa directed his first major production—Romeo and Juliet—in a large theater, which proved to be his breakthrough. Since then he has directed many Japanese-language productions of Shakespeare, including Hamlet (seven times), King Lear, Macbeth, The Tempest, Pericles, and Coriolanus, to name a very modest portion of his prolific output. Because of their incessant touring, Ninagawa’s company has garnered a strong reputation and fan base across Europe and North America. He has directed many productions of ancient Greek plays, while also being known in Japan as the most modern of directors, always trying to reflect contemporary concerns in his work. He was invited to bring his production of Titus Andronicus to Stratford in 2006, as part of the RSC’s Complete Works festival, where it was received with universal acclaim.

Many critics have dismissed Titus Andronicus as a youthful effort, and some have even gone as far as to deny Shakespeare’s authorship of it. What’s your view of the play? Do you think it deserves to be viewed in this way?

GD: I had a very particular experience of Titus Andronicus. I directed it with Antony Sher as Titus at the Market Theatre in Johannesburg just after the ending of apartheid in South Africa. In the country that had invented “necklacing,” which was putting a rubber tire around someone’s neck and setting it alight, we discovered that the daily experience of violence was such that it made the horrors of Titus Andronicus seem virtually everyday. We did a group session with the company, who were all South African, to ask them about their individual experiences of violence and found those experiences to be so specific and horrific that the violence was a reality to them. Therefore the play turned from being a play which is glutted with extraordinary, excess Grand Guignol violence into a play that dealt with how people deal with violence. It became much more specifically about the need to break the cycles of violence. When Marcus Andronicus speaks at the end of bringing “This scattered corn into one mutual sheaf,” it’s about how violence escalates and how cycles of revenge can destroy a country. South Africa emerging from apartheid had a very real experience of that. So the play didn’t seem like a gratuitous horror story, it turned into a play that dealt in a very humane and powerful way with how people are degraded by violence and how it can also bring out great humanity in people.

YN: I am intrigued by this play. Whether the script was written by Shakespeare or not does not bother me. Titus Andronicus strips humanity bare. It confirms that the folly of the world in which we live has always been thus, both before and after the age in which the author lived. It is the real world and I am ashamed of it.

What’s your take on the extraordinary violence in the play? What kind of dynamics do you think it has in performance and what were the challenges involved in staging it?

GD: We didn’t have a single drop of blood in our production; we suggested the violence. For example, when Titus, in probably Aaron’s worst piece of villainy, sends his severed hand to redeem, as he thinks, his two sons from prison, we put their heads in a black plastic bag—this was basically a modern-dress production—and he wrapped his hand in a black plastic bag too. It stressed the disposability of people’s limbs and the trade in human parts that the play indulges in, but it also suggested the violence rather than illustrating it in a way that made it Hammer House of Horror. Sometimes we displaced the violence. For the rape of Lavinia, which must be one of the most violent scenes in all literature, Chiron and Demetrius perpetrated that violent act upon a mannequin, while Lavinia herself became distracted and danced around them while they stabbed this mannequin in all sorts of violent and horrible ways. The attempt was to present the violence but not to wallow in it or indulge a sense of voyeurism. There is a lot of violence to deal with and we took quite a long time to work out, to use a phrase which came from the group discussions, how to honor the violence. That became an important element of the production.

YN: I am exercised by the total lack of imagination of the characters in the play, the foolhardiness of people who do not understand the world or those who live in it except where they are fulfilled by their own experience. It makes them brutal and that is today’s world. I long to create a stage that is free from bloodshed. We are seeing too many corpses and bloodletting in the media. It makes us immune to the true horror of it. My challenge was to see if I could find a different reality.

Many audiences react to moments of the play with laughter (possibly nervous, possibly derisory), and critics have argued for this as a sign of its failure. Do you think this might actually be deliberate? Is it to some extent a black comedy?

GD: I think there certainly are elements of black comedy. We had a very strange, extraordinary experience of the play when one night we had the Anglican Church Society of Soweto, an entirely black audience, watching the production. Aaron was played by a soap star from TV, Sello Maake ka Ncube. When Sello came onstage the audience went with him. They saw the play from Aaron’s point of view. They actually laughed along with Aaron through the gulling of the two boys, even through the rape of Lavinia, right through until he came to tell Titus to chop his hand off, when Aaron turns to the audience and says “Let fools do good and fair men call for grace. / Aaron will have his soul black like his face.” And the audience booed him. So it went from laughing along with him to a sense of being uncomfortable with the violence he was committing and then an outright rejection of him. Then, when the Nurse brings the baby that Aaron has had with Tamora, that Tamora has had smuggled out of the palace and sent back to Aaron to dispatch, we discovered that the audience were wooed back to Aaron. It was a very live audience in terms of interacting with the play. It was a very interesting creation of the role because what Sello did as Aaron the Moor was to bring onto the stage with him a sense of forty years of oppression under apartheid, so you saw Aaron not simply as a stage villain but as a man deeply wronged, through generations of his family, and somehow he was going to kick back and this was payback time. That made his violence all the more horrible but not infinitely understandable, so that even the black audience on that night would not go all the way with him.

I think the laughter in the last scene is entirely intentional. Shakespeare has written the rhythm of the lines as a deliberate cataract of rhymes, line upon line, ending with a climax, when Titus says “Why, there they are both, bakèd in that pie.” It’s a great climax and an absolutely guaranteed laugh. The penultimate line doesn’t work, alas, in modern pronunciation—it ends “presently”—so for once in Shakespeare I allowed myself to change the line so that the penultimate line ended “bring them nigh.” The rhymes are a deliberate flagging up by Shakespeare of the absurdity and the black comedy of that final scene as Titus serves Tamora her sons baked into a pie (which was a good prop to do every night!).

YN: Laughter as a reaction to this play does not necessarily argue a sign of its failure. To be a fully rounded person you need to laugh and black humor is all part of that. Those who do not laugh are not complete people. In the world that we live in it is right and proper that we should laugh.

What kind of Rome do you see the play presenting? The plot’s fictitious, unlike Shakespeare’s other Roman plays; did this play a part in your production design?

GD: Ancient Rome is clearly a metaphor. Shakespeare is not talking specifically about a particular society. The advantage of the metaphor is that it can be applied to any society. The play starts with a fiercely contested election in a country that is not expecting elections, because the people expect Saturninus, the elder son of the emperor, to rule next anyway. We were doing the play in the post-election period in South Africa, an election in which a massive proportion of the population had voted for the first time. They understood the nature of a highly charged election and therefore the Roman metaphor was interesting to apply to South Africa. Being able to reapply the metaphor to South Africa was very useful, because we could say that here is something that is very resonant in this country now, and yet here is something that is not necessarily applicable to this society. It is a Rome that has been through war, Titus has come back from ten years fighting the Goths, and it is a racist society. All those things had a particular application to South Africa.

YN: For me, whose working life has been spent in Asia, the Rome of this play resembled a photograph taken in the ruins of Nagasaki after the atomic bomb dropped. Still standing is a stone gateway at the entrance to a Shinto Shrine and elsewhere a stone has broken the neck of the statue of Mary, the mother of Jesus. For me this photograph connected with the Rome we find in this play. My Titus Andronicus is a kitsch, blasted white city based on that image.

What’s your view of the characterization of Aaron? Is he simply a “black dog,” or are there more complexities behind the depictions of his race and his personal motivations?

YN: There is a universality in the character of Aaron, which we ignore at our peril. Such a person is not restricted solely to the life of this play alone. He can be found everywhere. He is very real to anyone who has been subjected to such repression.

How did you approach the characterization of Titus himself? What kind of figure was he to you and to the actors who played him?

GD: Antony Sher was returning to South Africa for the first time in his professional career, and so speaking the very first lines of Titus was a very emotional moment for him:


Hail, Rome, victorious in thy mourning weeds!

Lo, as the bark that hath discharged his freight,

Returns with precious lading to the bay

From whence at first she weighed her anchorage,

Cometh Andronicus, bound with laurel boughs,

To resalute his country with his tears,

Tears of true joy for his return to Rome.



He based quite a lot of his performance on his father. He used a South African accent, a sort of Boer accent. Actually he was likened to Eugene Terreblanche, which was not really exactly what we were looking for. He was an old Afrikaner who believed in the status quo. This in my opinion is Titus’ fatal flaw. Even though Saturninus, as the emperor’s elder son, has the right to rule, he is palpably psychotic and neurotic. Yet when it falls to Titus to choose who should be the next ruler he goes entirely by the status quo. He thereby brings upon himself, his family, and his country terrible devastation. One of the first things that Saturninus does is marry the Queen of the Goths, whom Titus has just brought back in chains after ten years of war, and Titus still doesn’t get the point that he’s unleashed terrible forces upon the land. We did some judicial cutting of the script. Almost within moments of arriving on the stage Titus has killed his son and the danger is that he seems a lunatic from the word go; he doesn’t go mad, he seems mad from the start. We cut the death of Mutius, which I suspect was a later addition, because there’s a very weird segue back into the text which really doesn’t work: when his brother Marcus says “step out of these sudden dumps.” You just think, “that’s a very bad segue.” There was a cut there. It helped not to have the death of Mutius so early in order that Titus seems rational.
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7. Gregory Doran’s 1995 production for the National Theatre and Market Theatre of Johannesburg with Antony Sher as Titus: “Tony was in his mid-forties when he played the role but he played him as an old man. The advanced age of Titus was a great help, because he’s one step behind everybody else.”

Tony was in his mid-forties when he played the role but he played him as an old man. The advanced age of Titus was a great help, because he’s one step behind everybody else. In that astonishing roller-coaster first act, where everything in the world happens, Titus is constantly one step behind and clinging on to what he knows, which is the status quo. That is ultimately his fatal flaw. And I think that’s what Tony brought out in the part.

YN: When I direct plays I try my best not to have to answer such questions as this. You should find the answer yourself when you see the production. To answer by using words is not sufficient. What I as a director ask for and the eventual production results will not necessarily be in accord with each other.

What’s the place of women in the play? How do you see the characters of Tamora and Lavinia? Are they powerfully opposed or do you see connections between them?

GD: To some extent opposed. Lavinia is a bit of a princess, I don’t think she’s such a sweetheart. The way she laughs at Tamora and regards her as a sort of subspecies is a very unattractive quality and certainly that was brought out in a postapartheid production in South Africa, where there are very defined social gradations and separations between the different strata of society. Dorothy Ann Gould who played Tamora rooted her part in the moment right at the beginning when she sees her son Alarbus sacrificed by Titus. The Goths had dog tags around their necks and she kept her son’s dog tag so that she could constantly bear witness. The reason she was doing what she was doing was not because of being defeated after ten years of war but to get back at Titus and his family for the humiliation that her son and her family was put through. She rooted her as a woman who is driven to violence, which quickly topples over into excess, from a very real standpoint of grief over her children. In the moment when she tells her sons to rape Lavinia, and then Lavinia appeals to her, you do see this in the context of Lavinia having been incredibly rude and vicious to Tamora. I’m not saying Lavinia gets what she deserves because I hardly think that’s the case. She tries to appeal to Tamora as another woman but Tamora by that time has been too degraded and humiliated by the violence she has experienced.

YN: This is a question I choose not to answer.

The appearance of Lavinia onstage after Chiron and Demetrius have raped and mutilated her has famously had people fainting in the aisles even when the violence has been presented in a very stylized manner (Peter Brook’s use of red ribbons for blood, for example). Why do you think this moment is so devastating for audiences and what were your experiences of it?

GD: Somebody in our audience projectile vomited over the four rows in front! It is a devastating appearance. I think that one of the most difficult speeches in Shakespeare is Marcus Andronicus’ discovery of Lavinia. One of the musicians in our production described it as like that dull zoom in Jaws when Roy Scheider suddenly realizes that his kid is in the lagoon and so is the shark. The camera zooms in on Scheider and the background is zoomed out at the same time. It’s an intensification, it’s like the world stops, it’s like time freezes. Jennifer Woodburne, who played Lavinia, had done some very specific groundwork and had been to see a man who had had his hands chopped off in a violent episode and a man who as a result of cancer had no tongue. She looked at how these people coped and one of the things she discovered was that if you don’t have any tongue you have a huge buildup of saliva in your mouth. We had presented Lavinia as a Grace Kelly–style princess and one of the humiliating things was that suddenly she was dribbling. There was a sense of her father’s tenderness toward her mopping up her dribble, but also she is possibly pregnant as a result of the rape and she has this terrible severing of her limbs. Jenny discovered that victims of this type were hypersensitive about being touched. Her presentation of Lavinia was so devastating in its “reality” that it was amazingly moving to watch. The tenderness between her and her father was heightened by his protectiveness toward her. Then when he chops off his own hand there is a moment of very black comedy when he says “Thy niece and I, poor creatures, want our hands / And cannot passionate our tenfold grief / With folded arms.” It was very potent.
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8. Yukio Ninagawa’s production, which visited Stratford as part of the RSC’s Complete Works Festival in 2006: “I used red ribbon as blood … It is an image that came from inside my body.” Hitomi Manaka as Lavinia.

YN: I used red ribbon as blood—similarly in my original production of Medea twenty-five years ago. It is an image that came from inside my body. I have heard that Peter Brook once used the same device, but for me I just hate liquid blood.

Hamlet is usually thought of as the greatest revenge drama, but Titus Andronicus is much more direct in the way it dramatizes revenge. Do you think it’s too much neglected in that respect, and, if so, why do you think that may be?

GD: I saw Deborah Warner’s production in 1987 and it felt as though she was really taking it seriously, as Peter Brook had taken it seriously in 1955. Titus was the last of Shakespeare’s plays to be done at Stratford; it took until 1955. Its depiction of violence is so real and graphic that it is an uncomfortable play to look in the face. It’s an easy play to ridicule, an easy play to send up, an easy play to dismiss as being just Chamber of Horrors, but I think its depiction of a society in meltdown is very vivid. The years of appalling violence that South Africa had been through made you honor that violence and I think the play speaks now to the modern world in a way that perhaps it didn’t speak before. We found echoes of Beckett. Beckett couldn’t have written Waiting for Godot if we hadn’t had two world wars and atomic bombs. Suddenly the world made no sense anymore. In Titus it’s a world which no longer makes sense. There are no strict moral borders. Titus is surnamed “Pius”: piety toward the state, religion, and family, a Roman sense of piety. What Titus knew as a world of order was collapsing around him. When the Goths got in the chaos would follow. I think white South Africa to a large degree clung onto its order because it feared chaos. That’s what we were able to explore through the play. It’s very easy to dismiss it as an early play. I think it’s a great play.

YN: Any play pales when compared with Hamlet, including Titus Andronicus. I have directed Hamlet seven times already and I am still trying to get it right.

The final scene involving the pie is one of the most striking in the whole canon. What was your approach to that scene? How did you try to negotiate the balance between morbid humor and poignant tragedy?

GD: It’s all about how Titus plays it. He is in control of that scene. He’s the MC, the host at this grisly party. We want Saturninus to get his comeuppance and Lavinia to be revenged. We’ve fallen out of love with Tamora as a result of her revenge plot, so we’re quite glad when she gets what’s coming. The boys we’ve come to hate because of their rape of Lavinia, so we’re quite happy to see them baked in the pie in the new rules of this society. There is a grisly black humor to it but it’s a very satisfactory and very enjoyable humor. Then there’s a rawer, blacker element to the play when we have to deal with Aaron at the end. That feels as though the society hasn’t learned the lessons and has degraded Aaron so badly that the cycle of violence can only continue. That makes it a prophetic play as well.

YN: It was my aim to address the pathological aspects of the humor and the severity of this tragedy at the same time. I was looking for some kind of salvation, or at least the suggestion of it. In spite of the tragedy that unfolds in this play, I was eagerly searching for a fragment of hope. That is all. I think I have said too much, so I bid you farewell.


KEY FACTS:
TIMON OF ATHENS

AUTHORSHIP: Long considered to be an incomplete Shakespearean work, Timon of Athens has been shown by modern scholarship to be, in all probability, a collaboration between Shakespeare and THOMAS MIDDLETON, with the following likely distribution of scenes:



	1.1
	Shakespeare, perhaps with some brief additions by Middleton



	1.2
	Middleton



	2.1
	Shakespeare



	2.2
	mixed authorship



	3.1–3.6
	Middleton



	3.7
	mixed (beginning and end by Middleton, middle by Shakespeare?)



	4.1
	Shakespeare



	4.2
	mixed authorship?



	4.3–5.1
	Shakespeare, with some Middleton additions (especially to the encounter between Timon and Flavius)



	5.2–5.4
	Shakespeare




MAJOR PARTS: (with percentage of lines/number of speeches/scenes on stage) Timon (34%/210/8), Apemantus (10%/100/4), Flavius (8%/41/6), Alcibiades (7%/39/5), Poet (4%/30/2), First Senator (4%/27/4), Painter (3%/30/2), Second Senator (3%/14/4), Lucilius (2%/13/2).

LINGUISTIC MEDIUM: 75% verse, 25% prose.

DATE: 1604–06? No firm evidence for date, but stylistic similarity suggests proximity to King Lear and Middleton’s A Trick to Catch the Old One (1605); this was the period when Middleton was writing for the King’s Men, so is likeliest for a collaboration. The shared source with Antony and Cleopatra (see below) supports such a date. The masque and the concern with flatterers are more Jacobean than Elizabethan (i.e. after the death of Queen Elizabeth in 1603); the absence of a clear five-act structure implies composition before the King’s Men began playing the indoor Blackfriars theater (i.e. before 1608).

SOURCES: There is a general outline of the Timon story in Plutarch’s “Life of Marcus Antonius,” which was Shakespeare’s main source for Antony and Cleopatra; Plutarch’s Lives of the Most Noble Grecians and Romanes also included a biography of Alcibiades, providing material for the subplot. The other major source is a dialogue on Timon by the second-century Greek satirist Lucian of Samosata (probably in the 1528 Latin translation by Erasmus). There are close resemblances, especially in the second banquet scene, to an anonymous university or Inns of Court comedy of Timon, which may be a source. It is possible that Shakespeare worked from Plutarch while Middleton brought knowledge of the academic play and Lucian. The character of Apemantus may also be indebted to the misanthropic philosopher Diogenes in John Lyly’s comedy Campaspe (1581).

TEXT: The relative brevity of the play and a plethora of internal inconsistencies, such as the interview between Flavius and Ventidius that is arranged at the end of Act 2 Scene 2 but never materializes, led to the hypothesis that Timon was an incomplete work. Coauthorship is now considered a much likelier explanation for the textual problems. Most scholars believe that the copy was set from the dramatists’ rough draft; though this is not known for certain, most of the difficulties are attributable to problems with the copy rather than the quality of the printers’ work.
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Act 1 Scene 1

running scene 1

Enter Poet, Painter, Jeweller, Merchant (a Mercer) at several doors


POET    Good day, sir.

PAINTER    I am glad you’re well.

POET    I have not seen you long. How goes the world?3

PAINTER    It wears, sir, as it grows.4

POET    Ay, that’s well known.

But what particular rarity? What strange,6

Which manifold record not matches7? See,

Magic of bounty, all these spirits8 thy power

Hath conjured to attend9. I know the merchant.

PAINTER    I know them both: th’other’s a jeweller.



To Jeweller


MERCHANT    O, ’tis a worthy lord.

JEWELLER    Nay, that’s most fixed.12

MERCHANT    A most incomparable man, breathed13, as it were,

To an untirable and continuate14 goodness:

He passes.15

JEWELLER    I have a jewel here—

MERCHANT    O, pray let’s see’t. For the lord Timon, sir?

JEWELLER    If he will touch the estimate18. But for that—



Recites


POET    ‘When we for recompense19 have praised the vile,

It stains the glory in that happy20 verse

Which aptly21 sings the good.’



Looks at the jewel


MERCHANT    ’Tis a good form.22

JEWELLER    And rich: here is a water23, look ye.



To Poet


PAINTER    You are rapt, sir, in some work, some dedication24

To the great lord.

POET    A thing slipped idly26 from me.

Our poesy is as a gum, which oozes

From whence ’tis nourished. The fire i’th’flint

Shows not till it be struck: our gentle flame

Provokes itself and like the current flies30

Each bound it chafes31. What have you there?

PAINTER    A picture, sir. When comes your book forth?

POET    Upon the heels of my presentment33, sir.

Let’s see your piece.



Shows the painting


PAINTER    ’Tis a good piece.

POET    So ’tis: this comes off36 well and excellent.

PAINTER    Indifferent.37

POET    Admirable. How this grace38

Speaks his own standing! What a mental power

This eye shoots forth! How big40 imagination

Moves in this lip! To th’dumbness of the gesture41

One might interpret.

PAINTER    It is a pretty mocking43 of the life.

Here is a touch:44 is’t good?

POET    I will say of it,

It tutors nature: artificial strife46

Lives in these touches livelier47 than life.



Enter certain Senators

They pass over the stage


PAINTER    How this lord is followed.48

POET    The senators of Athens, happy men.

PAINTER    Look, more.

POET    You see this confluence51, this great flood of visitors.



Shows the poem


I have in this rough work shaped out a man

Whom this beneath world53 doth embrace and hug

With amplest entertainment: my free drift54

Halts not particularly55, but moves itself

In a wide sea of wax — no levelled56 malice

Infects one comma57 in the course I hold —

But flies an eagle flight, bold and forth on,

Leaving no tract59 behind.

PAINTER    How shall I understand you?60

POET    I will unbolt61 to you.

You see how all conditions62, how all minds,

As well of glib and slipp’ry63 creatures as

Of grave and austere quality, tender down64

Their services to Lord Timon: his large fortune

Upon his good and gracious nature hanging66

Subdues and properties to his love and tendance67

All sorts of hearts; yea, from the glass-faced68 flatterer

To Apemantus, that few things loves better

Than to abhor himself — even he drops down70

The knee before him, and returns71 in peace

Most rich in Timon’s nod.72

PAINTER    I saw them speak together.

POET    Sir, I have upon a high and pleasant hill

Feigned75 Fortune to be throned: the base o’th’mount

Is ranked with all deserts76, all kind of natures

That labour on the bosom of this sphere77

To propagate78 their states, amongst them all

Whose eyes are on this sovereign lady79 fixed

One do I personate of Lord Timon’s frame,80

Whom Fortune with her ivory hand wafts81 to her,

Whose present grace to present slaves and servants82

Translates his rivals.

PAINTER    ’Tis conceived to scope.84

This throne, this Fortune, and this hill, methinks,

With one man beckoned from the rest below,

Bowing his head against87 the sleepy mount

To climb his happiness, would be well expressed

In our condition.89

POET    Nay, sir, but hear me on.90

All those which were his fellows but of late,91

Some better than his value92, on the moment

Follow his strides, his lobbies fill with tendance,93

Rain sacrificial94 whisperings in his ear,

Make sacred even his stirrup, and through him95

Drink the free air.

PAINTER    Ay, marry97, what of these?

POET    When Fortune in her shift and change of mood

Spurns down99 her late belovèd, all his dependants,

Which laboured after him to the mountain’s top

Even on their knees and hands, let him fly down,

Not one accompanying his declining102 foot.

PAINTER    ’Tis common:

A thousand moral paintings I can show

That shall demonstrate these quick105 blows of Fortune’s

More pregnantly106 than words. Yet you do well

To show Lord Timon that mean107 eyes have seen

The foot above the head.108



Trumpets sound. Enter Lord Timon [with Lucilius and other servants following], addressing himself courteously to every suitor [and then speaking with a Messenger]


TIMON    Imprisoned is he, say you?

MESSENGER    Ay, my good lord: five talents110 is his debt,

His means most short, his creditors most strait.111

Your honourable letter he desires

To those have shut him up, which failing,

Periods his comfort.114

TIMON    Noble Ventidius! Well,

I am not of that feather116 to shake off

My friend when he must need me. I do know him

A gentleman that well deserves a help,

Which he shall have: I’ll pay the debt and free him.

MESSENGER    Your lordship ever binds him.120

TIMON    Commend me121 to him. I will send his ransom,

And being enfranchised122, bid him come to me:

’Tis not enough to help the feeble up,

But to support him after. Fare you well.

MESSENGER    All happiness to your honour.



Exit

Enter an old Athenian


OLD MAN    Lord Timon, hear me speak.

TIMON    Freely, good father.127

OLD MAN    Thou hast a servant named Lucilius.

TIMON    I have so: what of him?

OLD MAN    Most noble Timon, call the man before thee.



Calls


TIMON    Attends he here or no? Lucilius!



Comes forward


LUCILIUS    Here, at your lordship’s service.

OLD MAN    This fellow here, Lord Timon, this thy creature,133

By night frequents my house. I am a man

That from my first have been inclined to thrift,135

And my estate deserves an heir more raised136

Than one which holds a trencher.137

TIMON    Well, what further?

OLD MAN    One only daughter have I, no kin else

On whom I may confer what I have got:

The maid is fair, o’th’youngest for a bride,141

And I have bred142 her at my dearest cost

In qualities143 of the best. This man of thine

Attempts144 her love: I prithee, noble lord,

Join with me to forbid him her resort,145

Myself have spoke in vain.

TIMON    The man is honest.147

OLD MAN    Therefore he will be,148 Timon:

His honesty rewards him in itself,

It must not bear150 my daughter.

TIMON    Does she love him?

OLD MAN    She is young and apt:152

Our own precedent153 passions do instruct us

What levity’s154 in youth.



To Lucilius


TIMON    Love you the maid?

LUCILIUS    Ay, my good lord, and she accepts of it.

OLD MAN    If in her marriage my consent be missing,

I call the gods to witness, I will choose

Mine heir from forth the beggars of the world,

And dispossess her all.160

TIMON    How shall she be endowed161

If she be mated with an equal husband?

OLD MAN    Three talents on the present; in future, all.

TIMON    This gentleman164 of mine hath served me long:

To build his fortune I will strain a little,

For ’tis a bond166 in men. Give him thy daughter:

What you bestow, in him I’ll counterpoise,167

And make him weigh with168 her.

OLD MAN    Most noble lord,

Pawn me to this your honour170, she is his.

TIMON    My hand to thee: mine honour on my promise.

LUCILIUS    Humbly I thank your lordship: never may

That state173 or fortune fall into my keeping,

Which is not owed to you!



Exeunt [Lucilius and Old Man]

Presents the poem


POET    Vouchsafe175 my labour, and long live your lordship!

TIMON    I thank you. You shall hear from me anon:176



To the Painter


Go not away.— What have you there, my friend?



Presents the painting


PAINTER    A piece of painting, which I do beseech

Your lordship to accept.

TIMON    Painting is welcome.

The painting is almost the natural man,181

For since dishonour traffics182 with man’s nature,

He is but outside: these pencilled183 figures are

Even such as they give out184. I like your work,

And you shall find I like it185: wait attendance

Till you hear further from me.

PAINTER    The gods preserve ye!

TIMON    Well fare you, gentleman: give me your hand,



To the Jeweller


We must needs189 dine together.— Sir, your jewel

Hath suffered under praise.190

JEWELLER    What, my lord, dispraise?

TIMON    A mere satiety192 of commendations.

If I should pay you for’t as ’tis extolled193

It would unclew194 me quite.

JEWELLER    My lord, ’tis rated195

As those which sell would give196: but you well know

Things of like197 value differing in the owners

Are prized by their masters198. Believe’t, dear lord,



Presents the jewel


You mend199 the jewel by the wearing it.

TIMON    Well mocked.200



Enter Apemantus


MERCHANT    No, my good lord, he speaks the common tongue201

Which all men speak with him.

TIMON    Look, who comes here. Will you be chid?203

JEWELLER    We’ll bear with your lordship.

MERCHANT    He’ll spare none.

TIMON    Good morrow206 to thee, gentle Apemantus!

APEMANTUS    Till I be gentle, stay207 thou for thy good morrow —

When208 thou art Timon’s dog, and these knaves honest.

TIMON    Why dost thou call them knaves? Thou know’st them not.

APEMANTUS    Are they not Athenians?

TIMON    Yes.

APEMANTUS    Then I repent not.

JEWELLER    You know me, Apemantus?

APEMANTUS    Thou know’st I do: I called thee by thy name.214

TIMON    Thou art proud,215 Apemantus!

APEMANTUS    Of nothing so much as that I am not like Timon.

TIMON    Whither art going?

APEMANTUS    To knock out an honest Athenian’s brains.

TIMON    That’s a deed thou’lt die for.

APEMANTUS    Right, if doing nothing220 be death by th’law.

TIMON    How lik’st thou this picture, Apemantus?

APEMANTUS    The best, for the innocence.222

TIMON    Wrought223 he not well that painted it?

APEMANTUS    He224 wrought better that made the painter, and yet

he’s but a filthy piece of work.

PAINTER    You’re a dog.226

APEMANTUS    Thy mother’s of my generation227: what’s she, if I be

a dog?

TIMON    Wilt dine with me, Apemantus?

APEMANTUS    No, I eat not lords.230

TIMON    An231 thou shouldst, thou’dst anger ladies.

APEMANTUS    O, they eat lords: so they come by great bellies.232

TIMON    That’s a lascivious apprehension.233

APEMANTUS    So thou apprehend’st it, take it for thy labour.234

TIMON    How dost thou like this jewel, Apemantus?

APEMANTUS    Not so well as plain-dealing236, which will not cost a

man a doit.237

TIMON    What dost thou think ’tis worth?

APEMANTUS    Not worth my thinking.— How now239, poet?

POET    How now, philosopher?

APEMANTUS    Thou liest.

POET    Art not one?

APEMANTUS    Yes.

POET    Then I lie not.

APEMANTUS    Art not a poet?245

POET    Yes.

APEMANTUS    Then thou liest: look in thy last work, where thou

hast feigned him248 a worthy fellow.

POET    That’s not feigned, he is so.

APEMANTUS    Yes, he is worthy of250 thee, and to pay thee for thy

labour. He that loves to be flattered is worthy o’th’flatterer.

Heavens, that I were a lord!

TIMON    What wouldst do then, Apemantus?

APEMANTUS    E’en254 as Apemantus does now: hate a lord with my

heart.

TIMON    What, thyself?

APEMANTUS    Ay.

TIMON    Wherefore?258

APEMANTUS    That I had no angry wit259 to be a lord.— Art not

thou a merchant?

MERCHANT    Ay, Apemantus.

APEMANTUS    Traffic confound262 thee, if the gods will not!

MERCHANT    If traffic do it, the gods do it.

APEMANTUS    Traffic’s thy god, and thy god confound thee!



Trumpet sounds. Enter a Messenger


TIMON    What265 trumpet’s that?

MESSENGER    ’Tis Alcibiades, and some twenty horse266

All of companionship.267

TIMON    Pray entertain them, give them guide268 to us.



[Exeunt some Attendants]


You must needs dine with me.— Go not you hence



To Painter


Till I have thanked you.— When dinner’s done,



To all


Show me this piece.— I am joyful of your sights.271



Enter Alcibiades, with the rest


Most welcome, sir!

APEMANTUS    So, so, there!273

Aches contract and starve274 your supple joints!

That there should be small love amongst these sweet275 knaves,

And all this courtesy! The strain of man’s bred out276

Into baboon and monkey.



To Timon


ALCIBIADES    Sir, you have saved my longing278, and I feed

Most hungerly on your sight.279

TIMON    Right welcome, sir!

Ere we depart, we’ll share a bounteous281 time

In different pleasures. Pray you, let us in.282



Exeunt [all except Apemantus]

Enter two Lords


FIRST LORD    What time o’day is’t, Apemantus?

APEMANTUS    Time to be honest.

FIRST LORD    That time serves still.285

APEMANTUS    The most accursèd thou, that still omitt’st286 it.

SECOND LORD    Thou art going to Lord Timon’s feast?

APEMANTUS    Ay, to see meat288 fill knaves and wine heat fools.

SECOND LORD    Fare thee well, fare thee well.

APEMANTUS    Thou art a fool to bid me farewell twice.

SECOND LORD    Why, Apemantus?

APEMANTUS    Shouldst have kept one to thyself, for I mean to give

thee none.

FIRST LORD    Hang thyself!

APEMANTUS    No, I will do nothing at thy bidding: make thy

requests to thy friend.

SECOND LORD    Away, unpeaceable dog, or I’ll spurn297 thee hence!

APEMANTUS    I will fly, like a dog, the heels o’th’ass.298



[Exit]


FIRST LORD    He’s opposite to299 humanity. Come, shall we in,

And taste Lord Timon’s bounty? He outgoes300

The very heart of kindness.

SECOND LORD    He pours it out. Plutus302, the god of gold,

Is but his steward: no meed303, but he repays

Sevenfold above itself: no gift to him

But breeds the giver a return exceeding

All use of quittance.306

FIRST LORD    The noblest mind he carries

That ever governed man.

SECOND LORD    Long may he live in fortunes! Shall we in?

I’ll keep you company.



Exeunt

[Act 1 Scene 2]

running scene 2

Hautboys playing loud music. A great banquet served in: and then enter Lord Timon, the States, the Athenian Lords, [Alcibiades and] Ventidius, which Timon redeemed from prison. Then comes, dropping, after all, Apemantus, discontentedly, like himself


VENTIDIUS    Most honoured Timon,

It hath pleased the gods to remember my father’s age,

And call him to long peace.3

He is gone happy, and has left me rich:

Then, as in grateful virtue I am bound

To your free6 heart, I do return those talents,

Doubled with thanks and service7, from whose help



Offers money


I derived liberty.

TIMON    O, by no means,

Honest Ventidius. You mistake my love:

I gave it freely ever11, and there’s none

Can truly say he gives if he receives.12

If our betters play at that game13, we must not dare

To imitate them: faults that are rich are fair.14



The Lords stand ceremoniously


VENTIDIUS    A noble spirit!

TIMON    Nay, my lords,

Ceremony17 was but devised at first

To set a gloss on faint deeds, hollow18 welcomes,

Recanting goodness, sorry ere19 ’tis shown,

But where there is true friendship, there needs none.20

Pray, sit: more welcome are ye to my fortunes

Than my fortunes to me.



They sit


FIRST LORD    My lord, we always have confessed23 it.

APEMANTUS    Ho, ho, confessed it? Hanged24 it, have you not?

TIMON    O, Apemantus, you are welcome.

APEMANTUS    No, you shall not make me welcome:

I come to have thee thrust me out of doors.

TIMON    Fie, thou’rt a churl: ye’ve got a humour28 there

Does not become29 a man: ’tis much to blame.

They say, my lords, Ira furor brevis est,30

But yond31 man is ever angry.

Go, let him have a table by himself,

For he does neither affect33 company,

Nor is he fit for’t, indeed.

APEMANTUS    Let me stay at thine apperil,35 Timon:

I come to observe, I give thee warning on’t.36

TIMON    I take no heed37 of thee; thou’rt an Athenian, therefore

welcome. I myself would have no power: prithee let my meat38

make thee silent.

APEMANTUS    I scorn thy meat: ’twould choke me, for I should40

ne’er flatter thee. O you gods, what a number of men eats41

Timon, and he sees ’em not! It grieves me to see so many dip42

their meat in one man’s blood, and all the madness is, he43

cheers them up too.

I wonder men dare trust themselves with men.

Methinks they should invite them without knives:46

Good for their meat47, and safer for their lives.

There’s much example48 for’t: the fellow that sits next him,

now parts bread with him, pledges the breath of him49 in a

divided draught50, is the readiest man to kill him: ’t’as been

proved. If I were a huge51 man, I should fear to drink at meals,

Lest they should spy my windpipe’s dangerous notes:52

Great men should drink with harness53 on their throats.

TIMON    My lord, in heart, and let the health54 go round.

SECOND LORD    Let it flow this way, my good lord.

APEMANTUS    ‘Flow this way’? A brave fellow: he keeps his tides56

well. Those healths will make thee and thy state57 look ill,

Timon.

Here’s that which is too weak to be a sinner59 —

Honest water — which ne’er left man i’th’mire.60

This and my food are equals, there’s no odds.61

Feasts are too proud62 to give thanks to the gods.



Apemantus’ grace


Immortal gods, I crave no pelf.63

I pray for no man but myself:

Grant I may never prove so fond,65

To trust man on his oath or bond,

Or a harlot67 for her weeping

Or a dog that seems a-sleeping,

Or a keeper69 with my freedom,

Or my friends if I should need ’em.

Amen. So fall to’t.71

Rich men sin, and I eat root.72

Much good dich73 thy good heart, Apemantus!



Eats


TIMON    Captain Alcibiades, your heart’s in the field74 now.

ALCIBIADES    My heart is ever at your service, my lord.

TIMON    You had rather be at a breakfast of enemies76 than a

dinner of friends.

ALCIBIADES    So they were bleeding new78, my lord, there’s no

meat like ’em: I could wish my best friend at such a feast.

APEMANTUS    Would all those flatterers were thine enemies then,

that then thou mightst kill ’em and bid me to ’em!81

FIRST LORD    Might we but have that happiness, my lord, that

you would once use our hearts83 whereby we might express

some part of our zeals84, we should think ourselves for ever

perfect.85

TIMON    O, no doubt, my good friends, but the gods themselves

have provided that I shall have much help from you: how

had you been my friends else? Why have you that charitable88

title from89 thousands, did not you chiefly belong to my heart?

I have told more of you to myself than you90 can with modesty

speak in your own behalf, and thus far I confirm91 you. O you

gods, think I, what need we have any friends if we should

ne’er have need of ’em? They were the most needless93 creatures

living, should we ne’er have use for ’em, and would most

resemble sweet instruments hung up in cases that keeps

their sounds to themselves. Why, I have often wished myself

poorer, that I might come nearer to you. We are born to

do benefits: and what better or properer98 can we call our own

than the riches of our friends99? O, what a precious comfort

’tis to have so many like brothers commanding100 one another’s

fortunes! O joy’s e’en made away ere’t can be born101: mine

eyes cannot hold out water, methinks. To forget their faults,102 I



Weeps, and drinks a toast


drink to you.

APEMANTUS    Thou weep’st to make them drink,104 Timon.



To Timon


SECOND LORD    Joy had the like105 conception in our eyes

And at that instant like a babe sprung up.106

APEMANTUS    Ho, ho! I laugh to think that babe a bastard.107

THIRD LORD    I promise you, my lord, you moved me much.



To Timon


APEMANTUS    Much!109



Sound tucket


TIMON    What means that trump110? How now?



Enter Servant


SERVANT    Please you, my lord, there are certain ladies most111

desirous of admittance.

TIMON    Ladies? What are their wills?

SERVANT    There comes with them a forerunner114, my lord,

which bears that office to signify their pleasures.115

TIMON    I pray, let them be admitted.



Enter Cupid with the masque of Ladies

The Masquers stay back


CUPID    Hail to thee, worthy Timon, and to all that

Of his bounties taste! The five best senses

Acknowledge thee their patron, and come freely

To gratulate thy plenteous bosom:120

There taste, touch, all121, pleased from thy table rise.

They only now come but122 to feast thine eyes.

TIMON    They’re welcome all, let ’em have kind123 admittance:



Cupid brings forward the Masquers


Music, make their welcome!

FIRST LORD    You see, my lord, how ample125 you’re beloved.



Enter the Masquers of Amazons, with lutes in their hands, dancing and playing


APEMANTUS    Hoyday, what a sweep126 of vanity comes this way!

They dance? They are madwomen.

Like madness is the glory128 of this life

As this pomp129 shows to a little oil and root.

We make ourselves fools to disport130 ourselves,

And spend our flatteries, to drink131 those men

Upon whose age we void132 it up again

With poisonous spite and envy.133

Who lives that’s not depravèd134 or depraves?

Who dies that bears not one spurn135 to their graves

Of their friends’ gift?136

I should fear those that dance before me now

Would one day stamp upon me. ’T’as been done:

Men shut their doors against a setting sun.



The Lords rise from table, with much adoring of Timon, and to show their loves each single out an Amazon and all dance, men with women, a lofty strain or two to the hautboys, and cease


TIMON    You have done our pleasures much grace140, fair ladies,

Set a fair fashion on141 our entertainment,

Which was not half so beautiful and kind:142

You have added worth unto’t and lustre,

And entertained me with mine own device.144

I am to thank you for’t.

FIRST LADY    My lord, you take us even at the best.146

APEMANTUS    Faith, for the worst is filthy, and would not hold147

taking, I doubt me.148

TIMON    Ladies, there is an idle banquet attends149 you:

Please you to dispose yourselves.150

ALL LADIES    Most thankfully, my lord.



Exeunt [Cupid and Ladies]


TIMON    Flavius.

FLAVIUS    My lord.

TIMON    The little casket bring me hither.



Aside


FLAVIUS    Yes, my lord.— More jewels yet!

There is no crossing him in’s humour,156

Else I should tell him well157 — i’ faith I should —

When all’s spent, he’d be crossed then, an158 he could.

’Tis pity bounty had not eyes behind,159

That man might ne’er be wretched for his mind.160



Exit


FIRST LORD    Where be our men?

SERVANT    Here, my lord, in readiness.

SECOND LORD    Our horses.



Enter Flavius

Carrying the casket


TIMON    O, my friends,

I have one word to say to you: look you, my good lord,



Gives a jewel from the casket


I must entreat you honour me so much

As to advance167 this jewel. Accept it and wear it,

Kind my lord.

FIRST LORD    I am so far already in your gifts169—



Timon gives jewels to all


ALL    So are we all.



Enter a Servant


SERVANT    My lord, there are certain nobles of the senate

Newly alighted and come to visit you.

TIMON    They are fairly173 welcome.



[Exit Servant]


FLAVIUS    I beseech your honour,

Vouchsafe me a word: it does concern you near.175

TIMON    Near? Why then, another time I’ll hear thee.

I prithee, let’s be provided177 to show them entertainment.



Aside


FLAVIUS    I scarce know how.



Enter another Servant


SECOND SERVANT    May it please your honour, Lord Lucius —

Out of his free180 love — hath presented to you

Four milk-white horses trapped181 in silver.

TIMON    I shall accept them fairly. Let the presents

Be worthily entertained.183



[Exit Second Servant]

Enter a Third Servant


How now? What news?

THIRD SERVANT    Please you, my lord, that honourable gentleman,

Lord Lucullus, entreats your company tomorrow to hunt with

him, and has sent your honour two brace187 of greyhounds.

TIMON    I’ll hunt with him, and let them be received

Not without fair189 reward.



[Exit Third Servant]

Aside


FLAVIUS    What will this come to?

He commands us to provide, and give great gifts,

And all out of an empty coffer:192

Nor will he know his purse, or yield me this,193

To show him what a beggar his heart is,

Being of no power to make his wishes good.195

His promises fly so beyond his state196

That what he speaks is all in debt, he owes

For ev’ry word: he is so kind that he now

Pays interest for’t; his land’s put to their books.199

Well, would200 I were gently put out of office

Before I were forced out.

Happier is he that has no friend to feed

Than such that do e’en enemies exceed.203

I bleed inwardly for my lord.



Exit

To the Lords


TIMON    You do yourselves

Much wrong, you bate206 too much of your own merits.



Gives a gift to Second Lord


Here, my lord, a trifle of our love.

SECOND LORD    With more than common thanks I will receive it.

THIRD LORD    O, he’s the very soul of bounty!



To First Lord


TIMON    And now I remember, my lord, you gave210

Good words the other day of a bay courser211

I rode on. ’Tis yours, because you liked it.

FIRST LORD    O, I beseech you pardon me, my lord, in that.213

TIMON    You may take my word, my lord: I know, no man

Can justly praise but what he does affect.215

I weigh my friend’s affection with mine own,216

I’ll tell you true. I’ll call to217 you.

ALL LORDS    O, none so welcome.

TIMON    I take all and your several visitations219

So kind to heart, ’tis not enough to give:

Methinks I could deal221 kingdoms to my friends,

And ne’er be weary.— Alcibiades,

Thou art a soldier, therefore seldom rich.



Gives a gift?


It comes in charity to thee, for all thy living224

Is ’mongst the dead, and all the lands thou hast

Lie in a pitched field.226

ALCIBIADES    Ay, defiled227 land, my lord.

FIRST LORD    We are so virtuously bound228—

TIMON    And so am I to you.

SECOND LORD    So infinitely endeared230—



Calls


TIMON    All to you231.— Lights, more lights!

FIRST LORD    The best of happiness,

Honour and fortunes keep with you, Lord Timon!

TIMON    Ready for234 his friends.



Exeunt Lords. [Apemantus and Timon remain]


APEMANTUS    What a coil’s235 here,

Serving of becks236 and jutting-out of bums!

I doubt whether their legs237 be worth the sums

That are given for ’em. Friendship’s full of dregs:238

Methinks false239 hearts should never have sound legs,

Thus honest fools lay out their wealth on curtsies.

TIMON    Now, Apemantus, if thou wert not sullen I would be

good to thee.

APEMANTUS    No, I’ll243 nothing; for if I should be bribed too, there

would be none left to rail upon244 thee, and then thou wouldst

sin the faster. Thou giv’st so long, Timon, I fear me245 thou wilt

give away thyself in paper246 shortly. What needs these feasts,

pomps and vainglories?247

TIMON    Nay, an you begin to rail on society once,248 I am sworn

not to give regard to you. Farewell, and come with better249

music.



Exit


APEMANTUS    So:251

Thou wilt not hear me now, thou shalt not then.252

I’ll lock thy heaven253 from thee.

O, that men’s ears should be

To counsel255 deaf, but not to flattery!



Exit

[Act 2 Scene 1]

running scene 3

Enter a Senator

With bonds in his hand


SENATOR    And late1, five thousand: to Varro and to Isidore

He owes nine thousand, besides my former sum,

Which makes it five-and-twenty. Still in motion3

Of raging waste? It cannot hold4, it will not.

If I want gold, steal but a beggar’s dog

And give it Timon, why, the dog coins gold.

If I would sell my horse, and buy twenty more

Better than he, why, give my horse to Timon,

Ask nothing, give it him, it foals me straight9

And able horses. No porter10 at his gate,

But rather one that smiles and still11 invites

All that pass by. It cannot hold: no reason

Can sound his state in safety. Caphis, ho!13

Caphis, I say!



Enter Caphis


CAPHIS    Here, sir. What is your pleasure?

SENATOR    Get on your cloak, and haste you to Lord Timon.

Importune him for my moneys. Be not ceased17

With slight denial, nor then silenced when18

‘Commend me to your master’, and the cap

Plays in the right hand, thus: but tell him

My uses cry to me, I must serve my turn21

Out of mine own, his days and times22 are past

And my reliances on his fracted23 dates

Have smit24 my credit. I love and honour him,

But must not break my back to heal his finger.

Immediate are my needs, and my relief26

Must not be tossed and turned27 to me in words,

But find supply28 immediate. Get you gone.

Put on a most importunate aspect,29

A visage of demand, for I do fear

When every feather sticks in his own wing,31

Lord Timon will be left a naked gull,32

Which flashes now a phoenix33. Get you gone.

CAPHIS    I go, sir.

SENATOR    ‘I go, sir’? Take the bonds along with you,



Gives the bonds


And have the dates in36. Come.

CAPHIS    I will, sir.

SENATOR    Go.



Exeunt

[Act 2 Scene 2]

running scene 4

Enter Steward [Flavius], with many bills in his hand


FLAVIUS    No care, no stop: so senseless of expense

That he will neither know how to maintain2 it,

Nor cease his flow of riot3, takes no account

How things go from him, nor resume4 no care

Of what is to continue. Never mind5

Was to be so unwise, to be so kind.

What shall be done? He will not hear, till feel.7

I must be round8 with him, now he comes from hunting.

Fie, fie, fie, fie!



Enter Caphis, [meeting Servants of] Isidore and Varro


CAPHIS    Good even, Varro. What, you come for money?

VARRO’S SERVANT    Is’t not your business too?

CAPHIS    It is: and yours too, Isidore?

ISIDORE’S SERVANT    It is so.

CAPHIS    Would we were all discharged!14

VARRO’S SERVANT    I fear it.15

CAPHIS    Here comes the lord.



Enter Timon and his train16 [including Alcibiades]


TIMON    So soon as dinner’s done, we’ll forth17 again,



To Caphis


My Alcibiades.— With me? What is your will?



Gives a bill


CAPHIS    My lord, here is a note of certain dues.19

TIMON    Dues? Whence are you?20

CAPHIS    Of Athens here, my lord.

TIMON    Go to my steward.

CAPHIS    Please it your lordship, he hath put me off

To the succession of new days this month:24

My master is awaked by great occasion25

To call upon his own26, and humbly prays you

That with your other noble parts you’ll suit27

In giving him his right.

TIMON    Mine honest friend,

I prithee but repair30 to me next morning.

CAPHIS    Nay, good my lord—

TIMON    Contain thyself, good friend.

VARRO’S SERVANT    One Varro’s servant, my good lord—

ISIDORE’S SERVANT    From Isidore:

He humbly prays your speedy payment.

CAPHIS    If you did know, my lord, my master’s wants36—

VARRO’S SERVANT    ’Twas due on forfeiture37, my lord, six weeks

and past.

ISIDORE’S SERVANT    Your steward puts me off, my lord, and I

Am sent expressly to your lordship.

TIMON    Give me breath41.—



To his train


I do beseech you, good my lords, keep on:42

I’ll wait upon43 you instantly.—



[Exeunt Alcibiades and Lords]

To Flavius


Come hither. Pray you,

How goes the world that I am thus encountered45

With clamorous demands46 of broken bonds

And the detention47 of long-since-due debts,

Against my honour?48



To Servants


FLAVIUS    Please you, gentlemen,

The time is unagreeable to50 this business:

Your importunacy cease till after dinner,

That I may make his lordship understand

Wherefore you are not paid.



To Servants


TIMON    Do so, my friends.—



To Flavius


                                       See them well entertained.



[Exit]

The Servants start to follow


FLAVIUS    Pray, draw near.55



Exit

Enter Apemantus and Fool


CAPHIS    Stay, stay, here comes the fool with Apemantus: let’s

ha’ some sport with ’em.

VARRO’S SERVANT    Hang him, he’ll abuse us.

ISIDORE’S SERVANT    A plague upon him, dog!

VARRO’S SERVANT    How dost60, fool?

APEMANTUS    Dost dialogue with thy shadow?61

VARRO’S SERVANT    I speak not to thee.



To Fool


APEMANTUS    No,’tis to thyself.— Come away.

ISIDORE’S SERVANT    There’s the fool hangs on your back64 already.

APEMANTUS    No, thou stand’st single65: thou’rt not on him yet.

CAPHIS    Where’s the fool now?

APEMANTUS    He last asked the question. Poor rogues and usurers’67

men, bawds between gold and want.68

ALL SERVANTS    What are we, Apemantus?

APEMANTUS    Asses.

ALL SERVANTS    Why?

APEMANTUS    That you ask me what you are, and do not know

yourselves. Speak to ’em, fool.

FOOL    How do you, gentlemen?

ALL SERVANTS    Gramercies75, good fool. How does your mistress?

FOOL    She’s e’en setting on water to scald76 such chickens as

you are. Would we could see you at Corinth!77

APEMANTUS    Good, gramercy.



Enter Page


FOOL    Look you, here comes my master’s page.



To the Fool


PAGE    Why, how now, captain? What do you in

this wise company?— How dost thou, Apemantus?

APEMANTUS    Would I had a rod in my mouth, that I might answer82

thee profitably.



Gives letters


PAGE    Prithee, Apemantus, read me the

superscription85 of these letters: I know not which is which.

APEMANTUS    Canst not read?

PAGE    No.

APEMANTUS    There will little learning die then, that day thou art

hanged. This is to Lord Timon, this to Alcibiades. Go, thou

wast born a bastard, and thou’lt die a bawd.

PAGE    Thou wast whelped a dog, and thou shalt famish91 a

dog’s death. Answer not, I am gone.



Exit


APEMANTUS    E’en so thou outrunn’st grace93.—

Fool, I will go with you to Lord Timon’s.

FOOL    Will you leave me there?



To Servants


APEMANTUS    If Timon stay at home96.— You three

serve three usurers?

ALL SERVANTS    Ay: would they served98 us!

APEMANTUS    So would I: as good a trick as ever hangman served

thief.

FOOL    Are you three usurers’ men?

ALL SERVANTS    Ay, fool.

FOOL    I think no usurer but has a fool to103 his servant: my

mistress is one, and I am her fool104. When men come to

borrow of your masters, they approach sadly and go away

merry, but they enter my master’s house merrily and go

away sadly107: the reason of this?

VARRO’S SERVANT    I could render108 one.

APEMANTUS    Do it then, that we may account thee a whoremaster109

and a knave, which notwithstanding thou shalt be no less110

esteemed.

VARRO’S SERVANT    What is a whoremaster, fool?

FOOL    A fool in good clothes, and something like thee. ’Tis

a spirit: sometime’t appears like a lord, sometime like a lawyer,

sometime like a philosopher with two stones115 more than’s

artificial one116. He is very often like a knight; and generally in

all shapes that man goes up and down in from fourscore117 to

thirteen, this spirit walks in.

VARRO’S SERVANT    Thou art not altogether a fool.

FOOL    Nor thou altogether a wise man: as much foolery as

I have, so much wit thou lack’st.

APEMANTUS    That answer might have become122 Apemantus.

ALL SERVANTS    Aside, aside, here comes Lord Timon.



Enter Timon and Steward


APEMANTUS    Come with me, fool, come.

FOOL    I do not always follow lover, elder brother and125

woman: sometime the philosopher.



[Exeunt Apemantus and Fool]


FLAVIUS    Pray you walk near:127 I’ll speak with you anon.



Exeunt [Servants]


TIMON    You make me marvel128 wherefore ere this time

Had you not fully laid my state before me,

That I might so have rated my expense130

As I had leave of means?

FLAVIUS    You would not hear me:

At many leisures I proposed.133

TIMON    Go to:134

Perchance some single vantages135 you took

When my indisposition put you back,136

And that unaptness made your minister137

Thus to excuse yourself.

FLAVIUS    O my good lord,

At many times I brought in my accounts,

Laid them before you: you would throw them off,

And say, you found them in mine honesty.142

When for some trifling present you have bid me

Return so much, I have shook my head and wept:

Yea, gainst th’authority of manners145 prayed you

To hold your hand more close146. I did endure

Not seldom, nor no slight checks147 when I have

Prompted you in148 the ebb of your estate

And your great flow of debts. My lovèd lord,

Though you hear now too late, yet now’s a time:150

The greatest of your having lacks a half151

To pay your present debts.

TIMON    Let all my land be sold.

FLAVIUS    ’Tis all engaged154, some forfeited and gone,

And what remains will hardly stop155 the mouth

Of present dues. The future comes apace:156

What shall defend the interim, and at length157

How goes our reck’ning?158

TIMON    To Lacedaemon159 did my land extend.

FLAVIUS    O, my good lord, the world is but a word:

Were it all yours to give it in a breath,

How quickly were it gone!

TIMON    You tell me true.

FLAVIUS    If you suspect my husbandry or falsehood,164

Call me before th’exactest auditors165

And set me on the proof166. So the gods bless me,

When all our offices have been oppressed167

With riotous feeders, when our vaults168 have wept

With drunken spilth169 of wine, when every room

Hath blazed with lights and brayed with minstrelsy,170

I have retired me to a wasteful cock,171

And set mine eyes at flow.172

TIMON    Prithee, no more.

FLAVIUS    Heavens, have I said, the bounty of this lord!

How many prodigal bits have slaves175 and peasants

This night englutted! Who is not Timon’s?176

What heart, head, sword, force, means, but is

Lord Timon’s?

Great Timon, noble, worthy, royal Timon!

Ah, when the means are gone that buy this praise,

The breath is gone whereof this praise is made:

Feast-won, fast-lost;182 one cloud of winter show’rs,

These flies are couched.183

TIMON    Come, sermon184 me no further:

No villainous185 bounty yet hath passed my heart;

Unwisely, not ignobly, have I given.

Why dost thou weep? Canst thou the conscience187 lack,

To think I shall lack friends? Secure thy heart:

If I would broach189 the vessels of my love

And try the argument of hearts190 by borrowing,

Men and men’s fortunes could I frankly191 use

As I can bid thee speak.

FLAVIUS    Assurance bless your thoughts!193

TIMON    And in some sort these wants of mine are crowned194

That I account195 them blessings, for by these

Shall I try friends: you shall perceive how you

Mistake my fortunes. I am wealthy in my friends.—



Calls


Within there, Flaminius, Servilius!



Enter three Servants


SERVANTS    My lord, my lord.



To Servilius


TIMON    I will dispatch you severally200: you to Lord



To Flaminius


Lucius,— to Lord Lucullus you — I hunted with



To Third Servant


his honour today—you to Sempronius.

Commend me to their loves, and I am proud, say, that my

occasions have found time to use ’em toward204 a supply of

money: let the request be fifty talents.

FLAMINIUS    As you have said, my lord.



[Exeunt the Servants]

Aside


FLAVIUS    Lord Lucius and Lucullus? Hum!207

TIMON    Go you, sir, to the senators —

Of whom, even to the state’s best health,209 I have

Deserved this hearing — bid ’em send o’th’instant

A thousand talents to me.

FLAVIUS    I have been bold —

For that I knew it the most general213 way —

To them to use your signet214 and your name,

But they do shake their heads, and I am here

No richer in return.

TIMON    Is’t true? Can’t be?

FLAVIUS    They answer in a joint and corporate218 voice

That now they are at fall, want219 treasure, cannot

Do what they would, are sorry, you are honourable,

But yet they could have wished — they know not —

Something hath been amiss, a noble nature

May catch a wrench223 — would all were well — ’tis pity.

And so, intending224 other serious matters,

After distasteful looks and these hard fractions,225

With certain half-caps and cold-moving226 nods

They froze me into silence.

TIMON    You gods reward them!

Prithee, man, look cheerly229. These old fellows

Have their ingratitude in them hereditary:230

Their blood is caked231, ’tis cold, it seldom flows:

’Tis lack of kindly232 warmth they are not kind;

And nature, as it grows again toward earth,233

Is fashioned for the journey, dull234 and heavy.—



To a Servant/To Flavius


Go to Ventidius.— Prithee be not sad:

Thou art true and honest; ingeniously236 I speak.



To Servant


No blame belongs to thee.— Ventidius lately

Buried his father, by whose death he’s stepped238

Into a great estate: when he was poor,

Imprisoned and in scarcity of friends,

I cleared him with five talents. Greet him from me,

Bid him suppose some good necessity242

Touches his friend, which craves to be remembered

With those five talents.—



[Exit Servant]

To Flavius


                                      That had, give’t these fellows

To whom ’tis instant due. Ne’er speak or think

That Timon’s fortunes ’mong his friends can sink.

FLAVIUS    I would I could not think it: that thought is bounty’s247

foe;

Being free249 itself, it thinks all others so.



Exeunt

[Act 3 Scene 1]

running scene 5

[Enter] Flaminius waiting to speak with a Lord from his master, enters a Servant to him


SERVANT    I have told my lord of you: he is coming down to

you.

FLAMINIUS    I thank you, sir.



Enter Lucullus


SERVANT    Here’s my lord.



Aside


LUCULLUS    One of Lord Timon’s men? A gift, I warrant.5

Why, this hits right: I dreamt of a silver basin and ewer6

tonight7.— Flaminius, honest Flaminius, you are very



To Servant


respectively8 welcome, sir.— Fill me some wine.—

And how does that honourable, complete, free-hearted9

gentleman of Athens, thy very bountiful



[Exit Servant]


good lord and master?

FLAMINIUS    His health is well sir.

LUCULLUS    I am right glad that his health is well, sir. And what

hast thou there under thy cloak, pretty14 Flaminius?

FLAMINIUS    Faith, nothing but an empty box, sir, which in15 my

lord’s behalf I come to entreat your honour to supply16, who,

having great and instant occasion to use fifty talents, hath

sent to your lordship to furnish him, nothing18 doubting your

present19 assistance therein.

LUCULLUS    La, la, la, la!20 ‘Nothing doubting’ says he? Alas, good

lord! A noble gentleman ’tis, if he would not keep so good a21

house. Many a time and often I ha’ dined with him, and told

him on’t23, and come again to supper to him of purpose to

have him spend less, and yet he would embrace24 no counsel,

take no warning by my coming. Every man has his fault, and

honesty26 is his: I ha’ told him on’t, but I could ne’er get him

from’t.



Enter Servant with wine


SERVANT    Please your lordship, here is the wine.



Toasts


LUCULLUS    Flaminius, I have noted thee always wise.

Here’s to thee.

FLAMINIUS    Your lordship speaks your pleasure.31

LUCULLUS    I have observed thee always for a towardly prompt32

spirit, give33 thee thy due, and one that knows what belongs

to reason; and canst use the time well34, if the time use



To Servant


thee well. Good parts35 in thee.— Get you gone,

sirrah36.—



[Exit Servant]


Draw nearer, honest Flaminius. Thy lord’s a bountiful

gentleman, but thou art wise, and thou know’st well enough

— although thou com’st to me — that this is no time to lend



Gives money


money, especially upon bare40 friendship without

security. Here’s three solidares for thee. Good boy, wink41 at me

and say thou saw’st me not. Fare thee well.

FLAMINIUS    Is’t possible the world should so much differ,43

And we alive that lived? Fly, damnèd baseness,



Throws back the money


To him that worships thee.

LUCULLUS    Ha? Now I see thou art a fool, and fit for thy master.



Exit


FLAMINIUS    May these add to the number that may scald47 thee!

Let molten coin be thy damnation,48

Thou disease of a friend, and not himself!49

Has friendship such a faint and milky50 heart,

It turns51 in less than two nights? O you gods,

I feel my master’s passion!52 This slave

Unto his honour has my lord’s meat in him:53

Why should it thrive and turn to nutriment,54

When he is turned to poison?

O, may diseases only work upon’t!

And when he’s sick to death, let not that part of nature

Which my lord paid for be of any power

To expel sickness, but prolong his hour.59



Exit

[Act 3 Scene 2]

running scene 6

Enter Lucius with three Strangers


LUCIUS    Who, the Lord Timon? He is my very good friend,

and an honourable gentleman.

FIRST STRANGER    We know him for3 no less, though we are but

strangers to him. But I can tell you one thing, my lord, and

which I hear from common rumours: now Lord Timon’s

happy hours are done and past, and his estate shrinks from

him.

LUCIUS    Fie, no, do not believe it: he cannot want for money.

SECOND STRANGER    But believe you this, my lord, that not long

ago, one of his men was with the lord Lucullus to borrow so

many talents — nay, urged extremely for’t and showed what

necessity belonged to’t12, and yet was denied.

LUCIUS    How?13

SECOND STRANGER    I tell you, denied, my lord.

LUCIUS    What a strange case was that? Now before the gods,

I am ashamed on’t. Denied that honourable man? There was

very little honour showed in’t. For my own part, I must

needs confess I have received some small kindnesses from

him, as money, plate, jewels and such-like trifles — nothing

comparing to his: yet, had he mistook him20 and sent to me, I

should ne’er have denied his occasion21 so many talents.



Enter Servilius

Aside


SERVILIUS    See, by good hap22, yonder’s my lord:

I have sweat23 to see his honour.— My honoured lord.



To Lucius


LUCIUS    Servilius! You are kindly met, sir. Fare thee well:

commend me to thy honourable virtuous lord, my very

exquisite26 friend.

SERVILIUS    May it please your honour, my lord hath sent—

LUCIUS    Ha? What has he sent? I am so much endeared28 to

that lord; he’s ever sending: how shall I thank him, think’st

thou? And what has he sent now?

SERVILIUS    Has only sent his present occasion31 now, my lord,

requesting your lordship to supply his instant use32 with so

many talents.



Presents a note


LUCIUS    I know his lordship is but merry34 with me:



Reads the note


He cannot want fifty— five hundred talents!

SERVILIUS    But in the meantime he wants less, my lord.

If his occasion were not virtuous,37

I should not urge it half so faithfully.

LUCIUS    Dost thou speak seriously, Servilius?

SERVILIUS    Upon my soul, ’tis true, sir.

LUCIUS    What a wicked beast was I to disfurnish myself41

against such a good time, when I might ha’ shown myself

honourable! How unluckily it happened that I should

purchase the day before for a little part, and undo a great44

deal of honour. Servilius, now before the gods, I am not able

to do — the more beast, I say — I was sending to use46 Lord

Timon myself — these gentlemen can witness — but I would47

not, for the wealth of Athens, I had done’t now. Commend

me bountifully to his good lordship, and I hope his honour

will conceive the fairest50 of me because I have no power to be

kind51: and tell him this from me, I count it one of my greatest

afflictions, say, that I cannot pleasure52 such an honourable

gentleman. Good Servilius, will you befriend me so far53, as to

use mine own words to him?

SERVILIUS    Yes, sir, I shall.



Exit Servilius

Calls after him


LUCIUS    I’ll look you out a good turn,56 Servilius.—

True as you said, Timon is shrunk57 indeed:

And he that’s once denied will hardly speed.58



Exit


FIRST STRANGER    Do you observe this, Hostilius?

SECOND STRANGER    Ay, too well.

FIRST STRANGER    Why, this is the world’s soul, and just of the same piece61

Is every flatterer’s sport. Who can call him his friend

That dips in the same dish? For, in my knowing,63

Timon has been this lord’s father,64

And kept his credit with his65 purse,

Supported his estate: nay, Timon’s money

Has paid his men their wages. He ne’er drinks,

But Timon’s silver treads68 upon his lip,

And yet — O, see the monstrousness69 of man

When he looks out70 in an ungrateful shape! —

He does deny him, in respect of his,71

What charitable men afford to beggars.

THIRD STRANGER    Religion groans at it.

FIRST STRANGER    For mine own part,

I never tasted Timon75 in my life,

Nor came any of his bounties over76 me

To mark me for his friend: yet I protest,

For his right noble mind, illustrious virtue

And honourable carriage,79

Had his necessity made use of me

I would have put my wealth into donation,81

And the best half should have returned to him,

So much I love his heart. But I perceive

Men must learn now with pity to dispense,84

For policy85 sits above conscience.



Exeunt


[Act 3 Scene 3]

running scene 7

Enter a third Servant with Sempronius, another of Timon’s friends


SEMPRONIUS    Must he needs trouble me in’t. Hum! ’Bove all

others?

He might have tried Lord Lucius or Lucullus,

And now Ventidius is wealthy too,

Whom he redeemed from prison: all these

Owes their estates unto him.

SERVANT    My lord,

They have all been touched7 and found base metal,

For they have all denied him.

SEMPRONIUS    How? Have they denied him?

Has Ventidius and Lucullus denied him,

And does he send to me? Three? Hum!

It shows but little love or judgement in him.

Must I be his last refuge? His friends, like physicians,

Thrive, give him over14: must I take th’cure upon me?

He’s much disgraced me in’t: I’m angry at him,

That might have known my place. I see no sense for’t,16

But his occasions might have wooed me first,

For, in my conscience,18 I was the first man

That e’er receivèd gift from him:

And does he think so backwardly20 of me now

That I’ll requite21 it last? No:

So it may prove an argument of22 laughter

To th’rest, and ’mongst lords be thought a fool.

I’d rather than the worth of thrice the sum,

Had sent to me first, but for my mind’s sake:25

I’d such a courage26 to do him good. But now return,

And with their faint27 reply this answer join:

Who bates28 mine honour shall not know my coin.



Exit


SERVANT    Excellent. Your lordship’s a goodly29 villain. The devil

knew not what he did when he made man politic; he crossed30

himself by’t, and I cannot think but in the end the villainies

of man will set him clear. How fairly32 this lord strives to

appear foul! Takes virtuous copies to be wicked33, like those

that under hot ardent zeal would set whole realms on fire34: of

such a nature is his politic love.

This was my lord’s best hope. Now all are fled,

Save only the gods. Now his friends are dead.37

Doors that were ne’er acquainted with their wards38

Many39 a bounteous year must be employed

Now to guard sure40 their master.

And this is all a liberal41 course allows:

Who cannot keep his wealth must keep his house.42



Exit

[Act 3 Scene 4]

running scene 8

Enter Varro’s man meeting others: all Timon’s creditors to wait for his coming out. Then enter [a Servant of] Lucius, [Titus] and Hortensius


VARRO’S FIRST SERVANT    Well met: good morrow, Titus and Hortensius.

TITUS    The like to you, kind Varro.

HORTENSIUS    Lucius, what, do we meet together?

LUCIUS’ SERVANT    Ay, and I think one business does command us all,

For mine is money.

TITUS    So is theirs and ours.



Enter Philotus


LUCIUS’ SERVANT    And Sir Philotus too!

PHILOTUS    Good day at once.8

LUCIUS’ SERVANT    Welcome, good brother.

What do you think the hour?10

PHILOTUS    Labouring for11 nine.

LUCIUS’ SERVANT    So much?12

PHILOTUS    Is not my lord seen yet?

LUCIUS’ SERVANT    Not yet.

PHILOTUS    I wonder on’t: he was wont to shine15 at seven.

LUCIUS’ SERVANT    Ay, but the days are waxed16 shorter with him:

You must consider that a prodigal17 course

Is like the sun’s,18

But not, like his, recoverable. I fear

’Tis deepest winter in Lord Timon’s purse: that is,

One may reach deep enough, and yet find little.

PHILOTUS    I am of22 your fear for that.

TITUS    I’ll show you how t’observe23 a strange event.

Your lord sends now for money?

HORTENSIUS    Most true, he does.

TITUS    And he wears jewels now of Timon’s gift,

For which I wait for money.27

HORTENSIUS    It is against my heart.28

LUCIUS’ SERVANT    Mark how strange it shows:29

Timon in this should pay more than he owes,

And e’en as if your lord should wear rich jewels,31

And send for money for ’em.

HORTENSIUS    I’m weary of this charge33, the gods can witness:

I know my lord hath spent of Timon’s wealth,

And now ingratitude makes it worse than stealth.35

VARRO’S FIRST SERVANT    Yes, mine’s three thousand crowns: what’s yours?

LUCIUS’ SERVANT    Five thousand mine.

VARRO’S FIRST SERVANT    ’Tis much deep38, and it should seem by th’sum,

Your master’s confidence was above mine,39

Else surely his had equalled.40



Enter Flaminius


TITUS    One of Lord Timon’s men.

LUCIUS’ SERVANT    Flaminius! Sir, a word: pray, is my lord ready to

come forth?

FLAMINIUS    No, indeed, he is not.

TITUS    We attend his lordship: pray signify so much.45

FLAMINIUS    I need not tell him that: he knows you are too

diligent.47



[Exit]

Enter Steward [Flavius] in a cloak, muffled


LUCIUS’ SERVANT    Ha? Is not that his steward muffled so?

He goes away in a cloud49. Call him, call him.

TITUS    Do you hear, sir?

VARRO’S SECOND SERVANT    By your leave, sir—

FLAVIUS    What do ye ask of me, my friend?

TITUS    We wait for certain53 money here, sir.

FLAVIUS    Ay,

If money were as certain as your waiting,

’Twere sure enough.

Why then preferred57 you not your sums and bills

When your false58 masters eat of my lord’s meat?

Then they could smile and fawn59 upon his debts

And take down th’interest into their glutt’nous maws.60

You do yourselves but wrong to stir me up:61

Let me pass quietly.

Believe’t, my lord and I have made an end:63

I have no more to reckon64, he to spend.

LUCIUS’ SERVANT    Ay, but this answer will not serve.65

FLAVIUS    If ’twill not serve, ’tis not so base66 as you,

For you serve knaves.



[Exit]


VARRO’S FIRST SERVANT    How? What does his cashiered worship68 mutter?

VARRO’S SECOND SERVANT    No matter what: he’s poor, and that’s

revenge enough. Who can speak broader70 than he that has

no house to put his head in? Such may rail71 against great

buildings.



Enter Servilius


TITUS    O, here’s Servilius: now we shall know some answer.

SERVILIUS    If I might beseech you, gentlemen, to repair74 some

other hour, I should derive much from’t, for, take’t of my soul,75

my lord leans wondrously to discontent: his comfortable76

temper has forsook him; he’s much out of health, and keeps77

his chamber.

LUCIUS’ SERVANT    Many do keep their chambers are not sick,

And if it be so far beyond his health,80

Methinks he should the sooner pay his debts

And make a clear82 way to the gods.

SERVILIUS    Good gods!

TITUS    We cannot take this for answer, sir.



Within


FLAMINIUS    Servilius, help! My lord, my lord!



Enter Timon, in a rage


TIMON    What, are my doors opposed against my passage?86

Have I been ever free87, and must my house

Be my retentive88 enemy, my jail?

The place which I have feasted, does it now,

Like all mankind, show me an iron heart?

LUCIUS’ SERVANT    Put in91 now, Titus.

TITUS    My lord, here is my bill.

LUCIUS’ SERVANT    Here’s mine.

HORTENSIUS    And mine, my lord.

VARRO’S FIRST and SECOND SERVANTS    And ours, my lord.

PHILOTUS    All our bills.

TIMON    Knock me down with ’em: cleave me to the girdle.97

LUCIUS’ SERVANT    Alas, my lord.

TIMON    Cut my heart in sums.99

TITUS    Mine, fifty talents.

TIMON    Tell101 out my blood

LUCIUS’ SERVANT    Five thousand crowns, my lord.

TIMON    Five thousand drops pays that. What yours? And yours?

VARRO’S FIRST SERVANT    My lord—

VARRO’S SECOND SERVANT    My lord—

TIMON    Tear me, take me, and the gods fall upon106 you!



Exit Timon


HORTENSIUS    ’Faith, I perceive our masters may throw their caps107

at their money: these debts may well be called desperate108

ones, for a madman owes ’em.



Exeunt

Act 3 Scene 5

running scene 8 continues

Enter Timon [and Flavius]


TIMON    They have e’en put my breath from me1, the slaves.

Creditors? Devils!

FLAVIUS    My dear lord—

TIMON    What if it should be so?4

FLAVIUS    My lord—

TIMON    I’ll have it so. My steward!

FLAVIUS    Here, my lord.

TIMON    So fitly? Go, bid8 all my friends again,

Lucius, Lucullus, and Sempronius — all luxurs9, all.

I’ll once more feast the rascals.

FLAVIUS    O my lord,

You only speak from your distracted12 soul;

There’s not so much left to furnish out

A moderate table.

TIMON    Be it not in thy care15: go,

I charge thee, invite them all. Let in the tide

Of knaves once more: my cook and I’ll provide.



Exeunt

[Act 3 Scene 6]

running scene 9

Enter three Senators at one door, Alcibiades meeting them, with Attendants


FIRST SENATOR    My lord, you have my voice to it. The fault’s1

Bloody2: ’tis necessary he should die.

Nothing emboldens3 sin so much as mercy.

SECOND SENATOR    Most true; the law shall bruise4 ’em.

ALCIBIADES    Honour, health, and compassion to the senate!



Comes forward


FIRST SENATOR    Now, captain.

ALCIBIADES    I am an humble suitor to your virtues;7

For pity is the virtue of the law,

And none but tyrants use it cruelly.

It pleases time and fortune to lie heavy

Upon a friend of mine, who in hot blood11

Hath stepped into the law, which is past depth12

To those that, without heed13, do plunge into’t.

He is a man, setting his fate14 aside,

Of comely15 virtues:

Nor did he soil the fact16 with cowardice —

And honour in him which buys out17 his fault —

But with a noble fury and fair18 spirit,

Seeing his reputation touched to death,19

He did oppose his foe,

And with such sober and unnoted21 passion

He did behave22 his anger, ere ’twas spent,

As if he had but proved an argument.23

FIRST SENATOR    You undergo too strict24 a paradox,

Striving to make an ugly deed look fair:

Your words have took such pains as if they laboured

To bring manslaughter into form27 and set quarrelling

Upon the head of valour; which28 indeed

Is valour misbegot29 and came into the world

When sects and factions were newly born.

He’s truly valiant that can wisely suffer31

The worst that man can breathe,32

And make his wrongs his outsides,33

To wear them like his raiment, carelessly,34

And ne’er prefer35 his injuries to his heart

To bring it into danger.

If wrongs be evils and enforce us kill,37

What folly ’tis to hazard life for ill!38

ALCIBIADES    My lord—

FIRST SENATOR    You cannot make gross sins look clear:40

To revenge is no valour, but to bear.41

ALCIBIADES    My lords, then, under favour42, pardon me

If I speak like a captain.43

Why do fond44 men expose themselves to battle,

And not endure all threats? Sleep upon’t,

And let the foes quietly cut their throats

Without repugnancy47? If there be

Such valour in the bearing, what make we48

Abroad? Why then, women are more valiant

That stay at home, if bearing carry it.50

And the ass more captain than the lion, the fellow

Loaden with irons52 wiser than the judge,

If wisdom be in suffering. O my lords,

As you are great, be pitifully good.

Who cannot condemn rashness in cold blood?

To kill, I grant, is sin’s extremest gust,56

But in defence, by mercy57, ’tis most just.

To be in anger is impiety,

But who is man that is not angry?

Weigh60 but the crime with this.

SECOND SENATOR    You breathe61 in vain.

ALCIBIADES    In vain? His service done

At Lacedaemon and Byzantium63

Were a sufficient briber64 for his life.

FIRST SENATOR    What’s that?

ALCIBIADES    Why, I say, my lords, he’s done fair service,

And slain in fight many of your enemies:

How full of valour did he bear himself

In the last conflict, and made plenteous wounds!

SECOND SENATOR    He has made too much plenty with ’em.70

He’s a sworn rioter: he has a sin71

That often drowns him, and takes his valour prisoner:

If there were no foes, that were enough

To overcome him. In that beastly fury74

He has been known to commit outrages

And cherish factions: ’tis inferred76 to us,

His days are foul and his drink dangerous.

FIRST SENATOR    He dies.

ALCIBIADES    Hard fate! He might have died in war.

My lords, if not for any parts80 in him —

Though his right arm might purchase his own time81

And be in debt to none — yet, more to move you,

Take my deserts to83 his and join ’em both.

And for84 I know

Your reverend ages love security,85

I’ll pawn86 my victories, all my honour to you,

Upon his good returns.87

If by this crime he owes the law his life,

Why, let the war receive’t in valiant gore,89

For law is strict, and war is nothing more.

FIRST SENATOR    We are for law: he dies: urge it no more

On height of our92 displeasure. Friend or brother,

He forfeits his own blood that spills another.

ALCIBIADES    Must it be so? It must not be.

My lords, I do beseech you know95 me.

SECOND SENATOR    How?

ALCIBIADES    Call me to your remembrances.

THIRD SENATOR    What?

ALCIBIADES    I cannot think but your age has forgot me:

It could not else be, I should prove so base

To sue and be denied such common grace.101

My wounds ache at you.

FIRST SENATOR    Do you dare our anger?

’Tis in few words, but spacious in effect:104

We banish thee for ever.

ALCIBIADES    Banish me?

Banish your dotage107, banish usury

That makes the senate ugly.

FIRST SENATOR    If after two days’ shine109 Athens contain thee,

Attend our weightier judgement. And, not to swell our spirit,110

He shall be executed presently.111



Exeunt [Senators]


ALCIBIADES    Now the gods keep you old enough that you may live

Only in bone113, that none may look on you!

I’m worse than mad: I have kept back their foes

While they have told their money and let out115

Their coin upon large interest, I myself

Rich only in large hurts. All those for this?

Is this the balsam that the usuring118 senate

Pours into captains’ wounds? Banishment!

It comes not ill:120 I hate not to be banished.

It is a cause worthy my spleen121 and fury,

That I may strike at Athens. I’ll cheer up

My discontented troops, and lay for hearts.123

’Tis honour with most lands to be at odds.124

Soldiers should brook125 as little wrongs as gods.



Exit

[Act 3 Scene 7]

running scene 10

Enter divers friends [Lords and Senators] at several doors


FIRST LORD    The good time of day to you, sir.

SECOND LORD    I also wish it to you. I think this honourable lord

did but try3 us this other day.

FIRST LORD    Upon that were my thoughts tiring4 when we

encountered. I hope it is not so low5 with him as he made it

seem in the trial of his several6 friends.

SECOND LORD    It should not be, by the persuasion7 of his new

feasting.

FIRST LORD    I should think so: he hath sent me an earnest

inviting, which many my near10 occasions did urge me to put

off, but he hath conjured11 me beyond them, and I must needs

appear.

SECOND LORD    In like manner was I in debt to my importunate13

business, but he would not hear my excuse. I am sorry when

he sent to borrow of me that my provision was out.15

FIRST LORD    I am sick of that grief too, as I understand how all16

things go.

SECOND LORD    Every man here’s so18. What would he have

borrowed of you?

FIRST LORD    A thousand pieces.20

SECOND LORD    A thousand pieces?

FIRST LORD    What of you?

SECOND LORD    He sent to me, sir — here he comes.



Enter Timon and Attendants


TIMON    With all my heart24, gentlemen both; and how fare

you?

FIRST LORD    Ever at the best, hearing well of your lordship.

SECOND LORD    The swallow follows not summer more willing

than we your lordship.



Aside


TIMON    Nor more willingly leaves winter, such29

summer birds are men.— Gentlemen, our dinner will not

recompense this long stay31. Feast your ears with the music

awhile, if they will fare so harshly o’th’trumpet’s sound:32 we

shall to’t presently.33

FIRST LORD    I hope it remains not unkindly with your lordship34

that I returned you an empty messenger.

TIMON    O, sir, let it not trouble you.

SECOND LORD    My noble lord—

TIMON    Ah, my good friend, what cheer?38



The banquet brought in


SECOND LORD    My most honourable lord, I am e’en sick of

shame, that, when your lordship this other day sent to me, I

was so unfortunate a beggar.41

TIMON    Think not on’t, sir.

SECOND LORD    If you had sent but two hours before,—

TIMON    Let it not cumber44 your better remembrance.—



To Servants, who bring in covered dishes


Come, bring in all together.

SECOND LORD    All covered dishes!46

FIRST LORD    Royal cheer47, I warrant you.

THIRD LORD    Doubt not that, if money and the season can yield it.

FIRST LORD    How do you? What’s the news?

THIRD LORD    Alcibiades is banished: hear you of it?

FIRST and SECOND LORDS    Alcibiades banished?

THIRD LORD    ’Tis so, be sure of it.

FIRST LORD    How? How?

SECOND LORD    I pray you upon what?54

TIMON    My worthy friends, will you draw near?

THIRD LORD    I’ll tell you more anon. Here’s a noble feast toward.56

SECOND LORD    This is the old man57 still.

THIRD LORD    Will’t hold58? Will’t hold?

SECOND LORD    It does: but time will59— and so—

THIRD LORD    I do conceive.60

TIMON    Each man to his stool with that spur61 as he would to

the lip of his mistress: your diet62 shall be in all places alike.

Make not a city feast63 of it, to let the meat cool ere we can

agree upon the first place. Sit, sit. The gods require64



They sit


our thanks.— You great benefactors, sprinkle our society

with thankfulness. For your own gifts, make yourselves

praised: but reserve still67 to give, lest your deities be despised.

Lend to each man enough that one need not lend to another,

for were your godheads to borrow of men, men would

forsake the gods. Make the meat be beloved more than the

man that gives it. Let no assembly of twenty be without

a score72 of villains: if there sit twelve women at the table, let

a dozen of them be as they are73. The rest of your foes, O gods

— the senators of Athens, together with the common tag74 of

people — what is amiss in them, you gods, make suitable for

destruction. For these my present friends, as they are to me

nothing, so in nothing bless them, and to nothing are they

welcome.— Uncover, dogs, and lap!



The dishes are uncovered and seen to be full of warm water and stones


SOME LORDS    What does his lordship mean?

OTHER LORDS    I know not.

TIMON    May you a better feast never behold,

You knot of mouth-friends. Smoke82 and lukewarm water

Is your perfection83. This is Timon’s last,

Who, stuck and spangled84 with your flatteries,

Washes it off, and sprinkles in your faces



Throws water at them


Your reeking86 villainy. Live loathed and long,

Most smiling, smooth, detested parasites,

Courteous destroyers, affable wolves, meek bears,

You fools of fortune, trencher-friends, time’s flies,89

Cap and knee slaves, vapours, and minute-jacks!90

Of man and beast the infinite91 malady



A Lord gets up to leave


Crust you quite o’er!—

                                  What, dost thou go?



Throws the stones at them


Soft, take thy physic93 first.— Thou too, and thou.

Stay, I will lend thee money, borrow none.

What, all in motion? Henceforth be95 no feast,



[Exeunt the Lords]

Leaving their caps and gowns


Whereat96 a villain’s not a welcome guest.

Burn, house! Sink, Athens! Henceforth hated be

Of98 Timon, man and all humanity!



Exit

Enter the Senators with other Lords


FIRST LORD    How now, my lords?

SECOND LORD    Know you the quality100 of Lord Timon’s fury?

THIRD LORD    Push!101 Did you see my cap?

FOURTH LORD    I have lost my gown.

FIRST LORD    He’s but a mad lord, and nought but humours103

sways104 him. He gave me a jewel th’other day, and now he has

beat it out of my hat. Did you see my jewel?



    They search

    
THIRD LORD    Did you see my cap?

SECOND LORD    Here ’tis.

FOURTH LORD    Here lies my gown.

FIRST LORD    Let’s make no stay.

SECOND LORD    Lord Timon’s mad.

THIRD LORD    I feel’t upon my bones.111

FOURTH LORD    One day he gives us diamonds, next day stones.



Exeunt the Senators [and Lords]

[Act 4 Scene 1]

running scene 11

Enter Timon


TIMON    Let me look back upon thee. O thou wall

That girdles in2 those wolves, dive in the earth,

And fence not Athens! Matrons, turn incontinent,3

Obedience fail in children! Slaves and fools,

Pluck the grave5 wrinkled senate from the bench,

And minister in their steads! To general filths6

Convert o’th’instant, green7 virginity:

Do’t in your parents’ eyes! Bankrupts, hold fast8

Rather than render back; out with your knives,

And cut your trusters’ throats! Bound10 servants, steal!

Large-handed11 robbers your grave masters are,

And pill12 by law. Maid, to thy master’s bed,

Thy mistress is o’th’brothel!13 Son of sixteen,

Pluck the lined14 crutch from thy old limping sire,

With it beat out his brains! Piety and fear,

Religion16 to the gods, peace, justice, truth,

Domestic awe, night-rest, and neighbourhood,17

Instruction, manners, mysteries18 and trades,

Degrees, observances19, customs and laws,

Decline to your confounding contraries,20

And yet confusion live! Plagues incident21 to men,

Your potent and infectious fevers heap

On Athens, ripe for stroke! Thou cold23 sciatica,

Cripple our senators that their limbs may halt24

As lamely as their manners. Lust and liberty25

Creep in the minds and marrows of our youth,

That gainst the stream of virtue they may strive27

And drown themselves in riot! Itches, blains,28

Sow all th’Athenian bosoms29, and their crop

Be general leprosy! Breath infect breath,

That their society, as their friendship, may

Be merely poison! Nothing I’ll bear32 from thee

But nakedness, thou detestable town.



Tears off his clothes


Take thou that too, with multiplying bans!34

Timon will to the woods, where he shall find

Th’unkindest beast more kinder36 than mankind.

The gods confound37 — hear me, you good gods all —

Th’Athenians both within and out that wall,

And grant, as Timon grows, his hate may grow

To the whole race of mankind, high and low! Amen.



Exit

[Act 4 Scene 2]

running scene 12

Enter Steward [Flavius] with two or three Servants


FIRST SERVANT    Hear you, master steward, where’s our master?

Are we undone2, cast off, nothing remaining?

FLAVIUS    Alack, my fellows, what should I say to you?

Let me be recorded by the righteous gods,4

I am as poor as you.

FIRST SERVANT    Such a house broke?6

So noble a master fall’n? All gone, and not

One friend to take his fortune by the arm,8

And go along with him?

SECOND SERVANT    As we do turn our backs

From our companion thrown into his grave,

So his familiars to his buried fortunes12

Slink all away, leave their false vows with him

Like empty purses picked14; and his poor self,

A dedicated beggar to the air,15

With his disease of all-shunned16 poverty,

Walks like contempt alone. More of our fellows.17



Enter other Servants


FLAVIUS    All broken implements18 of a ruined house.

THIRD SERVANT    Yet do our hearts wear Timon’s livery:19

That see I by our faces. We are fellows still,

Serving alike in sorrow. Leaked is our bark,21

And we, poor mates, stand on the dying22 deck

Hearing the surges23 threat: we must all part

Into this sea of air.

FLAVIUS    Good fellows all,

The latest26 of my wealth I’ll share amongst you.

Wherever we shall meet, for Timon’s sake,

Let’s yet be fellows: let’s shake our heads and say,

As ’twere a knell29 unto our master’s fortunes,



Offers money


‘We have seen better days.’ Let each take some:

Nay, put out all your hands. Not one word more.

Thus part we rich in sorrow, parting poor.



Embrace, and [the Servants] part several ways


O, the fierce wretchedness that glory33 brings us!

Who would not wish to be from wealth exempt,

Since riches point to misery and contempt?

Who would be so mocked with glory, or to live

But in a dream of friendship?

To have his pomp and all what state compounds38

But only painted39, like his varnished friends?

Poor honest lord, brought low by his own heart,

Undone by goodness! Strange, unusual blood,41

When man’s worst sin is he does too much good!

Who then dares to be half so kind again?

For bounty, that makes gods, does still mar44 men.

My dearest lord, blessed to be most accursed,

Rich only to be wretched46, thy great fortunes

Are made thy chief afflictions. Alas, kind lord!

He’s flung in rage from this ingrateful seat48

Of monstrous49 friends:

Nor has he with him to supply his life,50

Or that which can command51 it.

I’ll follow and inquire52 him out:

I’ll ever serve his mind with my best will.

Whilst I have gold, I’ll be his steward still.



Exit

[Act 4 Scene 3]

running scene 13

Enter Timon in the woods

With a spade


TIMON    O blessèd breeding sun, draw from the earth1

Rotten humidity: below thy sister’s orb2

Infect the air. Twinned brothers of one womb,

Whose procreation, residence4, and birth,

Scarce is dividant, touch them with several5 fortunes,

The greater scorns the lesser. Not nature,6

To whom all sores lay siege, can bear great fortune

But by contempt of nature.

Raise me9 this beggar, and deny’t that lord,

The senators shall bear contempt hereditary,10

The beggar native honour.11

It is the pasture lards12 the beggar’s sides,

The want13 that makes him lean. Who dares, who dares

In purity of manhood14 stand upright

And say ‘This man’s a flatterer’? If one be,

So are they all, for every grece16 of fortune

Is smoothed by that below. The learnèd pate17

Ducks to the golden fool. All’s oblique:18

There’s nothing level19 in our cursèd natures

But direct20 villainy. Therefore be abhorred

All feasts, societies, and throngs of men!

His semblable22, yea, himself, Timon disdains.



Digs


Destruction fang23 mankind. Earth, yield me roots.

Who seeks for better of thee, sauce24 his palate

With thy most operant25 poison! What is here?



Discovers gold


Gold? Yellow, glittering, precious gold?

No, gods, I am no idle votarist:27

Roots, you clear heavens. Thus much of this28 will make

Black white, foul fair, wrong right,

Base noble, old young, coward valiant.

Ha, you gods! Why this? What this, you gods? Why, this

Will lug32 your priests and servants from your sides,

Pluck stout men’s pillows from below their heads:

This yellow slave

Will knit35 and break religions, bless th’accursed,

Make the hoar leprosy adored, place36 thieves

And give them title, knee37 and approbation

With senators on the bench. This is it

That makes the wappened39 widow wed again;

She whom the spittle house40 and ulcerous sores

Would cast the gorge at, this embalms and spices41

To th’April day42 again. Come, damnèd earth,

Thou common whore of mankind, that puts odds43

Among the rout44 of nations, I will make thee

Do thy right nature.45



March afar off


                                   Ha? A drum? Thou’rt quick,45



Buries the gold


But yet I’ll bury thee: thou’lt go, strong thief,46

When gouty keepers47 of thee cannot stand.



Keeps some of the gold


Nay, stay thou out for earnest.48



Enter Alcibiades with Drum and Fife in warlike manner, and Phrynia and Timandra


ALCIBIADES    What art thou there? Speak.

TIMON    A beast, as thou art. The canker50 gnaw thy heart

For showing me again the eyes of man!

ALCIBIADES    What is thy name? Is man so hateful to thee

That art thyself a man?

TIMON    I am Misanthropos54, and hate mankind.

For thy part, I do wish thou wert a dog,

That I might love thee something.56

ALCIBIADES    I know thee well,

But in thy fortunes am unlearned and strange.58

TIMON    I know thee too, and more than that I know thee

I not desire to know. Follow thy drum,

With man’s blood paint the ground gules61, gules.

Religious canons62, civil laws are cruel:

Then what should war be? This fell63 whore of thine

Hath in her more destruction than thy sword,

For all her cherubin look.65

PHRYNIA    Thy lips rot off!66

TIMON    I will not kiss thee, then the rot returns

To thine own lips again.

ALCIBIADES    How came the noble Timon to this change?

TIMON    As the moon does, by wanting70 light to give.

But then renew71 I could not like the moon:

There were no suns to borrow of.

ALCIBIADES    Noble Timon, what friendship may I do thee?

TIMON    None, but to maintain my opinion.

ALCIBIADES    What is it, Timon?

TIMON    Promise me friendship, but perform none: if thou

wilt not promise, the gods plague thee, for thou art a man. If

thou dost perform, confound thee, for thou art a man.

ALCIBIADES    I have heard in some sort79 of thy miseries.

TIMON    Thou saw’st them when I had prosperity.

ALCIBIADES    I see them now: then was a blessèd time.

TIMON    As thine is now, held with a brace82 of harlots.

TIMANDRA    Is this th’Athenian minion83 whom the world

Voiced so regardfully?84

TIMON    Art thou Timandra?

TIMANDRA    Yes.

TIMON    Be a whore still. They love thee not that use87 thee:

Give them diseases, leaving with thee their lust.

Make use of thy salt hours: season89 the slaves

For tubs and baths90, bring down rose-cheeked youth

To the tub-fast91 and the diet.

TIMANDRA    Hang thee, monster!

ALCIBIADES    Pardon him, sweet Timandra, for his wits

Are drowned and lost in his calamities.

I have but little gold of late95, brave Timon,

The want whereof96 doth daily make revolt

In my penurious band97. I have heard and grieved

How cursèd Athens, mindless98 of thy worth,

Forgetting thy great deeds, when neighbour states,

But for thy sword and fortune trod100 upon them—

TIMON    I prithee beat thy drum and get thee gone.

ALCIBIADES    I am thy friend, and pity thee, dear Timon.

TIMON    How dost thou pity him whom thou dost trouble?

I had rather be alone.

ALCIBIADES    Why, fare thee well:

Here is some gold for thee.

TIMON    Keep it, I cannot eat it.

ALCIBIADES    When I have laid proud Athens on a heap108—

TIMON    Warr’st thou gainst Athens?

ALCIBIADES    Ay, Timon, and have cause.

TIMON    The gods confound them all in thy conquest,

And thee after, when thou hast conquerèd!

ALCIBIADES    Why me, Timon?

TIMON    That by killing of villains

Thou wast born to conquer my country.

Put up116 thy gold. Go on, here’s gold, go on.

Be as a planetary plague when Jove117

Will o’er some high-viced118 city hang his poison

In the sick air. Let not thy sword skip119 one.

Pity not honoured age for his white beard:

He is an usurer. Strike me the counterfeit matron:121

It is her habit122 only that is honest,

Herself’s a bawd. Let not the virgin’s cheek

Make soft thy trenchant sword, for those milk-paps124

That through the window-bars125 bore at men’s eyes,

Are not within the leaf of pity126 writ,

But set127 them down horrible traitors. Spare not the babe

Whose dimpled smiles from fools exhaust128 their mercy;

Think it a bastard whom the oracle

Hath doubtfully pronounced the throat shall cut,130

And mince it sans remorse. Swear against objects,131

Put armour on thine ears and on thine eyes

Whose proof133 nor yells of mothers, maids, nor babes,

Nor sight of priests in holy vestments bleeding,

Shall pierce a jot. There’s gold to pay thy soldiers:



Offers gold


Make large confusion136, and, thy fury spent,

Confounded be thyself. Speak not, be gone.

ALCIBIADES    Hast thou gold yet? I’ll take the gold thou givest me,



Takes gold


Not all thy counsel.139

TIMON    Dost thou or dost thou not140, heaven’s curse upon thee!

PHRYNIA and TIMANDRA    Give us some gold, good Timon. Hast thou more?

TIMON    Enough to make a whore forswear142 her trade,

And to make whores, a bawd143. Hold up, you sluts,



Throws gold into their aprons


Your aprons mountant.144

                                    You are not oathable,144

Although I know you’ll swear, terribly swear

Into strong shudders and to heavenly agues146

Th’immortal gods that hear you. Spare your oaths:

I’ll trust to your conditions148. Be whores still,

And he whose pious breath seeks to convert you,

Be strong in whore, allure him, burn him up:150

Let your close fire predominate his smoke,151

And be no turncoats. Yet may your pains six months152

Be quite contrary, and thatch your poor thin roofs153

With burdens of154 the dead — some that were hanged,

No matter. Wear them, betray with them, whore still,

Paint till a horse may mire upon156 your face.

A pox157 of wrinkles!

PHRYNIA and TIMANDRA    Well, more gold: what then?

Believe’t that we’ll do159 anything for gold.

TIMON    Consumptions160 sow

In hollow bones of man, strike their sharp161 shins,

And mar men’s spurring162. Crack the lawyer’s voice,

That he may never more false title163 plead,

Nor sound his quillets shrilly. Hoar the flamen164

That scolds against the quality of flesh,165

And not believes himself. Down with the nose,166

Down with it flat: take the bridge quite away

Of him that, his particular to foresee,168

Smells from the general weal. Make curled-pate169 ruffians bald,

And let the unscarred braggarts170 of the war

Derive some pain from you. Plague all,

That your activity172 may defeat and quell

The source of all erection173. There’s more gold.

Do you damn others, and let this damn you,

And ditches grave175 you all!

PHRYNIA and TIMANDRA    More counsel with more money, bounteous Timon.

TIMON    More whore, more mischief first: I have given you earnest.177

ALCIBIADES    Strike up the drum towards Athens!— Farewell, Timon:

If I thrive well, I’ll visit thee again.

TIMON    If I hope well, I’ll never see thee more.

ALCIBIADES    I never did thee harm.

TIMON    Yes, thou spok’st well of me.

ALCIBIADES    Call’st thou that harm?

TIMON    Men daily find it184. Get thee away, and take

Thy beagles185 with thee.

ALCIBIADES    We but offend him. Strike!186



Exeunt [all but Timon]

Drums beat

Digs


TIMON    That nature, being sick of187 man’s unkindness,

Should yet be hungry! Common mother188, thou

Whose womb unmeasurable and infinite breast

Teems and feeds all, whose selfsame mettle,190

Whereof thy proud child, arrogant man, is puffed,191

Engenders the black toad192 and adder blue,

The gilded newt and eyeless venomed worm,193

With all th’abhorrèd births below crisp194 heaven

Whereon Hyperion’s quick’ning195 fire doth shine —

Yield him, who all thy human sons do hate,

From forth thy plenteous bosom one poor root.

Ensear thy fertile and conceptious198 womb:

Let it no more bring out ingrateful man.

Go great200 with tigers, dragons, wolves, and bears,

Teem with new monsters whom thy upward face

Hath to the marbled mansion all above202



Finds a root


Never presented! O, a root. Dear thanks!

Dry up thy marrows, vines, and plough-torn leas,204

Whereof ingrateful man, with liquorish draughts205

And morsels unctuous206 greases his pure mind,

That from it all consideration207 slips!



Enter Apemantus


More man? Plague, plague!

APEMANTUS    I was directed hither. Men report

Thou dost affect210 my manners, and dost use them.

TIMON    ’Tis then because thou dost not keep a dog,

Whom I would imitate. Consumption catch212 thee!

APEMANTUS    This is in thee a nature but infected,213

A poor unmanly melancholy sprung

From change of fortune. Why this spade? This place?

This slave-like habit? And these looks of care?216

Thy flatterers yet wear silk, drink wine, lie soft,217

Hug their diseased perfumes218, and have forgot

That ever Timon was. Shame not these woods

By putting on the cunning of a carper.220

Be thou a flatterer now, and seek to thrive

By that which has undone thee; hinge thy knee222

And let his very breath whom thou’lt observe223

Blow off thy cap: praise his most vicious strain,224

And call it excellent. Thou wast told thus:225

Thou gav’st thine ears, like tapsters226 that bade welcome,

To knaves and all approachers. ’Tis most just

That thou turn rascal:228 hadst thou wealth again,

Rascals should have’t. Do not assume my likeness.

TIMON    Were I like thee, I’d throw away myself.

APEMANTUS    Thou hast cast away thyself being like thyself:

A madman so long, now a fool. What, think’st

That the bleak air, thy boisterous chamberlain,233

Will put thy shirt on warm234? Will these moist trees

That have outlived the eagle page thy heels235

And skip when thou point’st out236? Will the cold brook,

Candied with ice, caudle thy morning taste237

To cure thy o’ernight’s surfeit238? Call the creatures

Whose naked natures live in all the spite

Of wreakful heaven, whose bare unhousèd trunks240

To the conflicting elements exposed

Answer mere242 nature: bid them flatter thee.

O, thou shalt find—

TIMON                    —a fool of thee. Depart.

APEMANTUS    I love thee better now than e’er I did.

TIMON    I hate thee worse.

APEMANTUS    Why?

TIMON    Thou flatter’st misery.

APEMANTUS    I flatter not, but say thou art a caitiff.248

TIMON    Why dost thou seek me out?

APEMANTUS    To vex250 thee.

TIMON    Always a villain’s office251 or a fool’s.

Dost please thyself in’t?252

APEMANTUS    Ay.

TIMON    What, a knave too?

APEMANTUS    If thou didst put this sour cold habit255 on

To castigate thy pride, ’twere well256: but thou

Dost it enforcèdly. Thou’dst257 courtier be again,

Wert thou not beggar. Willing misery258

Outlives incertain pomp, is crowned before:259

The one is filling still260, never complete,

The other, at high wish. Best state, content261 less,

Hath a distracted262 and most wretched being,

Worse than the worst, content.

Thou shouldst desire to die, being miserable.

TIMON    Not by his breath265 that is more miserable.

Thou art a slave whom Fortune’s tender arm

With favour never clasped, but bred a dog.

Hadst thou like us from our first swath proceeded268

The sweet degrees269 that this brief world affords

To such as may the passive drugs270 of it

Freely command, thou wouldst have plunged thyself

In general riot, melted down272 thy youth

In different beds of lust, and never learned

The icy precepts of respect274, but followed

The sugared game275 before thee. But myself,

Who had the world as my confectionary,

The mouths, the tongues, the eyes and hearts of men

At duty, more than I could frame278 employment,

That numberless upon me stuck as leaves

Do on the oak, have with one winter’s brush280

Fell281 from their boughs and left me open, bare

For every storm that blows: I, to bear this,

That never knew but better, is some burden.

Thy nature did commence in sufferance284, time

Hath made thee hard in’t285. Why shouldst thou hate men?

They never flattered thee. What hast thou given?

If thou wilt curse, thy father, that poor rag,287

Must be thy subject, who in spite put stuff288

To some she beggar and compounded289 thee

Poor rogue hereditary290. Hence, be gone.

If thou hadst not been born the worst291 of men,

Thou hadst been a knave and flatterer.

APEMANTUS    Art thou proud yet?293

TIMON    Ay, that I am not thee.

APEMANTUS    I, that I was no prodigal.295

TIMON    I, that I am one now.

Were all the wealth I have shut up in thee

I’d give thee leave298 to hang it. Get thee gone.

That299 the whole life of Athens were in this!

Thus would I eat it.



Eats a root

Offers food


APEMANTUS    Here, I will mend301 thy feast.

TIMON    First mend my company: take away thyself.

APEMANTUS    So I shall mend mine own, by th’lack of thine.

TIMON    ’Tis not well mended so, it is but botched;304

If not, I would it were.305

APEMANTUS    What wouldst thou have to306 Athens?

TIMON    Thee thither in a whirlwind. If thou wilt,



Shows gold


Tell them there I have gold. Look, so I have.

APEMANTUS    Here is no use for gold.

TIMON    The best and truest,310

For here it sleeps, and does no hirèd harm.311

APEMANTUS    Where liest a-nights312, Timon?

TIMON    Under that’s313 above me.

Where feed’st thou a-days, Apemantus?

APEMANTUS    Where my stomach finds meat, or rather, where I

eat it.

TIMON    Would poison were obedient and knew my mind!

APEMANTUS    Where wouldst thou send it?

TIMON    To sauce thy dishes.

APEMANTUS    The middle of humanity320 thou never knewest, but

the extremity of both ends. When thou wast in thy gilt321 and

thy perfume, they mocked thee for too much curiosity322: in thy

rags thou know’st none, but art despised for the contrary.

There’s a medlar324 for thee, eat it.

TIMON    On what I hate I feed not.

APEMANTUS    Dost hate a medlar?

TIMON    Ay, though it look like thee.

APEMANTUS    An th’hadst328 hated meddlers sooner, thou shouldst

have loved thyself better now. What man didst thou ever

know unthrift that was beloved after his means?330

TIMON    Who, without those means thou talk’st of, didst

thou ever know beloved?

APEMANTUS    Myself.

TIMON    I understand thee: thou hadst some means to keep a334

dog.

APEMANTUS    What things in the world canst thou nearest

compare to thy flatterers?

TIMON    Women nearest, but men, men are the things

themselves. What wouldst thou do with the world, Apemantus,

if it lay in thy power?

APEMANTUS    Give it the beasts, to be rid of the men.

TIMON    Wouldst thou have thyself fall in the confusion342 of

men, and remain a beast with the beasts?

APEMANTUS    Ay, Timon.

TIMON    A beastly345 ambition, which the gods grant thee

t’attain to. If thou wert the lion, the fox would beguile346 thee:

if thou wert the lamb, the fox would eat thee: if thou wert the

fox, the lion would suspect thee when peradventure348 thou

wert accused by the ass: if thou wert the ass, thy dullness349

would torment thee, and still thou livedst350 but as a breakfast

to the wolf. If thou wert the wolf, thy greediness would afflict

thee, and oft thou shouldst hazard thy life for thy dinner.

Wert thou the unicorn, pride and wrath would confound353

thee and make thine own self the conquest354 of thy fury: wert

thou a bear, thou wouldst be killed by the horse: wert thou a

horse, thou wouldst be seized by the leopard: wert thou a

leopard, thou wert german to the lion and the spots of thy357

kindred were jurors on thy life: all thy safety were remotion358

and thy defence absence. What beast couldst thou be that

were not subject to a beast? And what a beast art thou

already, that see’st not thy loss in transformation!361

APEMANTUS    If thou couldst please me with speaking to me,

thou mightst have hit upon it363 here: the commonwealth of

Athens is become a forest of beasts.

TIMON    How has the ass broke the wall, that thou art out of

the city?

APEMANTUS    Yonder comes a poet and a painter367. The plague of

company light upon thee! I will fear to catch it and give way.368

When I know not what else to do, I’ll see thee again.

TIMON    When there is nothing living but thee, thou shalt be

welcome. I had rather be a beggar’s dog than Apemantus.

APEMANTUS    Thou art the cap372 of all the fools alive.

TIMON    Would thou wert clean enough to spit upon.

APEMANTUS    A plague on thee! Thou art too bad to curse.

TIMON    All villains that do stand by375 thee are pure.

APEMANTUS    There is no leprosy but what thou speak’st.

TIMON    If I name thee.

I’ll378 beat thee, but I should infect my hands.

APEMANTUS    I would my tongue379 could rot them off!

TIMON    Away, thou issue380 of a mangy dog!

Choler does kill me that thou art alive.381

I swoon to see thee.

APEMANTUS    Would thou wouldst burst!

TIMON    Away, thou tedious rogue!



Throws a stone at him


I am sorry I shall lose a stone by thee.

APEMANTUS    Beast!

TIMON    Slave!

APEMANTUS    Toad!

TIMON    Rogue, rogue, rogue!

I am sick of this false world, and will love nought

But even the mere necessities391 upon’t.

Then, Timon, presently392 prepare thy grave:

Lie where the light foam of the sea may beat

Thy gravestone daily. Make thine epitaph,

That death in395 me at others’ lives may laugh.—



To the gold


O thou sweet king-killer, and dear396 divorce

’Twixt natural son and sire397: thou bright defiler

Of Hymen’s purest bed, thou valiant Mars,398

Thou ever young, fresh, loved and delicate wooer,

Whose blush doth thaw the consecrated snow

That lies on Dian’s401 lap: thou visible god,

That sold’rest close impossibilities402

And mak’st them kiss; that speak’st with every tongue,403

To every purpose! O thou touch404 of hearts:

Think405 thy slave man rebels, and by thy virtue

Set them into confounding odds, that beasts406

May have the world in empire.

APEMANTUS    Would ’twere so!

But not till I am dead. I’ll say th’hast gold:

Thou wilt be thronged to shortly.

TIMON    Thronged to?

APEMANTUS    Ay.

TIMON    Thy back,413 I prithee.



Begins to leave


APEMANTUS    Live, and love thy misery.

TIMON    Long live so, and so die.— I am quit.415

APEMANTUS    More things like men! Eat, Timon, and abhor them.



Exit Apemantus

Enter the Banditti

At a distance


FIRST BANDIT    Where should he have this gold? It is some poor

fragment, some slender ort of his remainder: the mere want418

of gold, and the falling-from419 of his friends, drove him into

this melancholy.

SECOND BANDIT    It is noised421 he hath a mass of treasure.

THIRD BANDIT    Let us make the assay422 upon him: if he care not

for’t, he will supply us easily: if he covetously reserve423 it, how

shall’s424 get it?

SECOND BANDIT    True, for he bears it not about him: ’tis hid.

FIRST BANDIT    Is not this he?

OTHER BANDITTI    Where?

SECOND BANDIT    ’Tis his description.

THIRD BANDIT    He, I know him.



They come forward


ALL BANDITTI    Save thee,430 Timon.

TIMON    Now, thieves.

BANDITTI    Soldiers, not thieves.

TIMON    Both too433, and women’s sons.

BANDITTI    We are not thieves, but men that much do want.434

TIMON    Your greatest want is, you want much of meat.435

Why should you want? Behold, the earth hath roots:

Within this mile break forth a hundred springs:

The oaks bear mast, the briers scarlet hips.438

The bounteous housewife nature on each bush

Lays her full mess440 before you. Want? Why want?

FIRST BANDIT    We cannot live on grass, on berries, water,

As beasts and birds and fishes.

TIMON    Nor on the beasts themselves, the birds, and fishes:

You must eat men. Yet thanks I must you con444

That you are thieves professed445, that you work not

In holier shapes446, for there is boundless theft

In limited447 professions. Rascal thieves,

Here’s gold. Go, suck the subtle448 blood o’th’grape

Till the high fever seethe449 your blood to froth,

And so scape hanging450. Trust not the physician,

His antidotes are poison, and he slays

More than you rob. Take wealth and lives together:

Do, villains, do, since you protest453 to do’t,

Like workmen. I’ll example you454 with thievery.

The sun’s a thief, and with his great attraction455

Robs the vast sea: the moon’s an arrant456 thief,

And her pale fire she snatches from the sun:

The sea’s a thief, whose liquid surge resolves458

The moon into salt tears: the earth’s a thief,

That feeds and breeds by a composture460 stolen

From gen’ral excrement: each thing’s a thief.

The laws, your curb and whip462, in their rough power

Has unchecked theft463. Love not yourselves, away,

Rob one another: there’s more gold. Cut throats:

All that you meet are thieves. To Athens go,

Break open shops: nothing can you steal

But thieves do lose it. Steal less for this I give you,467

And gold confound you howsoe’er. Amen.

THIRD BANDIT    Has469 almost charmed me from my profession by

persuading me to it.

FIRST BANDIT    ’Tis in the malice of471 mankind that he thus advises

us, not to have us thrive in our mystery.472

SECOND BANDIT    I’ll believe him as473 an enemy, and give over my

trade.

FIRST BANDIT    Let us first see peace in Athens: there is no time so

miserable but a man may be true.476



Exeunt Thieves

Enter the Steward to Timon


FLAVIUS    O you gods!

Is yond despised and ruinous478 man my lord?

Full of decay and failing? O monument479

And wonder of good deeds evilly bestowed!480

What an alteration of honour

Has desp’rate want made!

What viler thing upon the earth than friends

Who can bring noblest minds to basest ends!

How rarely does it meet with this time’s guise,485

When man was wished to love his enemies!

Grant I may ever love and rather woo

Those that would mischief me than those that do!488

Has caught me in his eye:489 I will present

My honest grief unto him; and as my lord

Still491 serve him with my life.— My dearest master!

TIMON    Away! What art thou?

FLAVIUS    Have you forgot me, sir?

TIMON    Why dost ask that? I have forgot all men:

Then, if thou grant’st thou’rt a man, I have forgot thee.

FLAVIUS    An honest poor servant of yours.

TIMON    Then I know thee not.

I never had honest man about me: ay, all

I kept were knaves499 to serve in meat to villains.

FLAVIUS    The gods are witness,

Ne’er did poor steward wear a truer grief



Weeps


For his undone502 lord than mine eyes for you.

TIMON    What, dost thou weep? Come nearer. Then I love thee

Because thou art a woman, and disclaim’st504

Flinty mankind whose eyes do never give505

But thorough506 lust and laughter. Pity’s sleeping:

Strange times, that weep with laughing, not with weeping!

FLAVIUS    I beg of you to know508 me, good my lord,

T’accept my grief and whilst this poor wealth lasts

To entertain510 me as your steward still.

TIMON    Had I a steward

So true, so just, and now so comfortable?512

It almost turns my dangerous nature wild.

Let me behold thy face. Surely, this man

Was born of woman.

Forgive my general and exceptless516 rashness,

You perpetual sober517 gods! I do proclaim

One honest man — mistake me not, but518 one,

No more, I pray — and he’s a steward.

How fain520 would I have hated all mankind,

And thou redeem’st thyself. But all save thee

I fell522 with curses.

Methinks thou art more honest now than wise,

For by oppressing524 and betraying me

Thou mightst have sooner got another service:525

For many so arrive at second masters

Upon their first lord’s neck527. But tell me true —

For I must ever doubt, though ne’er so sure528 —

Is not thy kindness subtle529, covetous,

If not a usuring530 kindness, and, as rich men deal gifts,

Expecting in return twenty for one?

FLAVIUS    No, my most worthy master, in whose breast

Doubt and suspect533, alas, are placed too late.

You should have feared false times when you did feast:

Suspect still comes where an estate is least.

That which I show, heaven knows, is merely536 love,

Duty and zeal to your unmatchèd537 mind,

Care of your food and living, and, believe it,

My most honoured lord,

For540 any benefit that points to me,

Either in hope541 or present, I’d exchange

For this one wish: that you had power and wealth

To requite543 me by making rich yourself.

TIMON    Look thee, ’tis so! Thou singly544 honest man,



Gives gold


Here, take: the gods out of my misery

Has sent thee treasure. Go, live rich and happy,

But thus conditioned: thou shalt build from547 men,

Hate all, curse all, show charity to none,

But let the famished flesh slide from the bone

Ere thou relieve the beggar. Give to dogs

What thou deniest to men: let prisons swallow ’em,

Debts wither ’em to nothing, be men like blasted552 woods,

And may diseases lick up their false bloods.

And so farewell and thrive.

FLAVIUS    O, let me stay,

And comfort you, my master.

TIMON    If thou hat’st curses,

Stay not: fly, whilst thou art blessed and free.

Ne’er see thou man, and let me ne’er see thee.



Timon retires into his cave

Exit [Flavius]

[Act 5 Scene 1]

running scene 13 continues

Enter Poet and Painter


PAINTER    As I took note of the place, it cannot be far where he

abides.

POET    What’s to be thought of him? Does the rumour hold

for true that he’s so full of gold?

PAINTER    Certain. Alcibiades reports it: Phrynia and Timandra

had gold of6 him. He likewise enriched poor straggling soldiers

with great quantity. ’Tis said he gave unto his steward a

mighty sum.

POET    Then this breaking of his has been but a try9 for his

friends?

PAINTER    Nothing else: you shall see him a palm in Athens11

again, and flourish with the highest. Therefore ’tis not amiss

we tender13 our loves to him, in this supposed distress of his:

it will show honestly in us, and is very likely to load14 our

purposes with what they travail15 for, if it be a just and true

report that goes of his having.16

POET    What have you now to present unto him?

PAINTER    Nothing at this time but my visitation18: only I will

promise him an excellent piece.

POET    I must serve him so too, tell him of an intent20 that’s

coming toward him.

PAINTER    Good as the best. Promising is the very air22 o’th’time:

it opens the eyes of expectation. Performance is ever the

duller for his act, and but24 in the plainer and simpler kind of

people the deed of saying is quite out of use25. To promise is

most courtly and fashionable: performance is a kind of will26

or testament which argues a great sickness in his judgement

that makes it.



Enter Timon from his cave

Unobserved by the others

Aside


TIMON    Excellent workman, thou canst not paint a

man so bad as is thyself.

POET    I am thinking what I shall say I have provided for

him: it must be a personating of himself32, a satire against the

softness of prosperity, with a discovery33 of the infinite

flatteries that follow youth and opulency.34



Aside


TIMON    Must thou needs stand for35 a villain in thine

own work? Wilt thou whip36 thine own faults in other men?

Do so, I have gold for thee.

POET    Nay, let’s seek him:

Then do we sin against our own estate,39

When we may profit meet and come too late.

PAINTER    True:

When the day serves42, before black-cornered night,

Find what thou want’st by free and offered light. Come.



Aside


TIMON    I’ll meet you at the turn44. What a god’s gold,

That he is worshipped in a baser temple

Than where swine feed!

’Tis thou that rigg’st the bark47 and plough’st the foam,

Settlest48 admirèd reverence in a slave:

To thee be worship, and thy saints for aye49

Be crowned with plagues that thee alone obey.



Comes forward


Fit51 I meet them.

POET    Hail, worthy Timon!

PAINTER    Our late53 noble master!

TIMON    Have I once54 lived to see two honest men?

POET    Sir,

Having often of your open56 bounty tasted,

Hearing you were retired57, your friends fall’n off,

Whose thankless natures — O abhorrèd spirits! —

Not all the whips of heaven are large enough:

What, to you,

Whose star-like nobleness gave life and influence61

To their whole being? I am rapt62 and cannot cover

The monstrous bulk of this ingratitude

With any size64 of words.

TIMON    Let it go naked, men may see’t the better:

You that are honest, by being what you are,

Make them67 best seen and known.

PAINTER    He and myself

Have travelled in the great shower69 of your gifts,

And sweetly felt it.

TIMON    Ay, you are honest men.

PAINTER    We are hither come to offer you our service.

TIMON    Most honest men. Why, how shall I requite you?

Can you eat roots and drink cold water? No.

BOTH    What we can do we’ll do to do you service.

TIMON    You’re honest men. You’ve heard that I have gold,

I am sure you have. Speak truth: you’re honest men.

PAINTER    So it is said, my noble lord, but therefore78

Came not my friend nor I.

TIMON    Good honest men.— Thou draw’st a counterfeit80



To Painter


Best in all Athens. Thou’rt, indeed, the best:

Thou counterfeit’st most lively.82

PAINTER    So, so83, my lord.



To Poet


TIMON    E’en so, sir, as I say.— And for thy fiction,84

Why, thy verse swells with stuff so fine and smooth85

That thou art even natural in thine art.86

But, for all this, my honest-natured friends,

I must needs say you have a little fault:

Marry, ’tis not monstrous89 in you, neither wish I

You take much pains to mend.

BOTH    Beseech your honour

To make it known to us.

TIMON    You’ll take it ill.93

BOTH    Most thankfully, my lord.

TIMON    Will you indeed?

BOTH    Doubt it not, worthy lord.

TIMON    There’s never a one of you but97 trusts a knave

That mightily deceives you.

BOTH    Do we, my lord?

TIMON    Ay, and you hear him cog, see him dissemble,100

Know his gross patchery,101 love him, feed him,

Keep in your bosom:102 yet remain assured

That he’s a made-up103 villain.

PAINTER    I know none such, my lord.

POET    Nor I.

TIMON    Look you, I love you well. I’ll give you gold,

Rid me these villains from your companies:

Hang them or stab them, drown them in a draught,108

Confound them by some course109, and come to me,

I’ll give you gold enough.

BOTH    Name them, my lord, let’s know them.

TIMON    You that way—and you this—but two in company:112

Each man apart, all single and alone,

Yet an arch-villain keeps him company.

If where thou art two villains shall not be,115

Come not near him116. If thou wouldst not reside

But where one villain is, then him abandon.



Throws stones at them


Hence, pack!118 There’s gold: you came for gold, ye slaves.



To Painter


You have work for me; there’s payment. Hence!



To Poet


You are an alchemist120, make gold of that.

Out, rascal dogs!



Exeunt [Poet and Painter]

Timon retires to his cave

Enter Steward and two Senators


FLAVIUS    It is in vain that you would speak with Timon,

For he is set so only to himself123

That nothing but himself which looks like man

Is friendly with him.

FIRST SENATOR    Bring us to his cave:

It is our part127 and promise to th’Athenians

To speak with Timon.

SECOND SENATOR    At all times alike

Men are not still130 the same: ’twas time and griefs

That framed him thus: time with his fairer131 hand,

Offering the fortunes of his former days,

The former man may make him. Bring us to him,133

And chance it as it may.134

FLAVIUS    Here is his cave.—

Peace and content be here! Lord Timon, Timon,

Look out and speak to friends: th’Athenians

By two of their most reverend senate greet thee.

Speak to them, noble Timon.



Enter Timon out of his cave


TIMON    Thou sun that comforts burn! Speak and be hanged,

For each true word a blister, and each false

Be as a cantherizing142 to the root o’th’tongue,

Consuming it with speaking!

FIRST SENATOR    Worthy Timon—

TIMON    Of none but such as you, and you of Timon.145

FIRST SENATOR    The senators of Athens greet thee, Timon.

TIMON    I thank them, and would send them back the plague

Could I but catch it for them.

FIRST SENATOR    O, forget

What we are sorry for ourselves in thee.150

The senators with one consent151 of love

Entreat thee back to Athens, who have thought

On special dignities153 which vacant lie

For thy best use and wearing.154

SECOND SENATOR    They confess

Toward thee forgetfulness too general gross;156

Which now the public body, which doth seldom

Play the recanter158, feeling in itself

A lack of Timon’s aid, hath sense withal159

Of it own fall, restraining160 aid to Timon,

And send forth us to make their sorrowed render,161

Together with a recompense more fruitful

Than their offence can weigh down by the dram:163

Ay, even such heaps and sums of love and wealth

As shall to thee blot out what wrongs were theirs

And write in thee166 the figures of their love,

Ever to read them thine.

TIMON    You witch168 me in it,

Surprise169 me to the very brink of tears;

Lend me a fool’s heart and a woman’s eyes,

And I’ll beweep171 these comforts, worthy senators.

FIRST SENATOR    Therefore so please thee to return with us

And of our Athens, thine and ours, to take

The captainship, thou shalt be met with thanks,

Allowed175 with absolute power and thy good name

Live with authority: so soon we shall drive back

Of Alcibiades th’approaches wild,177

Who, like a boar too savage, doth root up

His country’s peace.

SECOND SENATOR    And shakes his threat’ning sword

Against the walls of Athens.

FIRST SENATOR    Therefore, Timon—

TIMON    Well, sir, I will: therefore, I will, sir, thus.

If Alcibiades kill my countrymen,

Let Alcibiades know this of Timon:

That Timon cares not. But if he sack186 fair Athens,

And take our goodly agèd men by th’beards,

Giving our holy virgins to the stain188

Of contumelious189, beastly, mad-brained war,

Then let him know, and tell him Timon speaks it,

In pity of our agèd and our youth,

I cannot choose but tell him that I care not.

And let him take’t at worst193, for their knives care not

While you have throats to answer194. For myself,

There’s not a whittle195 in th’unruly camp

But I do prize it at my love before196

The reverend’st throat in Athens. So I leave you

To the protection of the prosperous gods,

As thieves to keepers.199

FLAVIUS    Stay not, all’s in vain.

TIMON    Why, I was writing of my epitaph:

It will be seen tomorrow. My long sickness

Of health and living now begins to mend,

And nothing204 brings me all things. Go, live still,

Be Alcibiades your plague, you his,

And last so long enough.206

FIRST SENATOR    We speak in vain.

TIMON    But yet I love my country, and am not

One that rejoices in the common wreck

As common bruit210 doth put it.

FIRST SENATOR    That’s well spoke.

TIMON    Commend me to my loving countrymen—

FIRST SENATOR    These words become213 your lips as they pass

through them.

SECOND SENATOR    And enter in our ears like great triumphers215

In their applauding gates.

TIMON    Commend me to them,

And tell them that to ease them of their griefs,

Their fears of hostile strokes, their aches, losses,

Their pangs of love, with other incident throes220

That nature’s fragile vessel221 doth sustain

In life’s uncertain voyage, I will some kindness do them:

I’ll teach them to prevent wild Alcibiades’ wrath.



Aside?


FIRST SENATOR    I like this well: he will return again.

TIMON    I have a tree, which grows here in my close225

That mine own use226 invites me to cut down,

And shortly must I fell it. Tell my friends,

Tell Athens, in the sequence of degree228

From high to low throughout, that whoso please229

To stop affliction, let him take his haste,230

Come hither ere my tree hath felt the axe,

And hang himself. I pray you do my greeting.

FLAVIUS    Trouble him no further: thus you still233 shall find him.

TIMON    Come not to me again, but say to Athens,

Timon hath made his everlasting mansion235

Upon the beachèd verge of the salt flood,236

Who once a day with his embossèd237 froth

The turbulent surge shall cover: thither come,

And let my gravestone be your oracle.239

Lips, let four words go by and language end.

What is amiss, plague and infection mend.

Graves only be men’s works, and death their gain.

Sun, hide thy beams. Timon hath done his reign.



Exit Timon

Into his cave


FIRST SENATOR    His discontents are unremovably

Coupled to nature.245

SECOND SENATOR    Our hope in him is dead: let us return,

And strain247 what other means is left unto us

In our dear248 peril.

FIRST SENATOR    It requires swift foot.



Exeunt

[Act 5 Scene 2]

running scene 14

Enter two other Senators with a Messenger


THIRD SENATOR    Thou hast painfully discovered. Are his files1

As full as thy report?

MESSENGER    I have spoke the least.3

Besides, his expedition promises4

Present approach.

FOURTH SENATOR    We stand much hazard6 if they bring not Timon.

MESSENGER    I met a courier, one mine ancient7 friend,

Whom, though in general part we were opposed,8

Yet our old love made a particular9 force

And made us speak like friends. This man was riding

From Alcibiades to Timon’s cave

With letters of entreaty which imported12

His fellowship13 i’th’cause against your city,

In part for his sake moved.14



Enter the other Senators


THIRD SENATOR    Here come our brothers.15

FIRST SENATOR    No talk of Timon, nothing of him expect.

The enemy’s drum is heard, and fearful scouring17

Doth choke the air with dust. In, and prepare:

Ours is the fall, I fear, our foes the snare.19



Exeunt

[Act 5 Scene 3]

running scene 15

Enter a Soldier in the woods, seeking Timon


SOLDIER    By all description this should be the place.



Discovers tomb


Who’s here? Speak, ho! No answer? What is this?



Reads?


‘Timon is dead, who hath outstretched his span.3

Some beast read this; there does not live a man4.’

Dead, sure, and this his grave. What’s on this tomb

I cannot read: the character I’ll take with wax.6

Our captain hath in every figure7 skill,

An aged8 interpreter, though young in days.

Before proud Athens he’s set down by this,9

Whose fall the mark10 of his ambition is.



Exit

[Act 5 Scene 4]

running scene 16

Trumpets sound. Enter Alcibiades with his powers before Athens


ALCIBIADES    Sound1 to this coward and lascivious town

Our terrible2 approach.



Sounds a parley

The Senators appear upon the walls [above]


Till now you have gone on and filled the time

With all licentious measure, making your wills4

The scope5 of justice. Till now myself and such

As slept6 within the shadow of your power

Have wandered with our traversed arms, and breathed7

Our sufferance vainly. Now the time is flush8

When crouching marrow9 in the bearer strong

Cries of itself ‘No more.’ Now breathless wrong10

Shall sit and pant in your great chairs of ease,

And pursy insolence shall break his wind12

With fear and horrid flight.

FIRST SENATOR    Noble and young,

When thy first griefs were but a mere conceit,15

Ere thou hadst power or we had cause of fear,

We sent to thee to give thy rages balm,17

To wipe out our ingratitude with loves

Above their quantity.19

SECOND SENATOR    So did we woo20

Transformèd Timon to our city’s love

By humble message and by promised means:22

We were not all unkind, nor all deserve

The common24 stroke of war.

FIRST SENATOR    These walls of ours

Were not erected by their hands from whom

You have received your grief, nor are they27 such

That these great tow’rs, trophies and schools28 should fall

For private29 faults in them.

SECOND SENATOR    Nor are they living

Who were the motives that you first went out:31

Shame that they wanted cunning, in excess,32

Hath broke their hearts. March, noble lord,

Into our city with thy banners spread:

By decimation and a tithèd death35 —

If thy revenges hunger for that food36

Which nature loathes — take thou the destined tenth,

And by the hazard of the spotted die38

Let die the spotted.39

FIRST SENATOR    All have not offended.

For those that were, it is not square41 to take

On those that are42, revenge: crimes like lands

Are not inherited. Then, dear countryman,

Bring in thy ranks, but leave without44 thy rage.

Spare thy Athenian cradle and those kin

Which in the bluster46 of thy wrath must fall

With those that have offended: like a shepherd,

Approach the fold and cull48 th’infected forth,

But kill not all together.

SECOND SENATOR    What thou wilt,50

Thou rather shalt enforce it with thy smile

Than hew to’t with thy sword.

FIRST SENATOR    Set but thy foot

Against our rampired gates, and they shall ope,54

So thou wilt send thy gentle55 heart before,

To say thou’lt enter friendly.

SECOND SENATOR    Throw57 thy glove,

Or any token58 of thine honour else,

That thou wilt use the wars as thy redress

And not as our confusion: all thy powers60

Shall make their harbour61 in our town till we

Have sealed62 thy full desire.



Throws his glove


ALCIBIADES    Then there’s my glove.

Descend, and open your unchargèd ports:64

Those enemies of Timon’s and mine own

Whom you yourselves shall set out for reproof66

Fall and no more; and to atone67 your fears

With my more noble meaning68, not a man

Shall pass his quarter69 or offend the stream

Of regular justice in your city’s bounds

But shall be remedied to71 your public laws

At heaviest answer.72

BOTH    ’Tis most nobly spoken.



Exeunt Senators, above, and enter below Soldier from previous scene, carrying a tablet of wax


ALCIBIADES    Descend, and keep your words.



Enter a Messenger


MESSENGER    My noble general, Timon is dead:

Entombed upon the very hem o’th’sea.

And on his gravestone this insculpture77, which

With wax I brought away, whose soft impression

Interprets79 for my poor ignorance.

ALCIBIADES    Reads the epitaph

‘Here lies a wretched corpse, of wretched soul bereft.

Seek not my name. A plague consume you wicked caitiffs81 left!

Here lie I, Timon, who alive all living men did hate:

Pass by and curse thy fill, but pass and stay not here thy gait83.’

These well express in thee thy latter84 spirits.

Though thou abhorred’st in us our human griefs,

Scornedst our brains’ flow86 and those our droplets which

From niggard nature fall, yet rich conceit87

Taught thee to make vast Neptune weep for aye88

On thy low grave, on faults forgiven89. Dead

Is noble Timon, of whose memory90

Hereafter more. Bring me into your city,

And I will use the olive92 with my sword,

Make war breed peace, make peace stint93 war, make each

Prescribe to other as each other’s leech.94

Let our drums strike.



Drums

Exeunt


TEXTUAL NOTES

F = First Folio text of 1623

F2 = a correction introduced in the Second Folio text of 1632

F3 = a correction introduced in the Third Folio text of 1663–64

F4 = a correction introduced in the Fourth Folio text of 1685

Ed = a correction introduced by a later editor

SD = stage direction

SH = speech heading (i.e. speaker’s name)




List of parts adapted from “THE ACTORS NAMES” at end of F text

1.1.27 gum, which oozes = Ed. F = Gowne, which vses 101 hands = F2. F = hand fly = Ed. F = sit 200 SD Apemantus often spelled Apermantus in F 236 cost = F3. F = cast 310 I’ll … company. Later editors have assigned this line to FIRST LORD

1.2.0 SD Ventidius spelled Ventigius in F 28 ye’ve spelled ye’haue in F 31 ever = Ed. F = verie 37 thou’rt spelled Th’art in F 121 There = F. Sometimes emended to “Th’ear” 123 welcome = F2. F = wecome 125 SD Enter … playing placed sixteen lines earlier in F 146 SH LADY = Ed. F = Lord. 163 SD Enter Flavius placed ten lines later in F 179 SH SECOND = Ed. Not in F

2.1.7 more spelled moe in F

2.2.1 SH FLAVIUS = Ed. F = Stew. (throughout rest of F) 11 SH VARRO’S SERVANT = Ed. F = Var. 13 SH ISIDORE’S SERVANT = Ed. F = Isid. 46 broken = Ed. F = debt, broken 69 SH ALL SERVANTS = Ed. F = Al. 84 SH PAGE = F4. F = Boy. 114 sometime’t spelled sometime t’ in F 127 walk near spelled walk en eere in F 133 proposed = F2. F = propose 140 accounts spelled accompts in F 142 found = F2. F = sound. Some editors emend to summed 198 Flaminius = Ed. F = Flavius

3.2.3 SH FIRST STRANGER = Ed. F = 1 (throughout scene) 9 SH SECOND STRANGER = Ed. F = 2 (throughout scene) 24 SH LUCIUS = F2. F = Lucil. 62 sport = F. Sometimes emended to spirit 73 SH THIRD STRANGER = Ed. F = 3

3.4.1 SH FIRST SERVANT = Ed. F = man 4 SH LUCIUS’ SERVANT = Ed. F = Luci. 51 SH VARRO’S SECOND SERVANT = Ed. F = 2. Varro 94 SH HORTENSIUS = Ed. F = 1 Var. 95 VARRO’S FIRST and SECOND SERVANTS = Ed. F = 2 Var.

3.5.9 all luxurs = Ed. F = Vllorxa

3.6.22 behave = Ed. F = behooue 51 fellow = F. Sometimes emended to felon 66 Why, I = F2. F = Why 70 ’em = F2. F = him

3.7.1 SH FIRST LORD = Ed. F = 1 (F provides only numerals for the Lords’ speech headings throughout this scene) 51 SH FIRST and SECOND LORDS = Ed. F = Both 73 foes = Ed. F = Fees 74 tag = Ed. F = legge 79 SH SOME LORDS = Ed. F = Some speake 80 SH OTHER LORDS = Ed. F = Some other 84 with your = Ed. F = you with 106 SH THIRD LORD = Ed. F = 2 107 SH SECOND LORD = Ed. F = 3

4.1.13 Son = F2. F = Some 21 yet = F. Sometimes emended to let

4.2.44 does = F4. F = do

4.3.12 beggar’s = Ed. F = Brothers 13 lean = F3. F = leaue 15 say = F2. F = fay 16 grece spelled grize in F 91 tub-fast = Ed. F = Fubfast 125 window-bars = Ed. F = window Barne 141 SH PHRYNIA and TIMANDRA = Ed. F = Both 165 scolds = Ed. F = scold’st 196 thy = Ed. F = the 215 fortune = Ed. F = future 271 command = Ed. F = command’st 302 my = Ed. F = thy 382 swoon spelled swoond in F 397 son and sire = Ed. F = Sunne and fire 416 them = Ed. F = then 417 SH FIRST BANDIT = Ed. F = 1 (F provides only numerals for the Bandits’ speech headings throughout this scene) 427 SH OTHER BANDITTI = Ed. F = All. 453 villains = Ed. F = Villaine 495 grant’st = Ed. F. = grunt’st 513 wild = F. Sometimes emended to mild

5.1.5 Phrynia = Ed. F = Phrinica Timandra = F2. F = Timandylo 49 worship = Ed. F = worshipt 65 go naked, men = Ed. F = go, Naked men 122 in = F3. Not in F 134 chance = F3. F = chanc’d 159 sense = Ed. F = since 197 reverend’st spelled reuerends in F

5.2.1 SH THIRD SENATOR = Ed. F = 1 (F numbers afresh in this scene: thus the senator at line 6 is “2” and that at line 16 is “3”)

5.3.4 read = F. Sometimes emended to reared

5.4.80 corpse spelled Coarse in F




SCENE-BY-SCENE ANALYSIS

ACT 1 SCENE 1

The Poet, Painter, Jeweller, and Merchant meet outside Timon’s house, praising him and comparing what they have brought for him. The Poet’s contribution is a moral exemplum depicting the goddess Fortune, Timon, and his followers. When she spurns him, they abandon him. Timon enters, and after greeting all his “suitors” he agrees with a Messenger to pay the debt of “five talents” owed by “Noble Ventidius.” He is then approached by an Old Man who complains that one of Timon’s servants, Lucilius, “frequents” his house, attempting to gain his only daughter’s love, but that he is too poor and humble a match for her. Timon offers to give Lucilius enough money to satisfy the Old Man and allow him to marry and set up house with his daughter. The Poet, Painter, and Jeweller all present their offerings to Timon who accepts them, saying he will pay them all shortly. Apemantus enters, mocking and insulting all present. Alcibiades arrives and Timon invites him inside. Apemantus remains outside to insult two more Lords who arrive to the feast. They threaten him and he departs, after which they criticize Apemantus and compare him unfavorably with Timon and his generosity.

ACT 1 SCENE 2

Timon gives a “great banquet,” attended by Athenian lords and Senators, Alcibiades, Ventidius, and Apemantus. Ventidius, whose debt Timon repaid, has now inherited his father’s fortune and offers to repay what he owes, but Timon refuses. Timon greets Apemantus who claims he has come only to “observe.” He insults all and rails at the extravagance and all those who flatter Timon. Cupid enters with a masque of Ladies. The Lords dance with them. After Cupid and the Ladies exit, Timon calls Flavius to bring his casket. In an aside Flavius warns against the dangers of his excessive generosity. As the Lords are about to depart Timon gives them all rich jewels from his casket. Flavius attempts to speak to his master about his precarious financial situation, but Timon puts him off and asks for entertainment to be provided for more nobles who have just arrived bringing gifts of horses and greyhounds and an invitation to go hunting. Timon accepts everything and promises generous remuneration, although in another aside Flavius confesses that Timon’s coffers are empty and he is deeply in debt. Meanwhile Timon continues to give gifts to the Lords. When they have all finally gone, Apemantus confronts Timon with his folly, but he refuses to listen.

ACT 2 SCENE 1

A Senator who has loaned Timon money concludes that Timon is living beyond his means and that the situation cannot continue. He tells his servant, Caphis, to go to Timon and explain that he now finds himself in need and requests Timon to repay what he owes.

ACT 2 SCENE 2

Lines 1–55: Flavius is lamenting Timon’s situation and his refusal to listen to him but decides he must make him understand, when Caphis and two more Servants come to demand their masters’ money. Timon enters with his party who have been hunting. Caphis asks Timon for the moneys owed and is referred to Flavius, but he replies that he’s already applied to the steward and been put off. The other Servants complain of the same treatment. Timon sends his friends in while he demands an explanation from Flavius. Flavius suggests the Servants wait till after dinner while he makes Timon understand why they haven’t been paid. He and Timon go inside.

Lines 56–205: The Servants are about to follow when Apemantus and the Fool arrive; they decide to stay and have “some sport” with them. There is a general exchange of insults. Timon’s Page arrives and joins in. Timon and Flavius reenter and Apemantus and the Fool leave. Flavius asks the Servants to stay nearby and he will speak with them “anon.” Timon then expostulates with Flavius as to why he hasn’t explained his situation before, and Flavius explains that he has tried on many occasions but Timon always refused to listen. Timon suggests selling his land but Flavius confirms it is mortgaged or already lost. He explains how hard and honestly he has worked and how much sorrow he has felt. Timon, however, is optimistic that he can rely on his friends to assist him now and sends his Servants to Lucius, Lucullus, and Sempronius to ask for “fifty talents.”

Lines 206–48: The Servants leave and Flavius confesses that he has previously approached Lord Lucius and Lucullus but they both refused; with their “cold-moving nods” he was frozen into silence. Timon refuses to be downcast and argues that that’s because they’re old, but that if he goes to Ventidius, who is now rich and whose debts Timon repaid when he was poor, he will give him the five talents owed. However, Flavius fears that Timon will be disappointed again.

ACT 3 SCENE 1

Timon’s servant Flaminius is waiting for Lucullus. When Lucullus arrives and sees Flaminius, he assumes that Timon has another gift for him. When he understands that Flaminius is there to borrow money he refuses, flatters him and gives him “three solidares” to say he hasn’t seen him. Flaminius is disgusted and throws the money back at Lucullus who tells him he’s “a fool and fit for [his] master.” Flaminius curses him and his ingratitude.

ACT 3 SCENE 2

Lucius and three Strangers discuss Timon’s affairs. Lucius cannot believe that Timon is really in need and is shocked when he hears that Lucullus refused him money when Timon asked. He claims that he would not behave so if Timon had applied to him. Servilius arrives with a note from Timon asking for five hundred talents. Lucius thinks he must be joking, but when he realizes he’s in earnest, regrets that he’s unable to help because only the day before he spent a sum of money. He sends his good wishes, however, and leaves. The Strangers discuss Lucius’ ingratitude in the face of Timon’s previous generosity.

ACT 3 SCENE 3

Sempronius tells another of Timon’s Servants that he cannot understand why Timon has applied to him for money rather than Lucius, Lucullus, and Ventidius. The Servant explains that they have already refused his requests, and Sempronius then refuses on the grounds that Timon didn’t apply to him first but to these others and leaves. The Servant sees through his excuse, calling him a “goodly villain.”

ACT 3 SCENE 4

Timon’s creditors’ Servants are all waiting for him outside his house. Flavius appears and says he has nothing left. Timon enters “in a rage” and is immediately beset by the creditors calling in their debts. He exits cursing them and they believe he’s mad.

ACT 3 SCENE 5

Timon enters, still angry. Flavius tries to calm him, but Timon tells him to invite all his “friends” to one more feast. When Flavius objects that there’s hardly any food left, Timon tells him not to worry, just invite them and he and his cook will provide.

ACT 3 SCENE 6

Alcibiades pleads with the Senators to excuse a soldier friend for killing another man in anger. The Senators, however, refuse his request, even when he extols his friend’s previous brave deeds in defense of Athens, and insist on the death penalty. Alcibiades then urges his own reputation and their debt to him. In response the Senators banish him and say that he will himself be executed if he doesn’t leave Athens within two days. Alcibiades is furious and curses them for their ingratitude.

ACT 3 SCENE 7

The Lords have all gathered at Timon’s for his feast. They presume he was merely testing them when he asked for money and they all make their excuses as to why they were unable to help him. When Timon arrives he dismisses their fears, telling them not to worry. The banquet is brought in covered dishes and the guests expect a pleasant feast. They discuss Alcibiades’ banishment. Timon bids them all draw near and encourages them to sit down. He speaks a lengthy paradoxical grace, concluding that “these my present friends” are “nothing” to him “and to nothing are they welcome.” He concludes bitterly “Uncover, dogs, and lap!” as the covers are removed from the serving dishes to reveal warm water and stones. Disillusioned Timon now rails at and curses his guests, throwing the water and stones at them. The Lords conclude that he has gone mad.

ACT 4 SCENE 1

Standing outside the walls of Athens, Timon looks back on the city and curses it and all the inhabitants, desiring misfortune for them and the growth of his own hate “To the whole race of mankind, high and low! Amen.”

ACT 4 SCENE 2

Timon’s Servants question Flavius about Timon’s change of fortune, scarcely able to believe the ingratitude shown by his previous friends. They are still loyal to Timon and embrace before parting “rich in sorrow, parting poor.” Flavius says he will seek Timon out and continue to serve him.

ACT 4 SCENE 3

Lines 1–186: Alone in the woods, Timon reflects in disgust on the world and the nature of mankind. While digging for “roots” he finds gold and curses the terrible effects “This yellow slave” has on society. He hears a drum and Alcibiades enters, accompanied by Phrynia and Timandra. Although Timon calls himself “Misanthropos,” Alcibiades recognizes him but doesn’t know what has happened to him. He offers friendship, but Timon is scornful and bitter. He offers him gold, which Timon refuses, but when he learns that Alcibiades is marching against Athens he offers him the gold he has just found in the earth to destroy the city. Alcibiades takes it and Phrynia and Timandra ask for some. He tells them to lift up their aprons and then he throws it at them, cursing them and instructing them to ruin as many men as they can with venereal disease. The drum strikes up and Timon tells them all to be gone. He doesn’t wish to see even Alcibiades again.

Lines 187–300: Timon continues to dig after they leave, asking nature to send him a root to eat and is delighted when he finds one. Apemantus enters, having heard that Timon is now behaving in the same way as he does, cursing and railing at society. Timon curses him and Apemantus tells him that his melancholy is merely a response to his misfortune, that such behavior isn’t natural to him. He should now learn to behave like all those flatterers used to do to him and repay them in that way, rather than “assume my likeness.” They argue and continue to insult each other. Apemantus says it’s just Timon’s pride; he’d be “courtier” again if he weren’t a beggar. If his misery were real, he’d wish to die. Timon says that if Apemantus had been rich and fortunate, he’d have wasted and rioted everything away. He has no reason to hate people; his curses should be directed at his father.

Lines 301–416: Apemantus offers him food, which Timon refuses. He shows Apemantus the gold he’s found but now scorns and tells him he would poison him if he could. Apemantus tells him “The middle of humanity thou never knewest, but the extremity of both ends.” He tries to reason with Timon, asking who was ever loved when all their money was spent. Timon replies, asking who was ever loved without money, to which Apemantus replies, “Myself.” Timon replies he must have had enough to keep a dog then. When asked what he would do with the world if he had the power, Apemantus replies that he would “Give it to the beasts, to be rid of the men.” But Timon argues that this is an unworthy ambition and details all the hazards of animals’ lives. They continue to argue and insult each other. Timon, though, is “sick of this false world” and wishes only to die and be buried by the shore, “where the light foam of the sea may beat / Thy gravestone daily.” He composes his own epitaph. Apemantus says he will say that Timon has gold and that everyone will want to come and visit him. However, Timon only wants him to go, and Apemantus leaves.

Lines 417–76: Some bandits enter discussing Timon’s gold and determined to take it from him. He accuses them of being thieves, but they say they need the gold. He says all they need is food, but they say they cannot live like animals. Timon contemptuously gives them gold and tells them to go and destroy themselves with it, claiming that everyone and everything is a thief, including the sun, who “with his great attraction / Robs the vast sea” and the moon, “an arrant thief / And her pale fire she snatches from the sun.” The bandits are so convinced by his argument that they contemplate giving up their “mystery” (craft) or “trade” and leave.

Lines 477–559: Flavius enters. He is shocked by the sight of Timon and contemplates his misery and ruin with grief and pity. When he makes himself known to his old master, Timon refuses at first to believe he had any “honest man” about him, but seeing the steward’s grief, he accepts that there is indeed “One honest man,” but he is still suspicious and asks Flavius if his kindness is not for some cunning end. Flavius denies it, adding that Timon should have been more suspicious of others’ motives earlier. Flavius says his only wish is for Timon to be restored to his former fortune and position. Timon believes him and gives him gold, telling him to “Go, live rich and happy” but warning him not to give it away to men. Flavius begs to stay and comfort his old master, but Timon tells him to go and never see him again.

ACT 5 SCENE 1

Lines 1–121: The Poet and Painter arrive looking for Timon, having heard that he now has gold again. They assume it has been an act on his part to test his friends in Athens and that he will resume his old lifestyle so that it is worth their while visiting him to “tender our loves.” They haven’t brought him anything but promise to make him something in the future. Timon overhears their plans, making cynical asides about them and their moral worth. Timon steps forward and greets them, calling them “two honest men.” The Poet says he is shocked by the ingratitude of Timon’s friends. Timon flatters them, claiming that being “honest” as they are is the best demonstration of the ingratitude of the rest. They say they have gratefully received his generosity in the past and have come to offer their service. Timon makes them confess that they have heard he has gold, but they deny that is the reason for their visit and he ambiguously claims that they “draw’st a counterfeit / Best in all Athens.” Nevertheless, he says they have a fault, they trust a “knave / That mightily deceives [them].” He plays with them until finally telling them that they themselves are the cheating rogues and he throws stones at them, challenging them to “make gold of that.” Timon retires to his cave.

Lines 122–249: Flavius arrives with two Senators but warns them that Timon will not receive them. Flavius calls to him and the Senators offer apologies for their ingratitude and ill-treatment. The Senators now wish to make amends and offer him honors and the “captainship” of the city in their battles against Alcibiades. Timon is unmoved, however, and repeats “I care not.” He claims that he is writing his epitaph and will soon cut down the tree near his cave, but he has one piece of advice to his fellow Athenians, to come and hang themselves from it before he does so. Timon’s thoughts are now only of his death and he retires. The Senators leave to return in haste to Athens.

ACT 5 SCENE 2

Two more Senators discuss a Messenger’s report that Timon is helping Alcibiades. The Senators from the previous scene enter and confirm that Timon has refused to help Athens.

ACT 5 SCENE 3

A Soldier enters, seeking Timon. He finds a grave; the epitaph suggests it must be Timon’s. Claiming that he is unable to read, he says he’ll take a wax impression and get Alcibiades to interpret it, confirming that Alcibiades is now camped in front of Athens, whose conquest he intends.

ACT 5 SCENE 4

Alcibiades and his army stand before Athens. He sounds “a parley” and the Senators appear to speak to him. He accuses them of the former wrongs he now intends to right. They claim to have tried to make peace with him and to have offered Timon recompense. They now offer to open their gates and let him enter in peace and take “the destined tithe” (i.e. kill 10 percent of the population as a punishment for the city’s ungrateful treatment). They point out that not everyone has done wrong and it is not fair to punish them all. He will gain more by friendly treatment than violence. Alcibiades agrees to enter peaceably and that he will punish none but the enemies of Timon and himself. A Messenger enters with the news of Timon’s death and Alcibiades reads the wax impression of his epitaph. He agrees to “Make war breed peace” and heal the city and orders the drums to strike.


TIMON OF ATHENS
IN PERFORMANCE:
THE RSC AND BEYOND

FOUR CENTURIES OF TIMON: AN OVERVIEW

Written around 1605, there is no record of the play’s performance before the Restoration adaptation of Thomas Shadwell’s The History of Timon of Athens, the Man-Hater in 1678. There are a few scattered allusions to suggest that it may have been acted before 1623. The reasons generally cited for the play’s lack of popularity—no familial or love-interest and an unsatisfying, incoherent plotline—have produced a patchy stage history. Shakespeare’s text wasn’t played complete until the late nineteenth century, and it wasn’t until the late twentieth century that it could be said to have come into its own. Despite a sense that its ideas and experiences chime in many ways with the contemporary zeitgeist, Timon of Athens remains one of the least popular and least performed of Shakespeare’s plays.

Early adaptations attempted to remedy what were seen as its defects, hence Shadwell’s adaptation introduced a faithful mistress, Evandra, and flirtatious betrothed, Melissa, as rivals for Timon’s love, capitalizing on the recent innovation of actresses playing women’s parts. Dedicated to the Duke of Buckingham, it was read as satire (John Kelly’s unsuccessful Timon in Love at Drury Lane Theatre in 1733 was a translation of a French comedy based on the writings of Lucian and doesn’t relate to Shakespeare’s play). There were later English adaptations: James Love (1768), Richard Cumberland (1771), and Thomas Hull (1786). These all built on Shadwell’s work. Cumberland replaced the character of Apemantus with Timon’s daughter, Evanthe, with whom Alcibiades falls in love. Timon is finally “unveiled” as “a sweet old man whose gruff exterior covers a doting father,” signifying, as theater historian Francelia Butler points out, “We have now moved far from any meanings in Shakespeare’s play.”68 It was Cumberland’s version that was staged by John Philip Kemble at Drury Lane with himself as Timon. Interest in ancient Greece had been revived by the publication of James Stuart’s The Antiquities of Athens (1794) and inspired the spectacular scenery for Kemble’s 1815 revival, which included “an accurate vista of Athens.”69 The print of Kemble in the role from 1785 looks forward to romantic Victorian readings and was used as the frontispiece for Bell’s edition of the play.

There is a history of translation and adaptation of Timon for stages in Germany and France in the eighteenth century and for Japan in the early twentieth.

F. J. Fischer translated and adapted a three-act version and the poet Friedrich Schiller intended to adapt it himself. The first German production by Dalberg at Mannheim in 1789 made Timon the lover of Timandra and murderer of Sempronius. The next German production in 1871 introduced a host of new characters and songs. The “freest of all the versions of Timon”70 by Heinrich Bulthaupt at the Hof-und-National Theatre in Munich 1882, described as an “ironical travesty” of Shakespeare, included a housekeeper, daughter, and son-in-law for Timon. Its popularity, however, was attested by numerous revivals throughout Germany. In 1910 Paul Heyse’s translation of Shakespeare’s text, which condensed the play into three acts, was performed with elaborate sets at Munich’s new Shakespeare theater.

The earliest French versions of the Timon story are based on Lucian’s writings and not related to Shakespeare’s play, but it is surmised that Molière’s most famous play, Le Misanthrope (1666), was influenced by Shakespeare’s Timon.71 Several translations were made in the late eighteenth century, including Pierre Letourner’s and Louis-Sebastian Mercier’s. The latter version was produced in 1794 during the French revolution; Timon “becomes a mouthpiece for the political unrest of the age” and it included “a diatribe against Robespierre” in the Preface.72

Charles Lamb’s English 1816 revival at Drury Lane presented a fuller, more authentic version of the play but it still excised all those elements deemed offensive—sexual references, curses, and whores—and included a section of Cumberland’s conclusion. Its chief merits were spectacular scenery and Edmund Kean’s Timon: “With respect to the scenery and other mechanical matters, the piece was excellently got up”;73 “Mr. Kean of course personated the principal character, upon which almost the whole interest of the play depends. It is certainly one of those parts in which his peculiarity of manner, his rapid transition of countenance, and the harshness of his voice, are employed to great advantage.”74 Its chief demerits were judged to be the play itself: “This is not a bad version of Shakespeare’s play; it fails, as does the original, in female interest, but possibly that did not matter so much when a Kean could play the leading role.”75

[image: ]

9. John Philip Kemble’s Romantic Timon: his spectacular 1815 staging for Drury Lane included “an accurate vista of Athens.”

In the nineteenth century, the play was regarded as offering a useful moral exemplum. Theater historian Gary Jay Williams argues that,


On the Victorian stage, the play was realized in idealized and sentimental terms. Those two noble Athenians, Timon and Alcibiades, were seen as the victims of greed, corruption and ingratitude. Timon was a good and generous man, driven to hate and madness by the inhumanity of unworthy friends, but avenged in the end by the stalwart Alcibiades. Neither the shallowness of the early Timon nor the intensity of his later satire and nihilism was squarely faced. Also, Alcibiades was simplified and made a noble hero.76



Samuel Phelps’s production at Sadler’s Wells in 1851, and revived five years later, was the most successful and the most complete version of Shakespeare’s play to date, cutting only 20 percent of the lines and including all Shakespeare’s characters except the Fool. Praise was again accorded the spectacular panoramic scenery and Phelps’s performance as Timon, but even more to his meticulous attention to every detail of production.77

There are references to but no reviews of the production staged in Manchester in 1864 by Charles Calvert. F. R. Benson revived the play in 1892 for the Shakespeare Festival, Stratford-upon-Avon, and took the leading role. According to one eyewitness:


there is really only one “part” in Timon of Athens and that was played by Mr. Benson and played well. The change from the graceful and gracious lord to the bitter and broken misanthrope was skilfully worked out. The five acts were thrown into three, to hasten the action, and the scenery was pretty if not always true to reality. The music was necessarily incongruous.78



J. H. Leigh’s 1904 production at the Court Theatre was based on Benson’s version, but in place of the masque it introduced “a lovely ballet, and a Cupid who might have strayed out of Offenbach’s Belle Helène.”79

The first American production was N. H. Bannister’s at the Franklin Theater in New York in 1839. In 1910, Frederick Warde, who had played Flaminius in Calvert’s 1871 production, adapted the play and took it on an American tour, opening at the Fulton Opera House in Lancaster, Pennsylvania. It was an “elaborately staged” free version of Shakespeare’s play that included “a pantomime, called The Senses, together with a Greek dance” and ended with “a procession of soldiers and citizenry following Timon’s body as it is borne along in lamentation.”80 A successful Japanese version was staged by Koshu Kojima for the Shintomiza Theatre of Tokyo in 1914 called The Sound of the Bell.81

Robert Atkins, influenced by William Poel’s ideas on recreating Elizabethan stagings for Shakespeare’s plays, directed all of them during his tenure at the Old Vic and played Timon himself in his 1922 production there. In 1935 at the Westminster Theatre, Nugent Monck’s production, in which the text was again extensively cut, was negatively received, despite a score written by the young Benjamin Britten and the inclusion once again of a ballet in place of the masque.

Willard Stoker’s 1947 staging for Barry Jackson’s Birmingham Repertory Theatre was updated and presented in modern dress, with the Senators as Athenian businessmen and Apemantus as “an out-at-elbows Bohemian of the Aldous Huxley period—a discharged reporter, insolvent artist or ham actor.”82 The second half took place “beside a bomb crater overlooked by a huge howitzer.”83 While reviewers praised the innovation of modern dress and John Phillips’s Timon, the second half of the play was still felt to pall. In Tyrone Guthrie’s 1952 production at the Old Vic the play “was approached not as a tragedy but as a satire against materialism.”84 This was felt ultimately to detract from the play, despite praise for Tanya Moiseiwitsch’s set and André Morell’s performance as Timon: “Guthrie’s view of Timon is an understandable one and a welcome, sharp rejection of the idealized Timon, but it can account theatrically for only the first half of the play.”85

Critics were divided over Michael Benthall’s 1956 production, again at the Old Vic, with Sir Ralph Richardson as Timon. Williams calls it “an ambitious but conspicuous failure” while acknowledging that “it remains in memory today as a major reference point in the play’s performance history.”86 Five hundred lines were cut and the playing time was reduced to two hours, including a fifteen-minute interval. Leslie Hurry’s set was admired and Caryl Brahms advised: “The playgoer should see this Timon—if only for the magnificent coup de théâtre … in which Timon casts down his cloak while through the gauze-drop the flames lick at his burning palace.”87 While the critic of Theatre World thought “His Timon … one of the really outstanding performances seen at the Vic in recent years,”88 the majority felt that Richardson was simply miscast as any sort of misanthropist. Kenneth Tynan summed it up as not so much a “study of benevolence warped by ingratitude” as “the story of a scoutmaster betrayed by his troop.”89

For the 1963 Stratford Festival, Ontario, Michael Langham updated the play and included an original jazz score by Duke Ellington—Gregory Doran reprised it in his 1999 production for the RSC, discussed below. Critics were once more divided despite appreciation for individual performances, especially John Colicos’s Timon, played “at the outset, [as] a sleek young millionaire in red brocade dinner jacket” with Apemantus “a newspaper man with drooping cigarette and tie askew” and an Alcibiades who “suggests Fidel Castro in uniform and beard.”90 However, Howard Taubman of the New York Times thought the production, which went on tour to the Chichester Festival the following year, “gets in the way of the play rather than serves it.”91

After a three-year respite Peter Brook returned to the theater to direct Jean-Claude Carrière’s translation Timon d’Athènes at the burned-out, dilapidated Parisian Théâtre des Bouffes-du-Nord in a production that provoked strong critical response, in the first instance to the venue itself:


Clearly the Bouffes-du-Nord was the play’s natural environment. Following a fire, the theatre remained unused for 25 years—until Brook discovered it: a “lost” theatre for a “lost” play. Instead of reconditioning the building, Brook left it untouched—a scarred battered hulk. During the play’s run it was a cracked-mirror image of the depleted civilization depicted on stage.92



He created a circular acting area from what had been the front stalls: “Brook was obviously aiming at intimacy—and achieving it. In the first scene it was impossible to distinguish the actors (in relatively modern dress) from the spectators crouching around the edge of the playing area.”93 The houselights were kept up so that “All that harsh lighting and that conspicuous absence of décor were to form a harshly Brechtian background.”94 François Marthouret’s Timon was “very young and graceful and naively, smugly messianic in his philanthropy, [he] smiled his way through the early part of the tragedy with a beguiling benevolence: calm, clear-voiced and perfectly controlled. A radiant performance from an unknown actor.”95

The New York Times’ critic commented that “For Brook, the play is really about the society, rather than about the men,”96 a view enhanced by the production’s “special features” as defined by Ralph Berry, such as the “oriental touches” and presence of “Arab culture” in the production, as well as the prominence given certain roles:


Apemantus is played by a black actor, dressed in the style of an Algerian labourer (say) from the poorer quarters of Marseilles. He implies a kind of Third World critique of Timon’s frivolity and extravagance; and to the last he has not time for Timon’s (equally self-indulgent, as he sees it) railings. Alcibiades’ part is projected with great force: he ultimately, is the symbol of the military coup which is the only resolution to the decadence and corruption of Athens. At the last Alcibiades, in dark blue dress uniform with a red cloak thrown over one shoulder, stands against the bare concrete wall to deliver his final appraisal of the situation … It is a haunting final image to Brook’s fable for our times.97



In 1981 Jonathan Miller directed a version for the BBC Shakespeare. Filmed entirely in “vast studio sets,”98 Miller updated the play to:


Elizabethan times and costumed the men, entirely in black with white ruffs, as Spanish grandees at the court of Philip II of Spain. The set consisted of massive pillars, which reappeared in more stunted form in the second half, while Timon’s cave was like a Second World War gun emplacement with a blockhouse in the background.99



The majority of critics thought Jonathan Pryce “an obvious choice for the part of Timon”:100 “Timon’s snarling misanthropy … suits Mr Pryce’s style perfectly.”101 Stanley Wells, however, was less convinced, approving of the opening episodes: “Jonathan Pryce makes Timon young, courteous, self-effacing, touchingly naïve in the pleasure that he takes in pleasing,”102 but arguing that in the last acts “his anger and despair need stronger control over the eloquent language.”103 There was universal dislike of John Bird and John Fortune’s comic duo as Painter and Poet but praise for Diana Dors’s voluptuous Timandra and unqualified approval of Norman Rodway’s suave Apemantus and John Welsh’s “touching”104 performance as the faithful steward.

Simon Usher’s updated, pared-down version for the Haymarket Studio Theatre used only seven actors in total. With little textual cutting, minor roles were condensed in a stylized production that employed characters speaking in unison and music to underscore “choric and poetic moments.”105

Michael Langham returned to Timon and the Jazz Age in 1994, selecting it to open the third season of the National Actors Theatre in a production which “against all the odds … enthralls the Broadway audience.”106 Timon, “played expansively by Brian Bedford,”107 was intentionally modeled on Jay Gatsby (the hero of Scott Fitzgerald’s novel The Great Gatsby). Brian Kulick’s 1996 production for the Public Theater/New York Shakespeare Festival at the Delacorte Theater in Central Park was described as “viewer-friendly” but offered “the feeling of an allegorical comic strip.” It was the “director and designers, whose inventiveness is prodigious, who are the stars here, not the actors.”108 Michael Cumsty’s Timon was compared unfavorably with Bedford’s two years earlier in which Timon’s “rose-coloured benevolence and black cosmic anger emerged as flipsides of a compulsive, childlike nature … in a performance [that] gave a credible personal center and … an emotional continuity to a rough-hewn fragmentary work.”109

In 1997 Penny Metropulos regarded the play as a “Shakespearean work-in-progress” and hence took a number of liberties with it in order to “fit the text to the Oregon Shakespeare Festival stage and find a straight storyline for her actors.”110 In her production at Shakespeare’s Globe in 2008, dubbed by many a “sub-prime” version in its timeliness, Lucy Bailey didn’t take liberties with the text but directed her “highly compelling revival” with “a superbly reckless bravura.”111 Her idea of Timon was “to see this man-eating world in terms of carrion and their prey”: “I was very influenced by Hitchcock’s The Birds in this and I wanted to create this very frightening world of vultures. I also wanted to create a whole world of acting above the audience that would interrelate with them.”112 Her vision was realized by constructing


a net over the groundlings above which the cast, doubling as aerialists, swing and chatter and crouch and bounce, like birds of prey waiting for the first sniff of Timon’s exposed meat. Veering from a mad aviary to a mordant anus, the production shows the hero explicitly defecating and rubbing the runny result in the faces of the flattering Poet and Painter in a contemptuous Marxist gesture about the exchange value of money.113



Even those critics who didn’t care for the production felt, like Michael Billington of the Guardian, that “Bailey makes some good points.”114 The majority, though, were warm in their admiration, leaving one critic admitting that it “leaves you perversely wondering if Bailey’s revival isn’t better than Shakespeare’s play.”115

AT THE RSC

Shakespeare’s “Most Neglected” Play

The 1965 RSC program describes Timon of Athens as “one of Shakespeare’s most neglected plays”; other evaluations have been less diplomatically phrased. Although included in the First Folio in 1623, there is no evidence that Timon was known, printed, or performed during Shakespeare’s lifetime. For centuries regarded as an unfinished draft, due to its internal inconsistencies, it is now accepted as a collaboration between Shakespeare and Middleton.

The first English performance of the Folio text seems to have occurred in 1816; when the RSC produced Timon in 1965 the play had had only eight previous English productions of any significance in its 360-year lifetime. Since Barry Jackson’s unexpected and influential modern-dress production in 1947 (“a fiercely contemporary satire” in which Timon “took refuge in a desolate bomb crater overlooked by a threatening howitzer gun”),116 the production rate has increased—though not to a major extent, despite the play’s apparent relevance for our era. It is still very rarely performed.

The RSC itself has staged the play only three times—on the main stage in 1965 and 1999, and at The Other Place in 1980; to these should be added a rehearsed but canceled production for the Royal Shakespeare Theatre in 1971. In the 2006–07 Complete Works season Timon was represented by a coproduction between the RSC and Cardboard Citizens, a company dedicated to theater work “with, for and by homeless and ex-homeless people.” This was performed in a new modernized version radically adapted for the company by Sarah Woods; it played very briefly at the Shakespeare Birthplace Trust—an artistically exciting and appropriate collaboration, but not one that would increase the original play’s exposure significantly.

Directorial Reshaping

Although Timon is one of Shakespeare’s shorter plays, all the RSC directors have done a certain amount of cutting, and almost all in the same ways, removing minor characters such as the Fool and Page in the first half, streamlining the action heavily after Timon’s death.

Timon is very much a play of two halves, with contrasting settings and tone, “divid[ing] in the middle as symmetrically as the two halves of an apple: … one … sweet, the other worm-ridden and mouldy.”117 The second half is challenging to stage, as it is highly static, not much more than a litany of curses, with little development; Michael Pennington (who played Timon in 1999) commented, “The writing between the tirades is quite uneven and it is tempting to rearrange it … trying to impose a more obvious build.”118 In 1965 Schlesinger did exactly that, reordering the sequence of visitors so that the bandits followed Alcibiades, to be followed in their turn by Poet and Painter, then Apemantus, and finally Flavius and the Senators. This appears to have worked well: Gareth Lloyd Evans, writing in the Guardian, considered the experiment proved that “really intelligent minimal cutting and transposition of Shakespeare’s scenes do little harm.”119

In contrast, although Pennington and Doran did explore re-sequencing the episodes in 1999, finally “some scruple held [them] back, some sense that the jagged music of Shakespeare’s experiment might be more rewarding than [their] dull editing”;120 the script here remained unchanged and they did not regret their decision.

1965: Satire or Tragedy?

The RSC’s first production was directed by John Schlesinger, then known primarily as a film producer, and featured Paul Scofield as Timon; it also had unusual influence over future productions in that it included in minor roles both of the RSC’s future Timons, Richard Pasco and Michael Pennington. The music was written by well-known classical composer Richard Rodney Bennett; the season’s resident designer, Ralph Koltai, was responsible for set and costumes.

Schlesinger’s reading of the play was as satire rather than tragedy. He set out his vision at length in a program note:


At the start of Timon you watch a self-indulgent, decadent society, and at the centre of it a man, seemingly respected and loved, whose generosity is over-lavish. His friends deny him and he plunges into violent misanthropy.

But can a man who goes suddenly to such neurotic excesses of human loathing be simply a noble creature crushed by misfortune and ingratitude? Nowadays it is common knowledge—and Shakespeare must have known it intuitively—that a man’s surface behavior is often the reverse of his true self.

Timon’s generosity is to me suspect. The only way I can make sense of the extreme plunge into morbid hatred is to suppose that the open-handedness of the first act is mainly a fantasy life which Timon subconsciously uses to suppress his real nature, his isolation and inability to make any genuine human contact. In the second act Shakespeare shows us not so much a man changed by misfortune as revealed by it.

I find the tone of the play ironic and critical, rather than tragic.121



The production was set in classical Athens, though the costumes also had a timeless quality to them, long robes and medallions combined with leather trousers and high boots for the soldiers—Milton Shulman mentioned “costume affinities with the North-West frontier.”122 The exiled Timon wore a long, stained shift, becoming increasingly filthy as Act 4 progressed—yet photographs also indicate a consistent upper-class arrogance of posture and expression in him throughout. This Timon was not one whose suffering reduced him to a beast.

The set was initially “gorgeously Oriental, evoking Babylon rather than Athens”123 with bold strong colors, “yellow, white and sharp blue,”124 before giving place to “the wasteland isolation of the Waiting for Godot landscape”125—a central marble floor panel cleverly transformed into a large sandpit, Timon’s “cave.” Toby Young describes the play’s visual effect in some detail, highlighting the creative interaction between director, designer, and lighting designer, John Bradley:


[The production boasts] splendid sets by Ralph Koltai—his usual sliding blocks of coloured, textured masonry in the first act provide a feeling of the luxury of Athens: and in the second half, a sandy trench, a dead tree, and lighting that picks the characters out starkly against the black cyclorama behind. The big set pieces … are enlivened with ingenious inventions … [and] subtle touches, the beggars sitting at the corners of the stage during the feasts, for example, or the figures that appear on the balconies to point the scenes (for example a clerk with an abacus when Timon’s accounts are in question).126



Reactions to the production were mixed. But although many of the minor reviewers were cautious, the mainstream critics expressed enthusiasm. Evans said the RSC had “resurrected Timon of Athens and brought it home in triumph”;127 Bernard Levin called it a “deep and moving tragedy … a long-under-rated play … [with] unsuspected depth”;128 Herbert Kretzmer commented, “The Royal Shakespeare Company have now added another splendour to a list already long with honours.”129 Penelope Gilliatt’s response in the Observer was more analytic but no less positive. Under the headline “A Triumph of Pessimism,” she asked:


Why is it that the extremes in art should sometimes be rather bracing? In life the company of nihilists and misanthropes is dismal, but in Beckett or Strindberg it can be exalting. How on earth is it that the ferocious wretchedness and self-distaste that rages in Lear and Swift should have an effect that is really quite bracing? … One of the supreme examples of this tonic bleakness is Timon of Athens, which has just been produced at Stratford … with a thrilling Jeremiah of a performance by Paul Scofield. Someone once called this play “the stillborn twin of ‘Lear.’ ” It is a rather terrifying foetus, dramatically scarcely formed at all but with a terrifyingly world-weary gaze.130
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10. RSC 1965, directed by John Schlesinger. The feast scene showing Timon (Paul Scofield) serving his friends warm stones, Act 3 Scene 6: the set was initially “gorgeously Oriental, evoking Babylon rather than Athens.”

Perhaps the most interesting response came from Mervyn Jones, critic for the left-wing publication Tribune. To an England that had just discovered Beckett and where staging Brecht was still controversial, Timon expressed a very similar worldview, and many reviewers highlighted the parallels. Jones suggested, ironically, “that Timon of Athens was written by Bertolt Brecht,” continuing, “if so, John Schlesinger’s production is certainly on the right lines” (appreciative comments by several reviewers on the actors’ successful use of direct address to the audience support this stylistic evaluation). Jones then proceeded to critique the production in accordance with his theory, quoting Marx and Freud to support his points:


We must see [Timon] as a product of his society, fatally infected with its vices … Throughout, we see a man enslaved by his role and insulated from reality: a man whose whole life, whether as popular host or as a misanthrope, and indeed whose death is a pose.131



He concluded, “[Scofield] is the definitive Timon of our age … It is a performance of great discipline and intelligence.”132

This response to Scofield himself was echoed by less radical reviewers; comments such as “towering” and “magnificent” were constantly repeated, with particular emphasis on Scofield’s vocal ability, the “discordant sweetness”133 of his voice, “now darkly bronze, now glinting in silver.”134 Charles Graves, in a perceptive essay in the Scotsman, commented on his characterization:


Timon is accused of madness, but Mr Scofield quite rightly never attempts to exhibit Timon as mad in the sense that Lear is mad, though we feel that his new-found philosophy is different from that of Apemantus in being the fruit of bitter experience, while Apemantus in setting himself apart from humanity, is assuming something of a Byronic attitude.135



The Leamington Spa Courier’s critic also contrasted the two:


Apemantus, professional cynic and commentator on mankind, is the one who most nearly establishes a relationship with Timon. He, in a sense, is the pivot of the play, for Timon recognises in him what he himself failed to be: a lonely man who has accepted the fact of loneliness. Played with less dignity, Apemantus could rock the balance of the play, but Paul Rogers brings authority and the essential touch of humanist compassion to a perfectly-poised interpretation.136



There was also praise for the other minor characters: Young found the grizzled Brewster Mason “dignified and heroic as Alcibiades,” though older than expected. The Times’ reviewer felt that “the false friends [were] neatly distinguished,” singling out “Timothy West as Lucius, trapped at the barber’s and writhing in his chair in mixed agonies of physical and moral discomfort,”137 while Evans particularly admired “David Waller’s Lucullus, a vicious, tittering spiritual and physical libertine, looking like the dark side … of Frankie Howard’s comic unctuousness.”138 He also commented ironically that “for those who hourly expect orgies from Mr Hall’s organization, Janet Suzman and Elizabeth Spriggs provide the data without overstepping the mark.”139

1971: Timon in Masks—Canceled

Only six years later, another mainstage production was scheduled and rehearsed, with Derek Godfrey as Timon, Gordon Gostelow as Apemantus, and Bernard Lloyd as Alcibiades. Unfortunately, this was canceled at the last minute due to the illness of the director, Clifford Williams. However, rehearsal photographs, program and other archive material give a very clear indication of the production’s intentions. Williams had directed an immensely successful and much revived Comedy of Errors in 1962. This had a strong commedia influence, and Williams had a background in physical theater and mime; he was drawing on all this for his production of Timon. The production records show a strongly stylized and physical production, with a set consisting of numerous glass cubes and a dead tree, and actors wearing individualized dark and white commedia-style masks throughout.

The program is dominated by full-page illustrations, offering the audience a range of visual references through which to interpret the play: on the cover the lines “Timon is dead, entombed upon the very hem of the sea” are superimposed on a stylized line-drawing of sun and waves. The images inside include, in order, de Chirico’s metaphysical Masks (1917), Oppenheim’s Cannibal Art (1959), Dali’s surreal Premonition of Civil War (1936), an AD 331 Roman wall painting of a tiger pouncing on a sheep, and Dürer’s 1520 woodcut, The Triumphal Car of Emperor Maximilian, showing the emperor driven by Reason and accompanied by embodiments of the human virtues.

Of the verbal quotations featured, Muriel Bradbrook’s 1968 comments perhaps give the clearest indication of Williams’s intentions:


Let us call [Timon] “no play but a show”: an experimental scenario for an indoor dramatic pageant. In modern terms it might be called an anti-show; in Jacobean ones: A Dramatick Shew of the Life of Timon of Athens … together with the City Vice of Usury in diverse Senators, the snarling asperity of prideful Scholars, and the mercenary decline of Poetry and Painting … All displayed in sundry variety of dramatick utterance, chiefly by way of Paradoxes.140



Although it seems that the cast at the time had reservations about both play and interpretation, this production showed all the signs of a highly exciting and innovative look at Timon, and it is a great loss that it did not go forward. It would be another nine years before another production would be staged, and this time not on the main stage but in the studio theater.

1980: Timon in Japan—at The Other Place

When challenged by the press in 1980 about why it had taken so long for the RSC to produce another Timon, artistic director Trevor Nunn replied that far from the company “overlook[ing the play,] … they had so many directors yearning to produce it, they could not decide whom to choose.”141 The prize went to Ron Daniels, who had been the director responsible for The Other Place for the past three years. The “rough theater” approach and the intimacy of the studio setting had gained The Other Place an enthusiastic following since it opened in 1973. However, this was clearly also a low-risk strategy for a difficult play.

In any event, the production proved a resounding success. In 1965 criticism of the play itself had been mixed, though production and performers had won plaudits, but here the overwhelming response of the press was that the play itself deserved airing. It clearly spoke to the times: even in 1980 the play’s themes resonated with the growing atmosphere of individualism and financial greed that would characterize the coming decade. Michael Billington commented: “[Timon’s] neglect seems odd since [it] boasts a bravura leading role and chimes with the modern appetite for emotional extremes … the play has a powerful and bilious morality … it is implacably bitter but also … totally stageable”;142 B. A. Young added, “the present time in our national history is particularly appropriate to hear the play, for there is much in our recent affairs reflected in it.”143 There was further praise when the production transferred to London: Michael Coveney called it “this engrossing play,” adding “you hear a comparatively rare play as if it had been fresh-minted”;144 Geoffrey Wheatcroft argued that “the neglect seems puzzling, for it is a beautiful and curious work … a very funny play,”145 while Irving Wardle wrote of Timon’s exile, “These scenes are the greatest test of verse-speaking in the English repertory and anyone who has found them obscure or batteringly obsessive will discover new areas of gentleness, Swiftian wit and exultant music in this thrilling performance.”146

How far these comments reflected the prevailing mood of the times, how far the effect of the intimate playing space, and how far the success of the actual production, is unclear. It is worth noting, however, that Desmond Pratt, who loved both play and production (“a very fine performance of a great classic tragic role”), nevertheless thought that “the last two acts, with their famous invective, [were] too ferocious verbally for such a small place,”147 and the next RSC production reverted to the main house.

Daniels and his designer, Chris Dyer, chose to give the play a Japanese setting. The first half was bright and light, with square wooden pillars rising from a floor of wide scrubbed boards, while the guests sat on the floor at long low tables, “appropriate furniture of simple but beautiful design that seems rich even in isolation,”148 to eat sushi “with much fluttering of napkins and chopsticks.”149 Headbands and short haircuts prevailed throughout, and the “voluminous costumes [were] bright and attractive,”150 wide-sleeved linen kimonos with colorful trims, and red samurai-style armor for the soldiers. They were very striking against the bare set. The masque, limited by size of both cast and playing space, featured two geisha girls and a presumably Japanese “Cupid” whose headdress, neck decorations, body paint, and ankle bells seemed rather to indicate an Aztec Indian.

This traditional Japanese setting, arbitrary though the choice might seem at first, was not merely visually appealing; it provided the play with the strong underpinning of a society distant from us in time and space but yet with recognizable values and clear rituals, “a society that expresses itself by its customs … [Timon’s] mistake, perhaps, is to place too great a store by the rituals of greeting and communal feasting.”151

The second half was set in “a nautical wilderness,”152 “upon the very hem o’th’sea” (5.4.76): the stage was hung with ragged fishing nets, “a tangle of rigging and tattered cloth,”153 with a soundtrack of screeching seagulls, waves, and distantly howling animals. Roger Warren complained that here the “production seemed to lose its line: stylisation gave way to a kind of realism,”154 yet this contrast between the highly formal and ritualized human world of the city and the natural world of beasts outside was surely deliberate. This setting was imaginatively utilized in Act 5, enabling Timon to die onstage but also remain unseen during the final sequence. Robert Cushman, in the Observer, found this conclusion very effective:


Timon says that he will make his grave by the sea, and having spoken his last words, two scenes before the final curtain, he pulls a net over his head and just sits there. It is an oddly satisfying finish, lending shape and definition to a play that could just peter out, and Richard Pasco gives it the authentic accent of finality.155



In contrast to Schlesinger’s reading in 1965, Richard Pasco and director Ron Daniels had chosen to slant the play more toward personal tragedy than social satire. Both feasting and masque were dignified:


There is no riotous excess in this hushed, smiling ceremony nor a corrupt society later: the thumb-nail satirical sketches of the three false friends were played very soberly, without a hint of caricature. Timon himself was neither opulent benefactor nor foolish prodigal, but a sweet-natured, smilingly courteous host.156
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11. RSC 1980, directed by Ron Daniels. In contrast to 1965, both feasting and masque were dignified; “There is no riotous excess in this hushed, smiling ceremony”: Richard Pasco as Timon.

As Timon, Pasco had been an unexpected choice; Barber noted in surprise, “the role of literature’s most famous of misanthropes has gone to that most winning of actors, Richard Pasco.”157 However, both his verse-speaking and his interpretation won vivid and unqualified praise from almost all reviewers. Geoffrey Wheatcroft observed:


Timon’s likeability is not necessarily easy to convey. Richard Pasco gets it just right. He teeters on the edge of a camp silliness—the decadent Athenians, poet, painter and jeweller, go right over the edge, which is as it should be—but never becomes insufferable. His Timon is a man of … charm, with much to forgive and always forgiven [by the audience].158



While Michael Billington commented:


Mr Pasco gives the tirades a mordant vivacity. With his red-rimmed eyes, patchwork costume, and habit of gnawing passionately at root vegetables, he is the picture of desolation: poor forked animal with vast reserves of hate. The barbed exchanges with Apemantus … have a stinging irony. Mr Pasco … proves he can do stark hate and cornered despair. When he finally expires under a huge net, it seems the only logical end for a character who finds life a mortal sickness.159



Again the one note of criticism came from Warren, who pointed out, with justification, that “this suggested a Timon more at home with the middle of humanity” than with “the extremity of both ends.”160 His was, however, a lone dissenting voice, here explicitly contradicted:


It was the performance of a lifetime. What he succeeded in conveying so brilliantly was Timon’s essential vulnerability. He makes us realise that genuine though Timon’s goodness and generosity are, they are accompanied by a craving for love—what Shakespeare calls “a dream of friendship”—that inevitably contains the seeds of disappointment. It is this, Richard Pasco shows us, which makes Timon’s complete and absolute change of heart so convincing. He is, inevitably, a man of extremes. As the philosopher Apemantus so rightly tells him: “The middle of humanity thou never knewest.” The misanthropy … is the reverse-side of the coin of benevolence, and there is an element of morbidity and even pride in both attitudes of mind.161



Among the smaller parts, John Carlisle as Apemantus was much praised for his “lovely study … of a cool beaky professional cynic,”162 “faultlessly polite in the delivery of his endless discourtesies,”163 and Arthur Kohn for his “sturdy supporting performance … as Timon’s devoutly loyal steward,”164 while “Alcibiades’ parallel discomfiture at the hands of people he has served well [came] across with great force … James Hazeldine play[ed] the warrior with great finesse, an action-man alternative to Timon’s abrasively philosophical stasis.”165

Billington’s review concluded that the production “[made him] hope we do not have to wait until 1995 before we see [Timon] again.”166 In fact, despite the unequivocal success of Daniels’s production, it took even longer. It was not until 1999 that Timon was presented again, though this time it was back in the main house, after a gap of thirty-four years.

1999: Jacobean Moral Fable with Twentieth-Century Resonance

Gregory Doran has called Timon “the most contemporary of all Shakespeare’s plays using a mixture of cynicism, humour and harsh brutality … particularly resonant for us at the end of the 20th century.”167 Yet, as Michael Billington explained in the Guardian: “Doran holds this difficult play together … not least by suggesting that it is a moral fable about the court of James I in which conspicuous consumption is combined with a debt-culture and a gaudy, gay sexuality.”168 Nicholas de Jongh concurred: “Timon is surely a coded and pathetic version of [King] James, driven by an uncontrollable urge to spend, spend, spend in all the wrong places and on all the wrong people.”169

Using this seventeenth-century context as a starting point, Doran and designer Stephen Brimson Lewis expanded outward eclectically. The costumes were “flamboyant classical-renaissance punk,”170 “gorgeous, often remarkably modern quasi-Jacobean attire,”171 and the characters “fashion victors rather than fashion victims.”172 Settings revealed senators in Edwardian wing-armchairs (“great chairs of ease,” 5.4.11) beneath green glass lampshades; one false friend was wheeled on in an old-fashioned wheelchair; others were discovered in a modern sauna that yet had classical resonances. In this allmale society, the banquets had “a kitsch, high-camp quality.”173 The action unfolded to the accompaniment of a score by Duke Ellington, originally written for a Stratford Ontario Timon in the 1960s: this “edgy, evocative music”174 provided “passages of hot jazz luxury and softly aching blues,”175 while for Paul Taylor in the Independent, “the mockingly sleazy jazz underscore[d] … the trashy decadence” of Timon’s world, establishing a “droll satiric tone.”176

This bold interpretation and the unexpected juxtapositions found favor with the majority of critics: “All the joyous fascination and intrigue of a genuine rediscovery”;177 “A production bang on the money,”178 were typical responses. However, inevitably there were dissenters: Nigel Cliff in The Times complained that the production “play[ed] largely for laughs,”179 and the Evening Standard headlines were repeatedly critical—“Panto Arrives Early” in 1999;180 “Hippie Timon Goes Over the Top” in 2000.181

Lewis’s minimal set consisted mainly of a large planked disc. At the back, a brick wall with an immense central door dominated most of Acts 1–3, though for the banquet sequence glittering drapes in dark rich colors hung swathed across the stage, lit by fire bowls and flickering torches, with the feasters seated on informal benches at low tables. Cupid was flown in on a harness, shooting at Timon with a trick arrow; the drapes were then drawn back to reveal a carefully posed stage tableau—two Amazons on pedestals, two more seated on flown trapezes, with Cupid forming the triangle’s apex. Costume here consisted merely of “thongs … little black masks and large white feather wings.”182 Far from being a masque of women, these were clearly men in drag and the dance provocatively homoerotic, the sexual tension leading finally to fighting.

The second half was bleak and exposed. A giant orange sun with an eclipsed moon at its center hung over an empty stage, where a few planks had been roughly levered up to reveal a rectangular pit, which, as in 1965, became Timon’s “cave.” This, however, was far more makeshift than its 1965 equivalent, and much smaller; it became gradually obvious that Timon had dug his own grave. The action here was played as a single unbroken continuum up until Timon’s death, with Timon himself scarcely stepping out of the pit. He was initially “near-naked and defenceless, terribly burned, dehydrated and vocally cracked,”183 consumed by a violent anger. However, Flavius’ visit enabled him to weep, be held, and trust (marginally) again; thereafter he gradually reached a calm which allowed him to die in some peace at the end. The final sequence was triggered by blood-red lighting and smoke pumped forcefully across the stage as Alcibiades descended from above on a lighting bridge, negotiating with the Senators from a great height. His promise of mercy, received initially with relief, was qualified by his agreement to punish only the “enemies of Timon’s and mine own” (5.4.65); those onstage suddenly registered that they themselves all fell into either or both of those categories. The closing tableau showed “Alcibiades above, the Steward centre stage and Apemantus downstage by the proscenium wall … a silent triptych of Timon’s friends, widely separate, each … remembering Timon in his own way.”184

These three minor roles were all strongly played. John Woodvine as Flavius was far more prominent than most stewards, bringing on Timon’s epitaph at the end, for instance, and holding the play together with “steely and compassionate stoicism.”185 Rupert Penry-Jones was a young, blond, and ruthless Alcibiades, who “clearly indicate[d that he would], like Augustus Caesar, end up in total fascist control of a city-state that ha[d] gone soft round the edges.”186 “The most eye-catching performance came from Richard McCabe, whose Apemantus, in shabby 20th century gear … provide[d] a droll running commentary … setting the comic tone for the production.” 187

Timon himself was played by Michael Pennington, stepping in halfway through rehearsals to take over from a sick Alan Bates. His was an immensely successful bravura performance, summed up by Alastair Macaulay:


Timon suits [Pennington’s] fierce intellect, his incisive wit, his unlovable coldness. And oh! That voice! Through pianissimo and fortissimo, from tenor heights to bass depths, in phrases of effortless length and full of the greatest internal dynamic contrast, how that voice can melt, grate, charm, burn, chide, fulminate, snarl, tremble, think.188



Paul Taylor analyzed the performance further:


The excellence of Pennington’s performance lies in the way he reveals the psychological continuities between the hero’s apparently opposite manifestations: the convivial host in flowing gowns and the loin-clothed outsider snarling like a wild animal. Even when acting the life and soul of the party or reducing himself to tears at the thought of togetherness, Pennington’s Timon has the abstract air of a congenital loner who may actually be using philanthropy as a means of fending off real intimacy and emotional equality. When his “friends” let him down, there is something ecstatic about this.189



Pennington himself would have agreed with this assessment; he described the play as “a subtly sardonic satire … [and] its central character a fascinating study in benevolent neurosis … [with] a narcissism that holds human contact at bay by wildly parodying it”; like Penelope Gilliatt in 1980 he also found himself unexpectedly “exhilarated” by “Timon’s benighted ecstasy.”190

In Conclusion

Charles Graves, reviewing the 1965 production in the Scotsman, provided a perceptive, balanced, and still partly relevant explanation for Timon’s infrequent staging, though it is worth reiterating here that the play is no longer regarded as an unfinished work, but a collaboration with Thomas Middleton:


There are of course reasons for [Timon’s unpopularity]. The Shakespeare that the general public loves is still the late Victorian Shakespeare of the gentle comedies of As You Like It and Twelfth Night, and a few of the romantic histories (notably Richard II and Henry V) with, of course, Hamlet … There is a second reason why Timon is seldom acted. It lacks variety, has no underplot and contains evidence which points to Shakespeare having left it unfinished. To counterbalance its monotony of theme there is, of course, an amazing variety of language in its closely-packed imagery.191



Despite all this, critical reactions to productions of Timon have repeatedly expressed high levels of praise for the play in performance, and surprise at the degree of neglect it has suffered. Its themes continue to speak to the twenty-first century and it has been proved to work as both tragedy and satire; it seems appropriate to close by paraphrasing Billington and hope we will not have to wait till 2033 before Timon is seen on the main stage again.

However, the final word should go to James Fenton, who concluded his 1980 review in the Sunday Times, “The production left me with a feeling of intense and abiding excitement, mingled with an indefinable frustration. Not an inappropriate response, when I thought about it, to an unfinished work of Shakespeare.”192

THE DIRECTOR’S CUT: AN INTERVIEW WITH GREGORY DORAN

Gregory Doran, born in 1958, studied at Bristol University and the Bristol Old Vic theater school. He began his career as an actor, before becoming associate director at the Nottingham Playhouse. He played some minor roles in the RSC ensemble before directing for the company, first as a freelance, then as associate and subsequently chief associate director. His productions, several of which have starred his partner Antony Sher, are characterized by extreme intelligence and lucidity. He has made a particular mark with several of Shakespeare’s lesser-known plays and the revival of works by his Elizabethan and Jacobean contemporaries. His 1999 RSC production of Timon of Athens starred Michael Pennington as Timon and transferred to the Barbican the following year.

Timon’s not an easy play and not one of Shakespeare’s most popular; what was it about it that attracted you? Do you think it could be said to have contemporary relevance and did you try to capitalize on that at all?

GD: It wasn’t, as it is with some plays, an immediate instinct that this play grabbed me in a visceral way. Having by that point in my career done both Titus Andronicus and All Is True/Henry VIII I found it really interesting looking at Shakespeare plays which didn’t have a huge back-catalogue of performances, where you weren’t weighed down by precedents quite so much as you can be with the more familiar plays. With Shakespeare, to some extent, you cannot do it in isolation; you are always in some sense doing it in reaction to other productions you’ve seen. There was something about tackling uncharted territory that was interesting and had proved fruitful. I had seen Trevor Nunn’s production at the Young Vic with David Suchet as Timon, and I’d seen Jonathan Pryce do it on the TV as part of the BBC Shakespeare series. The brilliance of Trevor Nunn’s production, which had set the second half in a junkyard of crushed cars, was to place the play very directly in the modern world and to point up its relevance to the prevailing obsession with banking and money. I wanted to retain the play as a metaphor. In other words, as Shakespeare chooses the metaphor of ancient Athens to talk about his own world, I didn’t want to put it into modern dress because I thought that pointing out the parallels might deny a more universal resonance.

Rereading the play recently I felt admiring of it, but I didn’t find myself happy to go back to it. I felt that there’s disgust in the play, in a way similar to Coriolanus. It makes it not necessarily a comfortable play to live with for very long. The imagery is so rotten with disease and infection and so crowded with a menagerie of animals, from asses to flies to apes. You can plunder it for insults; it’s a wonderful articulation or expression of revulsion and disgust. Apemantus says at one point, “The strain of man’s bred out / Into baboon and monkey.” There is probably no finer diatribe on the moral degeneracy of mankind than Timon of Athens, but that doesn’t necessarily make it a play to love, so I’m not surprised by its lack of popularity. When we did it in 1999 it was the first time the Company had done it in the main house since 1965. It sustained itself in the main house and people were delighted to come and see it, but I felt they were ticking it off their list rather than having a passion for the play. On the other hand, in rereading it my respect for the play came back and indeed I think it does work. I think the metaphor of the selfishness and corruption of society is endlessly applicable, whether you are specific, as Trevor Nunn was in the Young Vic production, or as we tried to be by allowing the metaphor to be read however you wanted to apply it. I think it still stands as a statement on the corruption of mankind: there will always be Flavius characters who have integrity and are good; there will always be the Apemantus malcontent characters who have a clearer perspective on what is really going on in the world; and there will always be delusional characters like Timon.

It’s often seen as an unfinished play of two halves—did you succeed in integrating the two halves satisfactorily?

GD: Reading around the play I came across a reference by the scholar G. Wilson Knight describing Timon of Athens as having “massive simplicity.” I thought that was a brilliant elucidation of the play. It is unlike any other Shakespeare play in that it’s a parable, a simple moral fable. There is simplicity to its structure. We took that massive simplicity as our keynote in terms of the design: Stephen Brimson Lewis created a very bare stage with a large pair of doors at the back for the first half; and in the second half the empty plain and a sort of tomb for his cave—a grave that he was building in the middle of the stage—with a large eclipsed sun on the back wall that was reminiscent of the artist Richard Long’s work. It allowed you to see how the two halves of the play are very different, something that needs to be preserved and perhaps enhanced.

Another thing that helped us to enhance that was discovering that Duke Ellington had written a jazz score for Timon of Athens. He had been at a jazz festival in Stratford Ontario and snuck into the back of the theater, where he was completely overwhelmed by watching Shakespeare. He then wrote a jazz suite called Such Sweet Thunder based on character studies of Shakespeare characters. Stratford Ontario got round to doing Timon of Athens and felt it needed jazzing up, so they asked the new Shakespeare convert Duke Ellington to write the music. When we came to do the play John Woolf, the RSC’s head of music, and I contacted Stratford Ontario who found the score in a box in the cellar. Then John Woolf constructed the music and adapted it for our band. Ellington’s music could be very funny; the brass would sometimes guffaw, and sometimes it would sob, and that seemed to me to fit the parable/moral fable nature of the play. So Wilson Knight’s “massive simplicity,” as applied to the set and the costumes and the approach to character, along with something of Duke Ellington’s music, helped me to understand what the play was.

The play’s said to be a collaboration between Shakespeare and Thomas Middleton: were you aware of any differences in the writing and did it affect your production in any way?

GD: It became very interesting to look at in terms of playing the characters. It is a very bleak, dark play and it has all the snarl of Thomas Middleton. It also has something of the rage of Ben Jonson. I’m not remotely suggesting that it was a collaboration with Jonson, but it is like a Jonson play in that the characters represent types to some extent, particularly in the first half with characters like the Poet and the Painter. They represent a whole spectrum of sycophancy and flattery and the sick society of Athens. Having identified that tone of the play, it allowed us to explore some of the themes of this society, the “dream of friendship” that Timon is lost in.

The role of Alcibiades has often puzzled critics; how do you think it relates to the Timon plot?

GD: The relationship between Alcibiades and Timon seemed to me to echo the relationship between Socrates and Alcibiades in Plato’s Symposium. The adoration that Socrates has for the younger man, and the younger man’s understanding and indeed flirtation with Socrates’ obsession with him, seemed to find echoes in Timon’s obsession with Alcibiades. I don’t think that is viewed from a sympathetic gay perspective at all. It’s not how you might describe the relationship between Antonio and Bassanio in The Merchant of Venice, because Alcibiades does not return that affection and is surrounded by his whores, the only women in the play. We began rehearsals with Alan Bates playing Timon of Athens. He was also playing Antony opposite Frances de la Tour’s Cleopatra that season. He became too ill to carry on rehearsing Timon and had to withdraw, suffering from the illness that very shortly was to kill him. I had two weeks to go and had to find a new Timon of Athens. I phoned the extraordinary Michael Pennington and said to him, “How do you fancy playing Timon of Athens? We’ve got two weeks,” and he said, “It’s not impossible.” It wasn’t and he was magnificent. I don’t think we were allowed enough time to develop some of the themes that were emerging thoroughly because we had to get on and do the play.

The other element which we developed is a very difficult storytelling beat: the scene where Alcibiades pleads to the senators on behalf of an absent friend who has apparently committed some outrage, which seems to be a murder. It’s a big beat to suddenly get, at the end of which, despite the passion with which Alcibiades pleads for his friend, the Senate will not be merciful. When Alcibiades objects they punish him. He then becomes a rather Coriolanus-like figure. We decided to stage the outrage at the end of the Amazon masque. A soldier tried to pick up one of the drag queen Amazons and then, because he was afraid for his reputation, dispatched the Amazon. It was a very violent moment but it allowed you to see a product of that society and to see what Alcibiades is pleading on behalf of. There’s a line where Alcibiades says, “Who is a man that is not angry?” That seemed to be a byline for the play.

It’s been suggested that the play should be read as a fable or morality tale, or political allegory with the resonance of “Steward”/“Stewart” (or “Stuart”)—was your production influenced by any of these theories?

GD: We had a sort of Jacobean-Athenian production, because I felt that there were elements of the play which were certainly echoes of the Jacobean court of the new King James. I detected a very strong homosexual element in the play. This seemed to me to clearly reflect Jacobean society and the scandals of James, as a clearly homosexual man, declaring his obsession for Robert Carr (who became Viscount Rochester and then the Earl of Somerset) and later George Villiers, Duke of Buckingham. There’s something in his adoration of those frankly unsuitable men and his willingness to give them huge amounts of power and money that is in itself corrupt. There’s also a really potent image in the masque of Amazons. Masques are another Jacobean feature of court life and the Amazons were quite a feature of the drama of the time. [John] Marston’s Antonio and Mellida has as a central character a man who is dressed as an Amazon. There is an ambivalence to the sexuality of the Amazons; they’re either fighting women or they are effeminate men. When Timon invites all these single men to his extraordinary banquet and has Cupid introduce a masque of the Amazons, it’s the equivalent of some kind of drag party. It’s like the drag ball scene in John Osborne’s A Patriot for Me. There was something very strong in why that lonely man, Timon, has to have so many people about him and yet chooses not to examine very clearly or very closely what the nature of those relationships is, and why he is shocked when they turn on him.

The character of Timon is often seen as problematic; he’s been called “colourless and neutral”—what was your attitude to the character? Are we supposed to admire his prodigality or censure his lack of common sense?

GD: I don’t think he’s as three-dimensional in the first half as some of the other characters. You get a lot of information about Timon from other people. But you also are aware, with so many sycophants and flatterers and parasites around him, that he’s a prey to these people, and if we can see it why can’t he? I think he comes into his own in the second half with the extremity of the language. It makes him such a joy, the richness of that bile!

There is revulsion in the play. There is disgust, in a way understood and articulated by Apemantus, but unleashed upon Timon and expressed in the violent misanthropy of his language. But I think it’s Apemantus who gives us our perspective in the play. Whereas we sympathize deeply with the moral rectitude and integrity of Flavius and the servants, it is Apemantus who allows us to understand the play. We had John Woodvine as Flavius giving real backbone to that sense of his integrity. What Richard McCabe as Apemantus did was allow us to laugh along with him, but also show how he sees with absolute clarity, with a lucidity that no one else does, and he articulates Timon’s problem in the line, “the middle of humanity thou never knewest, but the extremity of both ends.” That is a very modern line; it makes you think of so many people who have found fame fast, or become rich quick, who don’t know what it’s like to just live in the middle like most of humanity. That allowed me to understand that Timon isn’t a normal person. He’s always had these great riches and is a great man, a loved and a generous man, but a man who has been blinkered by his wealth. It’s inevitable that he will swing so completely in the opposite way. That made the moral fable in the end quite moving.

Is there any significance in the negative characterizations of the Painter and Poet in the play?

GD: I think what it says is that if society is built upon patronage and you have to flatter your patron, it’s not good for art. Society is riddled with people who are in competition for the lord’s favor, and that leads to this breed of parasitic sycophancy. That’s the point where the animal imagery increases. When the creditors come round to get their masters’ money back from Timon he becomes almost like a Christ-figure, or a bear being bated with dogs. He says, “Tear me, take me.” There’s something self-flagellating about it and it becomes almost like he is submitting himself to the humiliation of being torn apart by wild dogs. Macbeth also chooses an image like that: “They have tied me to a stake, I cannot fly, / But bear-like I must fight the course.” The image of the helpless animal being torn apart allows us to have some sympathy for what the character is going through. I suspect that happens to some extent with Timon as well.

The only women in the play are Alcibiades’ whores; did the lack of women create any problems? Does this make it misogynistic or just misanthropic?

GD: I think it is misogynistic, but in the context of a mass misanthropy. It seems as though Shakespeare has jumped into a very black abyss. I don’t think I know of a more violent line than “Paint till a horse may mire upon your face. / A pox of wrinkles.” That’s full of self-loathing and misanthropy and indeed misogyny. I suppose, in the last part, that twisted disease perspective takes us, a bit like the fly scene in Titus Andronicus, to a Beckettian world where things are reduced to their essentials and where a potentially tragic situation becomes bleak and very black and very funny, climaxing in the wonderful scene between Apemantus and Timon. Timon says, “Were I like thee, I’d throw away myself.” It’s a brilliantly modern line, there’s nothing complicated or “Shakespearean” about it. Ultimately the experience of doing the play and living with it was more like the experience of living with a Ben Jonson or a Thomas Middleton play. The snarl in the satire isn’t always easy to live with.

[image: ]

12. RSC 1999, directed by Gregory Doran: Timon (Michael Pennington) with Apemantus (Richard McCabe) in “a Beckettian world where things are reduced to their essentials.”

PLAYING TIMON: MICHAEL PENNINGTON

Michael Pennington is a classical actor of some repute, whose career with the RSC has spanned more than thirty years. His performance of Hamlet for the company in 1980 is still lauded as one of the great stage realizations of the role. Other successes in Stratford include Angelo in Measure for Measure (1974), Mercutio in Romeo and Juliet (1976), Berowne in Love’s Labour’s Lost (1978), the title role in Hippolytus (1978), Donal Davoren in The Shadow of a Gunman (1980), and, of course, the title role in Timon of Athens in 1999. He is the cofounder, along with Michael Bogdanov, of The English Shakespeare Company, with whom he performed in the landmark 1987 epic The Wars of the Roses, a seven-play version of Shakespeare’s history cycle. He has appeared in many films and television dramas, and has directed numerous productions, including Twelfth Night for the Chicago Shakespeare Theater. He is the author of seven books, including guides to Hamlet and Twelfth Night, as well as Are You There, Crocodile?, a personal account of his attempt to write a one-man play about the life of Chekhov.

The character of Timon is often seen as problematic; he’s been called “colourless and neutral”—what was your attitude to the character? Are we supposed to admire his prodigality or censure his lack of common sense?

MP: Nothing could be less “neutral” than Timon’s character—he is a creature of two wild extremes, brilliantly summed up by Apemantus: “The middle of humanity thou never knewest, but the extremity of both ends.” In the first half he compulsively buys friendship to staunch a fearful loneliness; Freud would call him a narcissist, in the strictest sense of the term; he feels the glow of his kindness even more warmly than do its beneficiaries. Then his fear of solitude fulfills itself and releases an equally excessive misanthropy, expressed in some of the most virulently beautiful language Shakespeare ever wrote.

Admittedly, Timon can seem like a second-rate Lear, a curmudgeonly poor relation without Lear’s full cause of weeping, his journey from Camelot to Cardboard City no more than a massive petulance. But that has its own theatrical value when the psychology is so astute and the writing of the second half is so beautiful in its wild, wintry way.

Timon’s not an easy play and not one of Shakespeare’s most popular; do you think it could be said to have contemporary relevance and did the production try to capitalize on that at all?

MP: I think the play is hugely underrated. Its psychology is absolutely modern. It’s a study of the vanity of benevolence. And the resentment that creates in the recipients. Timon is the compulsive party-giver who always gives a gift out of proportion to the friendship; who insists on always paying for dinner, always, embarrassingly. We have characters like this in show business. Underneath it all he is a terrified loner who then dives headlong into what he always feared most, his own company, exchanging woozy altruism for comminatory rage, snarling in the wilderness. His misanthropy is just benevolence with its nap reversed. All this makes complete psychological sense to me.

It’s often seen as an unfinished play of two halves—did you feel the production succeeded in integrating the two halves satisfactorily?

MP: I don’t think they are meant to be integrated in the conventional sense of the second half resolving the first. But you never forget the first half during the second—all the significant Athenians come and visit Timon in his cave; though Timon now feels “open, bare / For every storm that blows,” he always harks back to the days when he “had the world as my confectionary”; at the end there is a mysterious and beautiful death, like that of Enobarbus in Antony and Cleopatra without any apparent physical cause. There is something of a parable about the play—perhaps because characters like the Poet and the Painter have no name but simply represent their professions and the fact that Timon is turned down by the magic number of three flatterers.

The play’s said to be a collaboration between Shakespeare and Thomas Middleton: were you aware of any differences in the writing and did it affect your performance in any way?

MP: None at all. The second half is unmistakably Shakespearean, I should say—it has a timbre not unlike Lear.

It’s been suggested that the play should be read as a fable or morality tale, or political allegory with the resonance of “Steward”/“Stewart” (or “Stuart”)—were you influenced by any of these theories?

MP: I’ve never heard of that. Flavius is a steward, just that and no pun intended. Otherwise I imagine Timon and Alcibiades and the rest might be given punning names also. But I do think the play satirized James I’s court, which was fashion-obsessed, gluttonous, sexually corrupt; cash for official favors was rife, lobbyists everywhere, and the Crown made extravagant gifts to the courtiers to purchase their loyalty and create a confining net of obligations. That’s exactly the first half of Timon. Perhaps this is why it was never performed in Shakespeare’s lifetime—too close to the bone.

The role of Alcibiades has often puzzled critics; how do you think it relates to the Timon plot?

MP: Clearly Alcibiades, who is implicitly connected to Timon—he is the first to greet him in the second half and speaks warmly of him at the end—is presented as an alternative; a man in whom anger at the city’s ingratitude has translated into positive action. So he returns to claim and clean up the society of Athens, whereas Timon just sulks, knocking his visitors’ heads together while sitting on his crock of gold.

Is there any significance in the negative characterizations of the Painter and Poet in the play?

MP: Are they negative? They’re just doing their best to earn a living in this particular and somewhat corrupt world.

The only women in the play are Alcibiades’ whores; did the lack of women create any problems? Does this make it misogynist or just misanthropic?

MP: No, it’s just unusual. The point is that unlike other Shakespearean heroes Timon is given no relationships or family at all, no women in his life or men either; we don’t even know the source of his wealth. That’s probably unique in Shakespeare, and a means of expressing his self-involvement. When I played it I was castigated by one proselytizing gay critic for not playing what was obvious—that Timon was gay. It hadn’t occurred to me, probably not to Shakespeare either; but it shows you can read your own preferences into such a man. But then I was castigated once for daring to play Oscar Wilde when I was a “known heterosexual,” so fame comes in odd forms.


SHAKESPEARE’S CAREER
IN THE THEATER

BEGINNINGS

William Shakespeare was an extraordinarily intelligent man who was born and died in an ordinary market town in the English Midlands. He lived an uneventful life in an eventful age. Born in April 1564, he was the eldest son of John Shakespeare, a glove maker who was prominent on the town council until he fell into financial difficulties. Young William was educated at the local grammar in Stratford-upon-Avon, Warwickshire, where he gained a thorough grounding in the Latin language, the art of rhetoric, and classical poetry. He married Ann Hathaway and had three children (Susanna, then the twins Hamnet and Judith) before his twenty-first birthday: an exceptionally young age for the period. We do not know how he supported his family in the mid-1580s.

Like many clever country boys, he moved to the city in order to make his way in the world. Like many creative people, he found a career in the entertainment business. Public playhouses and professional full-time acting companies reliant on the market for their income were born in Shakespeare’s childhood. When he arrived in London as a man, sometime in the late 1580s, a new phenomenon was in the making: the actor who is so successful that he becomes a “star.” The word did not exist in its modern sense, but the pattern is recognizable: audiences went to the theater not so much to see a particular show as to witness the comedian Richard Tarlton or the dramatic actor Edward Alleyn.

Shakespeare was an actor before he was a writer. It appears not to have been long before he realized that he was never going to grow into a great comedian like Tarlton or a great tragedian like Alleyn. Instead, he found a role within his company as the man who patched up old plays, breathing new life, new dramatic twists, into tired repertory pieces. He paid close attention to the work of the university-educated dramatists who were writing history plays and tragedies for the public stage in a style more ambitious, sweeping, and poetically grand than anything that had been seen before. But he may also have noted that what his friend and rival Ben Jonson would call “Marlowe’s mighty line” sometimes faltered in the mode of comedy. Going to university, as Christopher Marlowe did, was all well and good for honing the arts of rhetorical elaboration and classical allusion, but it could lead to a loss of the common touch. To stay close to a large segment of the potential audience for public theater, it was necessary to write for clowns as well as kings and to intersperse the flights of poetry with the humor of the tavern, the privy, and the brothel: Shakespeare was the first to establish himself early in his career as an equal master of tragedy, comedy, and history. He realized that theater could be the medium to make the national past available to a wider audience than the elite who could afford to read large history books: his signature early works include not only the classical tragedy Titus Andronicus but also the sequence of English historical plays on the Wars of the Roses.

He also invented a new role for himself, that of in-house company dramatist. Where his peers and predecessors had to sell their plays to the theater managers on a poorly paid piecework basis, Shakespeare took a percentage of the box-office income. The Lord Chamberlain’s Men constituted themselves in 1594 as a joint stock company, with the profits being distributed among the core actors who had invested as sharers. Shakespeare acted himself—he appears in the cast lists of some of Ben Jonson’s plays as well as the list of actors’ names at the beginning of his own collected works—but his principal duty was to write two or three plays a year for the company. By holding shares, he was effectively earning himself a royalty on his work, something no author had ever done before in England. When the Lord Chamberlain’s Men collected their fee for performance at court in the Christmas season of 1594, three of them went along to the Treasurer of the Chamber: not just Richard Burbage the tragedian and Will Kempe the clown, but also Shakespeare the scriptwriter. That was something new.

The next four years were the golden period in Shakespeare’s career, though overshadowed by the death of his only son, Hamnet, aged eleven, in 1596. In his early thirties and in full command of both his poetic and his theatrical medium, he perfected his art of comedy, while also developing his tragic and historical writing in new ways. In 1598, Francis Meres, a Cambridge University graduate with his finger on the pulse of the London literary world, praised Shakespeare for his excellence across the genres:


As Plautus and Seneca are accounted the best for comedy and tragedy among the Latins, so Shakespeare among the English is the most excellent in both kinds for the stage; for comedy, witness his Gentlemen of Verona, his Errors, his Love Labours Lost, his Love Labours Won, his Midsummer Night Dream and his Merchant of Venice: for tragedy his Richard the 2, Richard the 3, Henry the 4, King John, Titus Andronicus and his Romeo and Juliet.



For Meres, as for the many writers who praised the “honey-flowing vein” of Venus and Adonis and Lucrece, narrative poems written when the theaters were closed due to plague in 1593–94, Shakespeare was marked above all by his linguistic skill, by the gift of turning elegant poetic phrases.

PLAYHOUSES

Elizabethan playhouses were “thrust” or “one-room” theaters. To understand Shakespeare’s original theatrical life, we have to forget about the indoor theater of later times, with its proscenium arch and curtain that would be opened at the beginning and closed at the end of each act. In the proscenium arch theater, stage and auditorium are effectively two separate rooms: the audience looks from one world into another as if through the imaginary “fourth wall” framed by the proscenium. The picture-frame stage, together with the elaborate scenic effects and backdrops beyond it, created the illusion of a self-contained world—especially once nineteenth-century developments in the control of artificial lighting meant that the auditorium could be darkened and the spectators made to focus on the lighted stage. Shakespeare, by contrast, wrote for a bare platform stage with a standing audience gathered around it in a courtyard in full daylight. The audience were always conscious of themselves and their fellow spectators, and they shared the same “room” as the actors. A sense of immediate presence and the creation of rapport with the audience were all-important. The actor could not afford to imagine he was in a closed world, with silent witnesses dutifully observing him from the darkness.

Shakespeare’s theatrical career began at the Rose Theatre in Southwark. The stage was wide and shallow, trapezoid in shape, like a lozenge. This design had a great deal of potential for the theatrical equivalent of cinematic split-screen effects, whereby one group of characters would enter at the door at one end of the tiring-house wall at the back of the stage and another group through the door at the other end, thus creating two rival tableaux. Many of the battle-heavy and faction-filled plays that premiered at the Rose have scenes of just this sort.

At the rear of the Rose stage, there were three capacious exits, each over ten feet wide. Unfortunately, the very limited excavation of a fragmentary portion of the original Globe site, in 1989, revealed nothing about the stage. The first Globe was built in 1599 with similar proportions to those of another theater, the Fortune, albeit that the former was polygonal and looked circular, whereas the latter was rectangular. The building contract for the Fortune survives and allows us to infer that the stage of the Globe was probably substantially wider than it was deep (perhaps forty-three feet wide and twenty-seven feet deep). It may well have been tapered at the front, like that of the Rose.

The capacity of the Globe was said to have been enormous, perhaps in excess of three thousand. It has been conjectured that about eight hundred people may have stood in the yard, with two thousand or more in the three layers of covered galleries. The other “public” playhouses were also of large capacity, whereas the indoor Blackfriars theater that Shakespeare’s company began using in 1608—the former refectory of a monastery—had overall internal dimensions of a mere forty-six by sixty feet. It would have made for a much more intimate theatrical experience and had a much smaller capacity, probably of about six hundred people. Since they paid at least sixpence a head, the Blackfriars attracted a more select or “private” audience. The atmosphere would have been closer to that of an indoor performance before the court in the Whitehall Palace or at Richmond. That Shakespeare always wrote for indoor production at court as well as outdoor performance in the public theater should make us cautious about inferring, as some scholars have, that the opportunity provided by the intimacy of the Blackfriars led to a significant change toward a “chamber” style in his last plays—which, besides, were performed at both the Globe and the Blackfriars. After the occupation of the Blackfriars a five-act structure seems to have become more important to Shakespeare. That was because of artificial lighting: there were musical interludes between the acts, while the candles were trimmed and replaced. Again, though, something similar must have been necessary for indoor court performances throughout his career.

Front of house there were the “gatherers” who collected the money from audience members: a penny to stand in the open-air yard, another penny for a place in the covered galleries, sixpence for the prominent “lord’s rooms” to the side of the stage. In the indoor “private” theaters, gallants from the audience who fancied making themselves part of the spectacle sat on stools on the edge of the stage itself. Scholars debate as to how widespread this practice was in the public theaters such as the Globe. Once the audience were in place and the money counted, the gatherers were available to be extras onstage. That is one reason why battles and crowd scenes often come later rather than early in Shakespeare’s plays. There was no formal prohibition upon performance by women, and there certainly were women among the gatherers, so it is not beyond the bounds of possibility that female crowd members were played by females.

The play began at two o’clock in the afternoon and the theater had to be cleared by five. After the main show, there would be a jig—which consisted not only of dancing but also of knockabout comedy (it is the origin of the farcical “afterpiece” in the eighteenth-century theater). So the time available for a Shakespeare play was about two and a half hours, somewhere between the “two hours’ traffic” mentioned in the prologue to Romeo and Juliet and the “three hours’ spectacle” referred to in the preface to the 1647 Folio of Beaumont and Fletcher’s plays. The prologue to a play by Thomas Middleton refers to a thousand lines as “one hour’s words,” so the likelihood is that about two and a half thousand, or a maximum of three thousand lines, made up the performed text. This is indeed the length of most of Shakespeare’s comedies, whereas many of his tragedies and histories are much longer, raising the possibility that he wrote full scripts, possibly with eventual publication in mind, in the full knowledge that the stage version would be heavily cut. The short Quarto texts published in his lifetime—they used to be called “Bad” Quartos—provide fascinating evidence as to the kind of cutting that probably took place. So, for instance, the First Quarto of Hamlet neatly merges two occasions when Hamlet is overheard, the “Fishmonger” and the “nunnery” scenes.

The social composition of the audience was mixed. The poet Sir John Davies wrote of “A thousand townsmen, gentlemen and whores, / Porters and servingmen” who would “together throng” at the public playhouses. Though moralists associated female play-going with adultery and the sex trade, many perfectly respectable citizens’ wives were regular attendees. Some, no doubt, resembled the modern groupie: a story attested in two different sources has one citizen’s wife making a post-show assignation with Richard Burbage and ending up in bed with Shakespeare—supposedly eliciting from the latter the quip that William the Conqueror was before Richard III. Defenders of theater liked to say that by witnessing the comeuppance of villains on the stage, audience members would repent of their own wrongdoings, but the reality is that most people went to the theater then, as they do now, for entertainment more than moral edification. Besides, it would be foolish to suppose that audiences behaved in a homogeneous way: a pamphlet of the 1630s tells of how two men went to see Pericles and one of them laughed while the other wept. Bishop John Hall complained that people went to church for the same reasons that they went to the theater: “for company, for custom, for recreation … to feed his eyes or his ears … or perhaps for sleep.”

Men-about-town and clever young lawyers went to be seen as much as to see. In the modern popular imagination, shaped not least by Shakespeare in Love and the opening sequence of Laurence Olivier’s Henry V film, the penny-paying groundlings stand in the yard hurling abuse or encouragement and hazelnuts or orange peel at the actors, while the sophisticates in the covered galleries appreciate Shakespeare’s soaring poetry. The reality was probably the other way around. A “groundling” was a kind of fish, so the nickname suggests the penny audience standing below the level of the stage and gazing in silent open-mouthed wonder at the spectacle unfolding above them. The more difficult audience members, who kept up a running commentary of clever remarks on the performance and who occasionally got into quarrels with players, were the gallants. Like Hollywood movies in modern times, Elizabethan and Jacobean plays exercised a powerful influence on the fashion and behavior of the young. John Marston mocks the lawyers who would open their lips, perhaps to court a girl, and out would “flow / Naught but pure Juliet and Romeo.”

THE ENSEMBLE AT WORK

In the absence of typewriters and photocopying machines, reading aloud would have been the means by which the company got to know a new play. The tradition of the playwright reading his complete script to the assembled company endured for generations. A copy would then have been taken to the Master of the Revels for licensing. The theater book-holder or prompter would then have copied the parts for distribution to the actors. A partbook consisted of the character’s lines, with each speech preceded by the last three or four words of the speech before, the so-called “cue.” These would have been taken away and studied or “conned.” During this period of learning the parts, an actor might have had some one-to-one instruction, perhaps from the dramatist, perhaps from a senior actor who had played the same part before, and, in the case of an apprentice, from his master. A high percentage of Desdemona’s lines occur in dialogue with Othello, of Lady Macbeth’s with Macbeth, Cleopatra’s with Antony, and Volumnia’s with Coriolanus. The roles would almost certainly have been taken by the apprentice of the lead actor, usually Burbage, who delivers the majority of the cues. Given that apprentices lodged with their masters, there would have been ample opportunity for personal instruction, which may be what made it possible for young men to play such demanding parts.
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13. Hypothetical reconstruction of the interior of an Elizabethan playhouse during a performance.

After the parts were learned, there may have been no more than a single rehearsal before the first performance. With six different plays to be put on every week, there was no time for more. Actors, then, would go into a show with a very limited sense of the whole. The notion of a collective rehearsal process that is itself a process of discovery for the actors is wholly modern and would have been incomprehensible to Shakespeare and his original ensemble. Given the number of parts an actor had to hold in his memory, the forgetting of lines was probably more frequent than in the modern theater. The book-holder was on hand to prompt.

Backstage personnel included the property man, the tire-man who oversaw the costumes, call boys, attendants, and the musicians, who might play at various times from the main stage, the rooms above, and within the tiring-house. Scriptwriters sometimes made a nuisance of themselves backstage. There was often tension between the acting companies and the freelance playwrights from whom they purchased scripts: it was a smart move on the part of Shakespeare and the Lord Chamberlain’s Men to bring the writing process in-house.

Scenery was limited, though sometimes set pieces were brought on (a bank of flowers, a bed, the mouth of hell). The trapdoor from below, the gallery stage above, and the curtained discovery space at the back allowed for an array of special effects: the rising of ghosts and apparitions, the descent of gods, dialogue between a character at a window and another at ground level, the revelation of a statue or a pair of lovers playing at chess. Ingenious use could be made of props, as with the ass’s head in A Midsummer Night’s Dream. In a theater that does not clutter the stage with the material paraphernalia of everyday life, those objects that are deployed may take on powerful symbolic weight, as when Shylock bears his weighing scales in one hand and knife in the other, thus becoming a parody of the figure of Justice who traditionally bears a sword and a balance. Among the more significant items in the property cupboard of Shakespeare’s company, there would have been a throne (the “chair of state”), joint stools, books, bottles, coins, purses, letters (which are brought onstage, read, or referred to on about eighty occasions in the complete works), maps, gloves, a set of stocks (in which Kent is put in King Lear), rings, rapiers, daggers, broadswords, staves, pistols, masks and vizards, heads and skulls, torches and tapers and lanterns which served to signal night scenes on the daylit stage, a buck’s head, an ass’s head, animal costumes. Live animals also put in appearances, most notably the dog Crab in The Two Gentlemen of Verona and possibly a young polar bear in The Winter’s Tale.

The costumes were the most important visual dimension of the play. Playwrights were paid between £2 and £6 per script, whereas Alleyn was not averse to paying £20 for “a black velvet cloak with sleeves embroidered all with silver and gold.” No matter the period of the play, actors always wore contemporary costume. The excitement for the audience came not from any impression of historical accuracy, but from the richness of the attire and perhaps the transgressive thrill of the knowledge that here were commoners like themselves strutting in the costumes of courtiers in effective defiance of the strict sumptuary laws whereby in real life people had to wear the clothes that befitted their social station.

To an even greater degree than props, costumes could carry symbolic importance. Racial characteristics could be suggested: a breastplate and helmet for a Roman soldier, a turban for a Turk, long robes for exotic characters such as Moors, a gabardine for a Jew. The figure of Time, as in The Winter’s Tale, would be equipped with hourglass, scythe, and wings; Rumour, who speaks the prologue of 2 Henry IV, wore a costume adorned with a thousand tongues. The wardrobe in the tiring-house of the Globe would have contained much of the same stock as that of rival manager Philip Henslowe at the Rose: green gowns for outlaws and foresters, black for melancholy men such as Jaques and people in mourning such as the Countess in All’s Well That Ends Well (at the beginning of Hamlet, the prince is still in mourning black when everyone else is in festive garb for the wedding of the new king), a gown and hood for a friar (or a feigned friar like the duke in Measure for Measure), blue coats and tawny to distinguish the followers of rival factions, a leather apron and ruler for a carpenter (as in the opening scene of Julius Caesar—and in A Midsummer Night’s Dream, where this is the only sign that Peter Quince is a carpenter), a cockle hat with staff and a pair of sandals for a pilgrim or palmer (the disguise assumed by Helen in All’s Well), bodices and kirtles with farthingales beneath for the boys who are to be dressed as girls. A gender switch such as that of Rosalind or Jessica seems to have taken between fifty and eighty lines of dialogue—Viola does not resume her “maiden weeds,” but remains in her boy’s costume to the end of Twelfth Night because a change would have slowed down the action at just the moment it was speeding to a climax. Henslowe’s inventory also included “a robe for to go invisible”: Oberon, Puck, and Ariel must have had something similar.

As the costumes appealed to the eyes, so there was music for the ears. Comedies included many songs. Desdemona’s willow song, perhaps a late addition to the text, is a rare and thus exceptionally poignant example from tragedy. Trumpets and tuckets sounded for ceremonial entrances, drums denoted an army on the march. Background music could create atmosphere, as at the beginning of Twelfth Night, during the lovers’ dialogue near the end of The Merchant of Venice, when the statue seemingly comes to life in The Winter’s Tale, and for the revival of Pericles and of Lear (in the Quarto text, but not the Folio). The haunting sound of the hautboy suggested a realm beyond the human, as when the god Hercules is imagined deserting Mark Antony. Dances symbolized the harmony of the end of a comedy—though in Shakespeare’s world of mingled joy and sorrow, someone is usually left out of the circle.

The most important resource was, of course, the actors themselves. They needed many skills: in the words of one contemporary commentator, “dancing, activity, music, song, elocution, ability of body, memory, skill of weapon, pregnancy of wit.” Their bodies were as significant as their voices. Hamlet tells the player to “suit the action to the word, the word to the action”: moments of strong emotion, known as “passions,” relied on a repertoire of dramatic gestures as well as a modulation of the voice. When Titus Andronicus has had his hand chopped off, he asks “How can I grace my talk, / Wanting a hand to give it action?” A pen portrait of “The Character of an Excellent Actor” by the dramatist John Webster is almost certainly based on his impression of Shakespeare’s leading man, Richard Burbage: “By a full and significant action of body, he charms our attention: sit in a full theatre, and you will think you see so many lines drawn from the circumference of so many ears, whiles the actor is the centre.… ”

Though Burbage was admired above all others, praise was also heaped upon the apprentice players whose alto voices fitted them for the parts of women. A spectator at Oxford in 1610 records how the audience were reduced to tears by the pathos of Desdemona’s death. The puritans who fumed about the biblical prohibition upon cross-dressing and the encouragement to sodomy constituted by the sight of an adult male kissing a teenage boy onstage were a small minority. Little is known, however, about the characteristics of the leading apprentices in Shakespeare’s company. It may perhaps be inferred that one was a lot taller than the other, since Shakespeare often wrote for a pair of female friends, one tall and fair, the other short and dark (Helena and Hermia, Rosalind and Celia, Beatrice and Hero).

We know little about Shakespeare’s own acting roles—an early allusion indicates that he often took royal parts, and a venerable tradition gives him old Adam in As You Like It and the ghost of old King Hamlet. Save for Burbage’s lead roles and the generic part of the clown, all such castings are mere speculation. We do not even know for sure whether the original Falstaff was Will Kempe or another actor who specialized in comic roles, Thomas Pope.

Kempe left the company in early 1599. Tradition has it that he fell out with Shakespeare over the matter of excessive improvisation. He was replaced by Robert Armin, who was less of a clown and more of a cerebral wit: this explains the difference between such parts as Lancelet Gobbo and Dogberry, which were written for Kempe, and the more verbally sophisticated Feste and Lear’s Fool, which were written for Armin.

One thing that is clear from surviving “plots” or storyboards of plays from the period is that a degree of doubling was necessary. 2 Henry VI has over sixty speaking parts, but more than half of the characters appear only in a single scene and most scenes have only six to eight speakers. At a stretch, the play could be performed by thirteen actors. When Thomas Platter saw Julius Caesar at the Globe in 1599, he noted that there were about fifteen. Why doesn’t Paris go to the Capulet ball in Romeo and Juliet? Perhaps because he was doubled with Mercutio, who does. In The Winter’s Tale, Mamillius might have come back as Perdita and Antigonus been doubled by Camillo, making the partnership with Paulina at the end a very neat touch. Titania and Oberon are often played by the same pair as Hippolyta and Theseus, suggesting a symbolic matching of the rulers of the worlds of night and day, but it is questionable whether there would have been time for the necessary costume changes. As so often, one is left in a realm of tantalizing speculation.

THE KING’S MAN

On Queen Elizabeth’s death in 1603, the new king, James I, who had held the Scottish throne as James VI since he had been an infant, immediately took the Lord Chamberlain’s Men under his direct patronage. Henceforth they would be the King’s Men, and for the rest of Shakespeare’s career they were favored with far more court performances than any of their rivals. There even seem to have been rumors early in the reign that Shakespeare and Burbage were being considered for knighthoods, an unprecedented honor for mere actors—and one that in the event was not accorded to a member of the profession for nearly three hundred years, when the title was bestowed upon Henry Irving, the leading Shakespearean actor of Queen Victoria’s reign.

Shakespeare’s productivity rate slowed in the Jacobean years, not because of age or some personal trauma, but because there were frequent outbreaks of plague, causing the theaters to be closed for long periods. The King’s Men were forced to spend many months on the road. Between November 1603 and 1608, they were to be found at various towns in the south and Midlands, though Shakespeare probably did not tour with them by this time. He had bought a large house back home in Stratford and was accumulating other property. He may indeed have stopped acting soon after the new king took the throne. With the London theaters closed so much of the time and a large repertoire on the stocks, Shakespeare seems to have focused his energies on writing a few long and complex tragedies that could have been played on demand at court: Othello, King Lear, Antony and Cleopatra, Coriolanus, and Cymbeline are among his longest and poetically grandest plays. Macbeth survives only in a shorter text, which shows signs of adaptation after Shakespeare’s death. The bitterly satirical Timon of Athens, apparently a collaboration with Thomas Middleton that may have failed on the stage, also belongs to this period. In comedy, too, he wrote longer and morally darker works than in the Elizabethan period, pushing at the very bounds of the form in Measure for Measure and All’s Well That Ends Well.

From 1608 onward, when the King’s Men began occupying the indoor Blackfriars playhouse (as a winter house, meaning that they only used the outdoor Globe in summer?), Shakespeare turned to a more romantic style. His company had a great success with a revived and altered version of an old pastoral play called Mucedorus. It even featured a bear. The younger dramatist John Fletcher, meanwhile, sometimes working in collaboration with Francis Beaumont, was pioneering a new style of tragicomedy, a mix of romance and royalism laced with intrigue and pastoral excursions. Shakespeare experimented with this idiom in Cymbeline, and it was presumably with his blessing that Fletcher eventually took over as the King’s Men’s company dramatist. The two writers apparently collaborated on three plays in the years 1612–14: a lost romance called Cardenio (based on the love-madness of a character in Cervantes’ Don Quixote), Henry VIII (originally staged with the title “All Is True”), and The Two Noble Kinsmen, a dramatization of Chaucer’s “Knight’s Tale.” These were written after Shakespeare’s two final solo-authored plays, The Winter’s Tale, a self-consciously old-fashioned work dramatizing the pastoral romance of his old enemy Robert Greene, and The Tempest, which at one and the same time drew together multiple theatrical traditions, diverse reading, and contemporary interest in the fate of a ship that had been wrecked on the way to the New World.

The collaborations with Fletcher suggest that Shakespeare’s career ended with a slow fade rather than the sudden retirement supposed by the nineteenth-century Romantic critics who read Prospero’s epilogue to The Tempest as Shakespeare’s personal farewell to his art. In the last few years of his life Shakespeare certainly spent more of his time in Stratford-upon-Avon, where he became further involved in property dealing and litigation. But his London life also continued. In 1613 he made his first major London property purchase: a freehold house in the Blackfriars district, close to his company’s indoor theater. The Two Noble Kinsmen may have been written as late as 1614, and Shakespeare was in London on business a little over a year before he died of an unknown cause at home in Stratford-upon-Avon in 1616, probably on his fifty-second birthday.

About half the sum of his works were published in his lifetime, in texts of variable quality. A few years after his death, his fellow actors began putting together an authorized edition of his complete Comedies, Histories and Tragedies. It appeared in 1623, in large “Folio” format. This collection of thirty-six plays gave Shakespeare his immortality. In the words of his fellow dramatist Ben Jonson, who contributed two poems of praise at the start of the Folio, the body of his work made him “a monument without a tomb”:


And art alive still while thy book doth live

And we have wits to read and praise to give …

He was not of an age, but for all time!




SHAKESPEARE’S WORKS:
A CHRONOLOGY

1589–91

? Arden of Faversham (possible part authorship)

1589–92

The Taming of the Shrew

1589–92

? Edward the Third (possible part authorship)

1591

The Second Part of Henry the Sixth, originally called The First Part of the Contention betwixt the Two Famous Houses of York and Lancaster (element of coauthorship possible)

1591

The Third Part of Henry the Sixth, originally called The True Tragedy of Richard Duke of York (element of coauthorship probable)

1591–92

The Two Gentlemen of Verona

1591–92; perhaps revised 1594

The Lamentable Tragedy of Titus Andronicus (probably cowritten with, or revising an earlier version by, George Peele)

1592

The First Part of Henry the Sixth, probably with Thomas Nashe and others

1592/94

King Richard the Third

1593

Venus and Adonis (poem)

1593–94

The Rape of Lucrece (poem)

1593–1608

Sonnets (154 poems, published 1609 with A Lover’s Complaint, a poem of disputed authorship)

1592–94/1600–03

Sir Thomas More (a single scene for a play originally by Anthony Munday, with other revisions by Henry Chettle, Thomas Dekker, and Thomas Heywood)

1594

The Comedy of Errors

1595

Love’s Labour’s Lost

1595–97

Love’s Labour’s Won (a lost play, unless the original title for another comedy)

1595–96

A Midsummer Night’s Dream

1595–96

The Tragedy of Romeo and Juliet

1595–96

King Richard the Second

1595–97

The Life and Death of King John (possibly earlier)

1596–97

The Merchant of Venice

1596–97

The First Part of Henry the Fourth

1597–98

The Second Part of Henry the Fourth

1598

Much Ado About Nothing

1598–99

The Passionate Pilgrim (20 poems, some not by Shakespeare)

1599

The Life of Henry the Fifth

1599

“To the Queen” (epilogue for a court performance)

1599

As You Like It

1599

The Tragedy of Julius Caesar

1600–01

The Tragedy of Hamlet, Prince of Denmark (perhaps revising an earlier version)

1600–01

The Merry Wives of Windsor (perhaps revising version of 1597–99)

1601

“Let the Bird of Loudest Lay” (poem, known since 1807 as “The Phoenix and Turtle” [turtledove])

1601

Twelfth Night, or What You Will

1601–02

The Tragedy of Troilus and Cressida

1604

The Tragedy of Othello, the Moor of Venice

1604

Measure for Measure

1605

All’s Well That Ends Well

1605

The Life of Timon of Athens, with Thomas Middleton

1605–06

The Tragedy of King Lear

1605–08

? contribution to The Four Plays in One (lost, except for A Yorkshire Tragedy, mostly by Thomas Middleton)

1606

The Tragedy of Macbeth (surviving text has additional scenes by Thomas Middleton)

1606–07

The Tragedy of Antony and Cleopatra

1608

The Tragedy of Coriolanus

1608

Pericles, Prince of Tyre, with George Wilkins

1610

The Tragedy of Cymbeline

1611

The Winter’s Tale

1611

The Tempest

1612–13

Cardenio, with John Fletcher (survives only in later adaptation called Double Falsehood by Lewis Theobald)

1613

Henry VIII (All Is True), with John Fletcher

1613–14

The Two Noble Kinsmen, with John Fletcher


THE HISTORY BEHIND THE
TRAGEDIES: A CHRONOLOGY
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FURTHER READING
AND VIEWING:
TITUS ANDRONICUS AND
TIMON OF ATHENS

TITUS ANDRONICUS

Critical Approaches


Braden, Gordon, “Shakespeare’s Roman Tragedies,” in A Companion to Shakespeare’s Works Volume 1: The Tragedies (2003). Analysis of the play within a wider examination of Shakespeare’s changing depictions of Rome.

Kolin, Philip C., ed., Titus Andronicus: Critical Essays (1995). Compendious and indispensable collection that covers a huge range of critical ground relating to the play.

Metz, G. Harold, Shakespeare’s Earliest Tragedy: Studies in Titus Andronicus (1996). Lively study containing essays on the play’s critical heritage, its text, its authorship, and its life onstage in recent decades.

Miola, Robert, Shakespeare’s Rome (1983). Influential study focusing on Shakespeare’s changing conception of Rome and code of military honor; chapter 3 is on Titus Andronicus, pp. 42–75.

Smith, Ian, “Titus Andronicus: A Time for Race and Revenge,” in A Companion to Shakespeare’s Works Volume 1: The Tragedies (2003). Analysis of the play in its Renaissance contexts.

Taylor, Neil, and Brian Loughrey, eds., Shakespeare’s Early Tragedies: Richard III, Titus Andronicus, Romeo and Juliet (1990). Anthologizes both early (pp. 31–33) and recent (pp. 99–151) criticism on the play.

Tempera, Mariangela, Feasting with Centaurs: Titus Andronicus from Stage to Text (1999). Book-length study that uses performance analysis as a springboard for examining the play critically and thematically.

Vickers, Brian, Shakespeare, Co-Author: A Historical Study of Five Collaborative Plays (2002). Full account of the collaboration between Shakespeare and Peele on the play.



The Play in Performance


Sher, Antony, and Gregory Doran, Woza Shakespeare! Excellent diary-like account of the production mounted at the Market Theatre, Johannesburg, in 1995 which Doran directed, and in which Sher played the title role.

Jackson, Russell, and Robert Smallwood, eds., Players of Shakespeare 3 (1993). Includes an interview with Brian Cox on playing Titus.



Available on DVD


Titus Andronicus, directed by Jane Howell for the BBC Shakespeare series (1985, DVD 2005). Stripped-down production that focuses acutely on the ritualized aspects of violence, starring Trevor Peacock as Titus, Hugh Quarshie as Aaron, Eileen Atkins as Tamora, and Brian Protheroe as Saturninus.

Titus, directed by Julie Taymor (1999). Lavish, beautiful, gruesome, and slightly surreal rendering, with Anthony Hopkins superb as a Hannibal Lecter–ish Titus, Harry Lennix as Aaron, Jessica Lange as Tamora, Alan Cumming as Saturninus, and Jonathan Rhys Meyers and Matthew Rhys as Chiron and Demetrius.



TIMON OF ATHENS

Critical Approaches


Butler, Francelia, The Strange Critical Fortunes of Shakespeare’s Timon of Athens (1966). Book-length study which explores the play’s mixed critical history and also examines its worthiness as a stage vehicle.

Fischer, Sandra K., “ ‘Cut My Heart in Sums’: Shakespeare’s Economics and Timon of Athens,” in Money: Lure, Lore, and Literature, ed. by John Louis DeGaetani (1994). Examination of Timon’s character through his fiscal failures.

Knight, George Wilson, “The Pilgrimage of Hate: An Essay on Timon of Athens,” in The Wheel of Fire (1930). Classic essay from a classic collection still reprinted.

Nuttall, A. D., Timon of Athens, Harvester New Critical Introductions to Shakespeare (1989). Excellent study which functions as a sort of collection of essays (all by Nuttall) elucidating the most difficult aspects of the play.

Reid, Stephen. “ ‘I am Misanthropos’—A Psychoanalytic Reading of Shakespeare’s Timon of Athens.” Originally published in the Psychoanalytic Review 56, no. 3 (1969), pp. 442–52. Available in Shakespearean Criticism 52, pp. 296–300. An examination of Timon’s misanthropy based on modern psychoanalytical categories.

Soellner, Rolf, Timon of Athens: Shakespeare’s Pessimistic Tragedy (1979). Book-length study of the play which includes a stage history by Gary Jay Williams.

Vickers, Brian. Shakespeare, Co-Author: A Historical Study of Five Collaborative Plays (2002). Full account of the collaboration between Shakespeare and Middleton on the play.

Walker, John Lewis, “Fortune and Friendship in Timon of Athens.” Originally published in Texas Studies in Literature and Language 18, no. 4 (Winter 1977), pp. 577–600. Available in Shakespearean Criticism 67, pp. 253–63. Reviews the influence of the goddess Fortune on the characters and relationships in the play.



The Play in Performance


Smallwood, Robert, ed., Players of Shakespeare 5 (2003), Michael Pennington discusses playing Timon, pp. 131–44.

See Soellner in “Critical Approaches” above.



Available on DVD


Timon of Athens, directed by Jonathan Miller for the BBC Shakespeare series (1981, DVD 2005). Admirable Jacobean-styled version starring Jonathan Pryce as Timon, Norman Rodway as Apemantus, John Shrapnel as Alcibiades, and John Bird and John Fortune as the Painter and Poet.
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Act 1 Scene 1

1.1 Location: Rome (outside the senate house or Capitol)

1.1 Flourish trumpet fanfare accompanying the arrival or departure of a person or people of rank

1.1 Tribunes officials appointed to protect the interests and rights of the people

1.1 aloft i.e. on the upper staging level or gallery

1.1 Saturninus a name suggestive of a saturnine temperament, i.e. gloomy, sullen, sluggish

1.1 Drum and Colours drummers and flag bearers

1 patricians Roman noblemen

1 patrons protectors, supporters

4 successive hereditary

5 that of he who

6 diadem crown

7 honours respect due to rank/reputation/dignity

11 gracious popular/worthy of favor

12 Keep guard

12 Capitol hill on which the temple of Jupiter stood; used in the play as the location of the senate house (the seat of government)

13 suffer not do not permit

14 virtue consecrate worth consecrated

15 continence self-restraint

16 desert merit, worth

16 pure election free choice (as opposed to automatic inheritance by the eldest son)

19 empery status of emperor/absolute dominion

21 A special party i.e. elected representative (a tribune)

21 voice vote/consensus

23 surnamèd given the honorary name

23 Pius i.e. dutiful, patriotic, just (embodying the virtues of Rome’s legendary founder, Pius Aeneas)

24 deserts worthy deeds, actions deserving reward

27 accited summoned

29 That he who

30 yoked conquered

38 flourishing vigorous, thriving, eminent

39 honour … succeed the honorable name of the candidate you wish to succeed worthily to the empery (i.e. “your own honor” as the speech is addressed to Saturninus and Bassianus, each of whom wants the empery)

42 pretend claim

44 suitors petitioners

45 deserts deservings, rights

46 fair courteously, in a balanced manner

47 affy trust

51 all entirely

56 forward in active in supporting

61 confident and kind trustful and well-disposed

63 competitor fellow candidate

65 Patron protector/pattern

65 champion defender

68 circumscribèd confined

68.1 Tamora her name may be an allusion to Tomyris, Queen of the Massagetae, who carried out a bloody revenge on Cyrus of Persia after he had attacked her lands and killed her son; it perhaps suggests “amor” (Latin for “love”) and the object of her desire, the “Moor”

68.1 Aaron “aron,” which is how the name is spelled in the earliest (Quarto) text, is the name of a bitter herb

68.1 Moor person of either African or Middle Eastern origin; a term often used to refer to someone from Barbary, in north Africa

70 weeds garments

71 bark small ship

72 lading cargo (i.e. fresh goods picked up after the discharge of the original load)

73 anchorage anchors

77 Thou i.e. Jupiter Capitolinus, guardian of the city

78 Stand gracious to look favorably on

80 King Priam King of Troy and father of fifty sons, nearly all of whom were slain in the Trojan war

83 latest last

84 With i.e. let Rome reward with

85 given me leave allowed me (i.e. as they have been defeated)

86 unkind lacking in natural family feeling

86 careless negligent, having no care

88 Styx river forming the boundary to the classical underworld, which could only be crossed by souls whose bodies had been properly buried

90 wont accustomed

93 cell storehouse

95 more again

97 hew hack

98 Ad manus fratrum “to the hands of our brothers” (Latin)

100 That so so that

100 shadows ghosts

101 prodigies ill omens/unnatural events

104 gracious favored/merciful

105 rue feel pity for

106 passion grief

109 Sufficeth not is it not enough

110 triumphs victorious processions into Rome

121 Patient calm

127 straight straight away

129 clean totally

131 Scythia ancient region extending over much of eastern Europe and Asiatic Russia, notorious for its barbarous inhabitants

132 Oppose compare

135 withal as well

136 Queen … tent Hecuba, the wife of King Priam of Troy, took revenge for the death of her son Polydorus by blinding his murderer, the Thracian King Polymestor

137 sharp severe/merciless

141 quit requite, repay

144 entrails bowels, intestines

147 ’larums trumpet calls

149 latest final

153 envy malice

158 fame honor/renown

159 tributary paid as a tribute/like tributary rivers

160 obsequies commemorative rites

166 cordial medicine which invigorates the heart

168 And … praise i.e. may you outlive even eternal fame, on account of your virtue

171 gentle kind/noble

174 your … all i.e. the living and the dead share the same honor

176 triumph ceremonial victory celebration

177 aspired risen

177 Solon’s happiness the ancient Greek philosopher and lawgiver Solon observed that man is only securely happy when dead

178 bed i.e. the grave

181 tribune … trust trusted representative

182 palliament candidate’s gown (George Peele is the only writer in English to use this word, evidence strongly suggesting his authorship of this scene)

185 candidatus “candidate” (literally “one clad in a white robe”)

187 fits befits, suits

192 set abroad generate

197 right and service defending the just cause

201 obtain and ask obtain if you ask

206 would I wish

211 wean … themselves reconcile them to not getting their own way

216 meed reward

218 voices … suffrages votes

221 gratulate express joy at, salute

222 admits acknowledges (as lawful successor)

223 suit formal request

224 create appoint

226 Titan Roman sun god

236 in … deserts as part-payment of the reward you deserve

237 gentleness kindness/nobility

238 an onset a start

242 Pantheon circular temple dedicated to all the gods

243 motion proposal

245 hold me consider myself

245 of by

252 ensigns symbols, tokens

256 unspeakable inexpressible

257 fealty obligation of allegiance

259 for because of

259 state high rank

260 use treat (with possible anticipatory play on the sense of “have sex with”)

261 hue appearance/complexion

264 cheer facial expression

267 Rest rely

268 he comforts he who comforts

271 sith since

272 Warrants justifies/acts as a pledge for/authenticates

278 withal moreover

279 reason justified course of action

280 ‘Suum cuique’ “to each his own” (Latin)

283 avaunt be gone

284 surprised ambushed, captured unexpectedly

293 Lucius, help Lucius may reenter or may have remained at the rear of Bassianus’ party

295 quarrel (hostile) cause

296 Nor neither

303 by leisure barely (i.e. I will not be quick to)

306 Was none was there no one

306 stale laughingstock (especially a ridiculed lover)/person used as a tool for a sinister purpose

311 changing piece fickle woman (piece is derogatory)

312 flourished brandished

314 bandy brawl

315 ruffle fight

318 Phoebe or Diana, Roman goddess of the moon, chastity, and hunting

319 overshine outshine

319 gallant’st finest looking

326 tapers candles

327 Hymenaeus god of marriage

335 Pantheon to the Pantheon

338 Whose … conquerèd i.e. who has wisely overcome her misfortune by accepting Saturninus

340 bid invited

341 wont accustomed

342 challengèd accused

349 becomes is fitting

353 re-edified rebuilt, restored

354 servitors servants/soldiers

359 bretheren brothers

360 TITUS’ TWO SONS i.e. Quintus and Martius, though the theater audience never hears their names

362 vouch maintain, assert

363 in my despite in contemptuous disregard of me/as an act of malice toward me

366 crest helmet (perhaps, anachronistically, with heraldic connotations)

368 repute consider

374 speed succeed/be satisfied

377 Suffer allow

381 The … funerals the Greek warrior Ajax, in a frenzy of rage because the dead Achilles’ armor had been awarded to Odysseus rather than himself, killed a flock of sheep in the maddened belief that they were Greek generals; he committed suicide in shame, but received a proper burial after Odysseus (Laertes’ son) persuaded the Greeks that he deserved one

381 advice deliberation

387 dismall’st most ominous

391 trophies memorials to a military victory

394 dumps melancholy mood, dejection

395 subtle cunning, wily

397 is is so

398 device scheming

399 beholding beholden, indebted

402 played your prize won your bout (fencing term)

407 rape seizure (of Lavinia)

411 that that which

412 ’Tis good very well

413 sharp curt, short, dismissive (but with sinister play on the sense of “violent”)

415 Answer be answerable for (it)

419 opinion reputation

423 controlled checked, thwarted

423 frankly freely, unconditionally

427 leave to plead i.e. leave off pleading on behalf of

428 those i.e. Titus’ sons and brother

433 indifferently impartially

436 put it up submit to it

437 forfend forbid

438 author to dishonour responsible for dishonoring

439 undertake vouch

441 fury … griefs genuine fury attests to the truth of his grief

443 vain suppose needless supposition

446 Dissemble disguise

449 survey consideration, examination

452 at entreats to entreaty

452 let me alone leave it to me

454 raze erase, obliterate

456 suèd pleaded

460 Take up bid to rise

465 incorporate in formally admitted to by legal procedure/part of the body of

466 happily fortunately, opportunely

471 For as for

479 Tend’ring while having regard for

480 protest declare, affirm

488 churl ungenerous person

489 friend (generous) patron/lover

493 love-day day for amicable reconciliation/day for lovemaking

494 an if

495 hart male deer

496 bonjour “good day” (French)

497 gramercy “great thanks” (from the French grand merci)

Act 2 Scene 1

1 Olympus the mountain home of the Greek gods

3 of from

6 gilt covered with gold, i.e. shone over

7 Gallops gallops through

7 glistering glittering

8 overlooks looks down on

10 wit intelligence/ingenuity; it also has sexual connotations of “genitals” in certain contexts

14 mount her pitch rise to the highest point of her flight (falconry term; mount has sexual connotations)

14 in triumph as a victorious conqueror (who would return to Rome leading his chained prisoners behind his chariot)

16 charming spell-casting

17 Prometheus … Caucasus in punishment for stealing fire from the gods, Prometheus was chained to a rock in the Caucasus mountains where he had his liver perpetually gnawed by an eagle

18 weeds garments

18 idle worthless/weary

21 wanton frolic lasciviously

21 queen puns on “quean” (i.e. prostitute)

22 Semiramis Assyrian queen famed for beauty, cruelty, and lust

23 siren bewitching creature (part-woman, part-bird, though often confused with the mermaid); her enchanting singing lured sailors to shipwreck

23 braving challenging one another, behaving with bravado

26 want lack

26 edge sharpness; there seems to be a sexual play around “wit” here

27 graced favored

28 aught anything

28 affected loved

29 overween presume

30 bear me down subdue me

30 braves bravado, boasts

34 serve plays on the sense of “have sex”

35 approve prove

37 Clubs, clubs! rallying cry to summon apprentices armed with clubs to suppress a riot

38 unadvised ill-advisedly

39 dancing-rapier sword worn only for ornament when dancing

40 friends relatives

41 Go to expression of impatient dismissal

41 lath stage sword made of wood

45 brave defiant, insolent

47 near … draw in Elizabethan England, it was illegal to draw weapons near a royal residence

49 wot know

54 put up sheathe your swords

64 brabble brawl, quarrel

64 undo ruin

66 jet encroach

67 loose unchaste, promiscuous

70 controlment restraint

72 ground basis (puns on the musical sense of “base melody, on which variations are developed”)

73 knew she if she knew

75 meaner humbler, lower-ranking

79 brook tolerate

81 device scheme, intention

82 deaths perhaps plays on secondary meaning of death as “sexual orgasm”

82 propose be ready to meet

85 mak’st … strange do you find it so odd

91 shive slice

93 Vulcan’s badge i.e. the cuckold’s horns traditionally supposed to be worn by a man with an unfaithful wife (Vulcan’s wife Venus slept with Mars)

95 court it play the courtier/woo

97 struck … nose killed a deer and smuggled it away without the gamekeeper noticing (struck a doe plays on the sense of “had sex with a woman or whore”; doe female fallow deer)

99 snatch seizure of the prey/hasty sexual act (the modern “quickie”)

100 serve your turns serve your purposes/render sexual service (Chiron plays on this sense in his reply)

102 hit it hit the point exactly/shot the prey (in his reply, Aaron shifts the sense to “penetrated the vagina”)

104 ado fuss/copulating

106 square for quarrel over

109 so provided that

110 join … jar join forces to obtain what you quarrel over

111 policy cunning/strategy

112 affect aim at

113 as … may achieve in the way you would like you must accomplish any way you can

115 Lucrece virtuous Roman wife who killed herself after being raped by Tarquin

117 ling’ring languishment protracted love-sorrow

119 solemn ceremonial

120 troop gather, assemble

122 plots spots (perhaps suggestive of the sense of “schemes”)

123 kind nature

124 Single select, isolate (an animal from the herd)

124 dainty choice/pleasing to the palate/delicately pretty

125 strike her home fatally wound the deer/penetrate the vaginal target

126 stand perhaps with connotations of penile erection

127 sacred devoted (to villainy)/ accursed

130 file our engines sharpen our stratagems

131 square yourselves thwart yourselves with quarreling

133 house of Fame house of whispering, gossip, and rumor (described in Ovid’s Metamorphoses and Chaucer’s House of Fame)

135 dreadful inspiring awe and fear

136 strike take action/attack/penetrate sexually

136 turns plays on the sense of “sexual acts”

138 treasury with the slang sense of “vagina”

140 Sit … nefas “be it right or wrong” (Latin)

142 Per … vehor “I am carried through the Stygian regions, through the realm of the shades”—i.e. “I am in hell” (Latin, adapted from Seneca’s Hippolytus)

Act 2 Scene 2

2.2 Location: Rome (outside the emperor’s palace). Hitherto, the style of the play has been mainly that of Peele; henceforth, it is mainly that of Shakespeare

1 up afoot

3 Uncouple release the hounds (who were fastened in couples)

3 bay deep prolonged barking of hunting hounds

5 hunter’s peal horn-blowing to rouse the hounds

7 charge responsibility

7 Wind blow a blast on

14 lustily heartily

16 how what

23 chase royal hunting grounds

24 promontory mountain ridge

Act 2 Scene 3

2.3 Location: a forest near Rome

3 inherit possess

5 coin create (literally, stamp metal to form a coin)

6 beget conceive, create

9 alms … chest i.e. this gold from Tamora’s treasury

10 wherefore why

11 boast show

21 conflict sex

22 wand’ring … Dido while on his sea-wanderings after the fall of Troy, Aeneas landed in Carthage and fell in love with Queen Dido; when out hunting they were caught in a storm and took refuge in a cave where they made love (celebrated in Virgil’s Aeneid)

23 happy fortuitous

24 counsel-keeping secret-keeping

30 Venus Roman goddess of love

31 Saturn the planet’s influence was supposed to make men sullen and melancholy

31 dominator dominant planet

32 deadly-standing death-dealing

37 venereal erotic, lustful (from Venus)

41 hopes hopes for

43 Philomel Tereus raped Philomel and cut her tongue out to prevent her naming him as the perpetrator; she revealed his identity by weaving an account of what had happened

46 Take it up take it

49 parcel part

49 hopeful hoped-for/promising

53 cross antagonistic, quarrelsome

56 unfurnished … troop not equipped with a suitable escort

57 Dian Diana, Roman goddess of hunting and chastity

57 habited dressed

59 general participated in by all

60 Saucy insolent

60 controller critic/official responsible for household finances (i.e. one of lower status)

62 presently immediately

63 Actaeon having seen Diana bathing naked, Actaeon was punished by being turned into a stag and hunted by his own hounds

64 drive rush

66 Under your patience if I may say so

66 gentle noble

67 horning giving cuckold’s horns (i.e. being unfaithful to one’s husband)

68 doubted suspected

69 Are singled forth have deliberately separated yourselves (as an animal is from the herd)

69 experiments i.e. sexual exploration

70 Jove supreme Roman god

72 swarth swarthy (i.e. black)

72 Cimmerian one of a people who were supposed to live in darkness (i.e. the dark-skinned Aaron)

75 sequestered separated

75 train retinue

81 Great reason i.e. no wonder

81 rated berated, chastised

83 joy enjoy

84 passing surpassingly

86 slips moral errors/sexual lapses

86 noted notorious, branded with disgrace/the subject of talk

92 ’ticed enticed

95 O’ercome overgrown

95 baleful deadly, poisonous

97 fatal ominous

97 raven like the owl, a bird whose call was associated with death

101 toads thought to be poisonous

101 urchins goblins, elves

104 straight straight away

104 suddenly immediately

107 dismal ominous

110 Goth probably pronounced “goat,” a proverbially lascivious animal

118 Semiramis Assyrian queen noted for beauty, cruelty, and lust

120 poniard dagger

123 thrash plays on the sense of “have sex”

124 minion hussy

124 stood upon insisted upon, made much of

126 painted i.e. false

128 An if if

131 honey sexual sweets

132 outlive live longer

133 warrant assure, guarantee

134 perforce by force

135 nice-preservèd honesty fastidiously maintained chastity

142 dam mother

143 learn teach

145 tyranny violence, cruelty, villainy

146 sons alike identical sons

149 raven a bird of ill omen, associated with (moral) blackness and with “ravening” (ravishing/devouring)

149 lark associated with the brightness of morning and, because of its high flight, heaven

150 it it to be so

152 paws claws

153 forlorn abandoned, destitute

154 birds chicks

156 Nothing … pitiful if not as kind (as the fostering raven), then at least somewhat pitiful

157 it i.e. pity

166 use treat/employ sexually

172 Fond foolish

173 present immediate

174 womanhood female modesty

174 denies forbids

176 tumble ironically to “tumble” can also mean “to have sex with”

179 fee payment, i.e. sexual entitlement

181 stayed delayed

183 our general name the reputation of womankind

184 Confusion ruin, disorder/shame/mental disturbance

187 make her sure secure her, i.e. ensure she is no threat to us

189 Andronici Latin plural of “Andronicus,” i.e. the whole family

189 made away killed

191 spleenful violent, lustful (the spleen was regarded as the seat of strong passions)

191 trull whore

192 better foot before best foot forward

195 dull lacking keenness of perception (associated with a melancholy and foreboding)

198 subtle treacherous, crafty, disguised

199 rude-growing wild, uncultivated

204 object sight

210 unhallowed unholy, wicked

211 surprisèd bewildered, overcome

211 uncouth unfamiliar

217 compassionate afflicted with sorrow

219 by surmise even to imagine

222 embrewèd soaked

223 on a heap prostrate

227 ring … hole presumably the ring is set with a carbuncle, a gem supposed to emit light

228 monument tomb

229 earthly pale, lifeless

231 Pyramus in the mistaken belief that his lover Thisbe had been killed by a lion, Pyramus committed suicide; discovering this, Thisbe did the same

232 maiden blood his own blood, that of a male virgin/Thisbe’s blood (after she had killed herself over his body)

235 fell fierce, cruel

236 Cocytus a river in hell, used here for hell generally

238 wanting lacking

239 womb stomach/uterus

258 out alas alas (out is an intensifier)

260 gride pierced

262 search probe

264 writ document

265 complot plan, plot (with suggestions of “outline of a play” picked up in tragedy)

265 timeless untimely

266 fold hide

268 handsomely conveniently

272 elder tree an ill-omened tree associated with betrayal

274 decreed decided

275 purchase win

279 should was to

281 kind nature

286 wondrous strange/incredible

292 apparent obvious

298 their suspicion the suspicion they are under

305 Fear not fear not for

Act 2 Scene 4

2.4 ravished raped

3 bewray divulge

5 scrawl gesticulate awkwardly/write untidily

6 sweet water a perfumed preparation similar to rose water

9 cause case, situation

10 knit knot

12 Cousin a term used for any relative

14 strike astrological term referring to the power of a planet to emit a deadly influence

19 circling shadows protective encircling shade

26 Tereus her brother-in-law who raped Philomel

27 detect expose/accuse

30 conduit fountain

31 Titan the sun god

35 rail at berate, rant at

36 stopped shut up

39 tedious laboriously executed

39 sampler piece of embroidery

40 mean method, course of action

51 Cerberus … feet Orpheus (the Thracian poet) played his lute so sweetly that Cerberus, the three-headed dog guarding the entrance to the underworld, fell asleep at his feet

54 meads meadows

Act 3 Scene 1

3.1 Location: Rome (public place)

1 grave fathers dignified and venerable old men

4 my blood i.e. the blood of my sons

4 quarrel cause

5 watched remained awake, on guard

13 languor sorrow, affliction

14 stanch satisfy, quench

15 shame feel shame

17 distil trickle down

17 these … ruins i.e. his eyes

19 still continually

22 So provided that

24 doom sentence

26 prevailing orators successful in their entreaty

34 mark pay attention to

36 bootless in vain, pointlessly

39 intercept interrupt

42 attirèd clothed/covered

42 grave somber/deathly

42 weeds garments/wild plants

43 afford offer/supply

51 happy fortunate

64 object sight

71 Nilus the river Nile, known for its annual flooding

71 disdaineth scorns, treats with contempt (i.e. overflows)

74 nursed … life i.e. in helping to uphold Rome, my hands have contributed to my own grief

76 effectless fruitless

81 martyred mutilated

82 engine instrument

83 blabbed uttered/told what was better kept secret

88 park enclosed hunting ground

90 unrecuring incurable

91 dear puns on deer

94 Environed surrounded

95 waxing swelling

96 Expecting ever always awaiting the time

96 envious malicious

97 brinish briny, salty

101 spurn kick, blow

105 lively living

109 this this time, now

112 honey-dew sweet sticky substance found on the leaves and stems of plants, excreted by aphids but formerly believed to be akin to dew

121 do thee ease comfort you, bring you some relief

126 miry muddy

128 clearness i.e. the pure water of the fountain

131 dumb shows mimes; frequently included in early drama

134 device scheme, plan/dramatic performance

139 wot know

140 napkin handkerchief

148 sympathy agreement, union

149 Limbo dwelling place of the unbaptized, on the borders of hell

169 castle helmet, i.e. head/fortress

170 none of both neither of you

179 meet fit

184 spare save, leave unharmed (but Titus privately intends the sense of “do without”)

192 that you’ll say i.e. you will realize that I have deceived you

193 stay your strife stop arguing

195 warded protected

197 that i.e. burial

198 account of consider/value

200 dear costly/precious

200 mine own what already belonged to me by right

202 Look expect

204 fat nourish/delight

205 fair pale-faced/virtuous

208 ruin i.e. his mutilated body

212 welkin sky

215 with possibilities realistically

218 passions outbursts of feeling

222 o’erflow become flooded

225 coil turmoil

226 her i.e. Lavinia’s

228 be movèd become choppy/be emotionally affected

231 For why because

231 bowels core, interior

234 stomachs bellies/resentments

239 sports entertainments

240 That so that

242 Aetna volcano in Sicily

245 some deal somewhat

246 flouted mocked

248 shrink wither through blood loss

249 bear his name continue to be called life

252 starvèd benumbed with cold

254 flattery self-delusion

257 dear grievous

260 control try to restrain

270 tributary paid as a tribute/like tributary rivers

273 threat warn, give ominous indication

274 mischiefs misfortunes/injuries

277 heavy sorrowful

292 pledges those left behind as bail (i.e. his family)

294 tofore formerly

295 nor neither

296 But except

299 Tarquin … queen the last King of Rome, Tarquinius Superbus, was expelled after his son Sextus Tarquinius raped Lucrece; Lucius Junius Brutus led the people in an uprising that saw the establishment of a republic

300 power army

Act 3 Scene 2

3.2 Location: Rome (Titus’ house)

3.2 banquet light meal

4 sorrow-wreathen knot Marcus’ arms are folded in a gesture denoting grief

5 want lack

6 passionate express with passion

8 tyrannize i.e. thump violently

9 Who which (referring to hand)

12 map image/epitome

13 outrageous violent/excessive

15 sighing each sigh was thought to drain a drop of blood from the heart

19 sink pool or pit for waste water/receptacle

20 fool term of endearment

22 tender young

23 dote act foolish/deranged

27 Aeneas in Virgil’s Aeneid, Dido asks Aeneas to tell the story of the fall of Troy, to which he responds that to repeat it would renew his grief

30 still continually

31 franticly frenziedly/foolishly

31 square shape

34 fall to begin eating

38 meshed mashed (i.e. brewed)

39 complainer one who laments

40 action performance/oratorical gesture

40 perfect perfectly acquainted

43 wink close the eyes

45 still constant

46 grandsire grandfather

48 tender young/tender-hearted/sensitive

49 heaviness sorrow

54 Out on thee expression of reproachful indignation

62 buzz lamenting doings tell of sorrowful deeds

66 ill-favoured ugly

71 insult on triumph scornfully over

72 Flattering … if deluding myself into believing

75 sirrah sir (used to an inferior)

79 wrought on worked on, affected

81 take away clear the table

82 closet private room

83 chancèd that occurred

85 dazzle grow blurred

Act 4 Scene 1

4.1 Location: Rome (outside Titus’ house)

9 somewhat something

12 Cornelia Roman mother, exemplary for educating her sons, the Gracchi, who became notable political reformers

14 Tully’s Orator Cicero’s De Oratore, a widely studied treatise on rhetoric

15 plies importunes, behaves insistently toward

20 I … Troy in Ovid’s Metamorphoses, Hecuba became frenzied with grief and eventually turned into a dog

24 fury a fit of madness

27 go accompany us

33 deeper … skilled i.e. prepared for more advanced reading than Young Lucius’ schoolroom texts

35 beguile while away

38 in sequence one after the other

40 fact crime

41 heaves lifts

42 tosseth turns the leaves of

46 culled selected

47 Soft wait a moment/hush

51 annoy mental anguish

52 quotes observes, examines

53 surprised seized, ambushed

55 vast desolate

59 Patterned by that on the pattern of that which

62 tragedies dire events (with a play on the idea of theatrical tragedies)

65 Or … erst or was it not Saturnine who slunk as Tarquin once did

68 Apollo … Mercury Apollo was associated with the discovery of the truth, Pallas Athene with the law, Jove with the punishment of crime, and the messenger-god Mercury with carrying forward the will of Jove

71 plain flat, smooth

72 after me following my example

74 shift means, expedient

76 discovered revealed

80 Stuprum “rape” (Latin)

83 Magni … vides? “Ruler of the great heavens, are you so slow to hear crimes, so slow to see?” (Latin; from Seneca’s Hippolytus)

88 exclaims outcries, protests

90 Roman Hector’s hope Hector was the greatest of the Trojan warriors, so Lucius is claimed as a Roman equivalent; his son Young Lucius is his hope for the future

91 fere spouse

94 prosecute … advice pursue by well-considered means

96 reproach shame, disgrace

97 an if

99 dam mother

99 wind get wind of

100 lion i.e. Saturnine

101 playeth … back rolls playfully/has sex with him

102 do plays on the sense of “have sex (with)”

102 list pleases

103 young inexperienced

104 leaf sheet

105 gad sharp spike, applied to a stylus or pen

107 Sibyl’s leaves the Sibyl (female prophet) of Cumae wrote her prophecies on leaves which were sometimes blown away before there was time to read them

111 bondmen slaves

116 fit equip (with arms)

116 withal in addition

123 brave it swagger defiantly, make a show

124 marry by the Virgin Mary

124 be waited on i.e. not ignored as we have been formerly

126 compassion pity

127 ecstasy fit of madness

Act 4 Scene 2

4.2 Location: Rome (exact location unspecified)

6 confound destroy

7 Gramercy great thanks

8 deciphered discovered/interpreted, read (referring to Lavinia’s writing of their names)

10 well advised after careful consideration, in his right mind

16 appointed equipped

20 ‘Integer … arcu’ “The man of upright life and free from crime does not need the javelins or bows of the Moor” (Latin; from Horace’s Odes)

23 grammar school textbook (the quotation appears in William Lily’s Latin grammar, widely used in schools from 1540 onward)

24 just just so, precisely

26 no sound jest said in irony; the jest could not be sounder

28 That … quick i.e. the message touches the matter to its very heart, but the boys are so stupid that they don’t sense it

29 witty clever

29 afoot up and about

30 conceit ingenious conception

31 her unrest Tamora is in labor

32 happy fortunate

36 brave defy, be insolent toward

38 insinuate Demetrius has misinterpreted Titus’ message as a strategy for gaining entrance at court

40 friendly kindly (ironic; also plays on the sense of “like a lover”)

42 At … bay cornered thus (hunting metaphor referring to the cornered animal turning to face its pursuers)

42 by turn one after the other (plays on the sense of “with copulation”)

42 serve gratify sexually

45 more i.e. more Roman dames

50 Belike probably

54 more puns on Moor

54 ne’er a whit not a bit (perhaps plays on “white”)

55 what what do you want

56 undone ruined

67 issue outcome/offspring

70 fair-faced breeders light-skinned mothers

70 clime climate/region, realm

71 thy … seal i.e. with your mark upon it

74 blowse ruddy fat-faced wench (here applied to the baby as a reaction to the nurse’s condemnation of his blackness)

78 done had sex with

80 chance luck

87 broach stick, as on a spit

92 got conceived

95 Enceladus one of the giants who fought the Olympian gods

96 Typhon another giant (and father of monsters) who fought against the gods

97 Alcides Hercules, the Greek hero famed for feats of great strength

97 god of war Mars

99 sanguine red-faced

100 white-limed whitewashed (puns on “white-limbed”)

100 ale-house painted crudely painted

105 lave wash

105 flood sea/river

109 this i.e. the baby

112 maugre in spite of

113 smoke i.e. suffer (an image drawn from burning at the stake)

115 escape sexual transgression

117 ignomy ignominy, disgrace

120 close enacts secret actions

121 framed made

121 leer complexion/sly sideways glance

122 slave villain

123 As … say as if saying

124 sensibly perceptibly/made capable of sensation

125 self-blood selfsame blood

127 enfranchisèd freed

128 the surer i.e. the mother’s

131 Advise thee consider

133 so provided that

135 have … of watch as a hunter does from the security of a downwind position

140 chafèd angry/provoked

148 Weke, weke! Aaron imitates the Nurse’s dying cry

150 policy expedience, strategy

152 long-tongued chattering

156 like to her i.e. pale-skinned

157 pack make an arrangement/conspire

158 circumstance details

164 physic medicine (ironic)

165 bestow give

166 grooms fellows/herdsmen/court officials responsible for organizing special events like funerals

167 days time

168 presently immediately

179 shifts expedients/stratagems

181 curds and whey coagulated milk, similar to yogurt

181 suck drink the milk of

182 cabin lodge

Act 4 Scene 3

4.3 Location: Rome (outside the emperor’s palace)

3 draw home draw the bow to its fullest extent

3 ’tis there straight it will reach its target straight away

4 Terras Astraea reliquit “Astraea [goddess of justice] has left the earth” (Latin; from Ovid’s Metamorphoses)

4 be you remembered remember

6 cousins kinsmen

6 sound measure the depth of

8 Haply perhaps/hopefully

9 there’s i.e. in the sea there is

11 mattock agricultural tool similar to a pick, used to break up hard ground

13 Pluto’s region the classical underworld, over which Pluto ruled

19 What time when

19 suffrages votes

22 man-of-war warship

23 her i.e. Astraea, Greek goddess of justice

24 pipe for look in vain for, whistle for

25 heavy case sad state of affairs

26 distract deranged, mad

28 carefully attentively/with solicitude

29 feed his humour indulge, humor him

30 careful comforting/costing trouble

32 Join … Goths a line is missing before this in the early texts; it was probably something like “But let us live in hope that Lucius will”

33 wreak vengeance

36 her i.e. Astraea

39 for as for

41 perforce of necessity

41 stay wait

43 burning lake both Acheron and the fiery Phlegethon were rivers in the classical underworld

46 Cyclops one-eyed giant

48 wrung racked/wrenched/pressed down upon

49 sith since

50 move provoke/rouse/appeal to

51 for to to

52 gear business

53 “Ad … Martem” “To Jove,” “To Apollo,” and “To Mars” (Latin)

57 You … wind i.e. you might as well shoot against the wind as appeal to Saturninus

58 loose let fly

59 Of on

64 said done

65 Virgo the constellation of the virgin, associated with Astraea; shooting an arrow into her lap is sexually suggestive

65 Give it Pallas shoot the arrow labeled “Pallas” (i.e. Pallas Athene, also associated with virginity)

70 Taurus constellation of the bull

72 galled grazed

72 Aries constellation of the ram

73 horns the signs of cuckoldry (i.e. having an unfaithful wife); Marcus imagines Aaron giving them to Saturninus

74 villain servant/doer of wicked deeds

77 there it goes a hunter’s cry of encouragement

77 Clown a rustic/the actor who played low-comic parts

78 post messenger

81 gibbet-maker the Clown has misheard or misunderstood the word Jupiter

81 taken them down i.e. taken down the gallows (because the execution has been postponed)

87 carrier messenger (the Clown responds to the literal sense of “bearer”)

91 press aspire

92 tribunal plebs malapropism for “tribuni plebis”—the tribunes in their capacity as magistrates protecting the plebeians in law

93 take up amicably settle (a legal dispute; the pigeons are to serve as a peace offering)

94 emperial’s malapropism for “emperor’s”

96 oration petition

99 with a grace courteously, pleasingly, with propriety (the Clown understands “along with a prayer before meals”)

101 ado fuss

104 Hold stop, wait

104 charges expenses

106 supplication written request

111 look for expect

112 bravely in good style

113 let me alone leave it to me

Act 4 Scene 4

4.4 Location: action continues, but shifting to interior of palace

2 overborne oppressed

3 for the extent in return for his exercising

5 mightful mighty

7 passed happened/been legally determined

8 even in accordance

11 wreaks acts of vengeance

18 blazoning proclaiming/displaying

19 humour whim, caprice

24 she i.e. justice

33 meanest lowest

35 High-witted clever, sharp

35 gloze use fair, false words

35 withal along with the rest

40 forsooth in truth

42 good e’en good evening (i.e. any time after noon)

45 must I am I to

47 By’r lady by Our Lady (i.e. the Virgin Mary)

47 brought up raised (plays on the sense of “given utterance to a report or legal claim”)

47 neck plays on the sense of “the laying of a charge at law”

48 end i.e. death (plays on the sense of “completion of a legal case”)

51 device trick/plot

56 shape privilege create immunity from prosecution

57 slaughterman executioner

58 frantic mad

58 holp’st helped

62 gathered head raised an army

62 power army

63 bent … spoil determined on destruction

64 amain in full force/at full speed

64 conduct leadership

67 Coriolanus Roman war hero who, having been exiled from Rome, joined forces with his former enemy to march against the city, events that are dramatized in Shakespeare’s Coriolanus

69 nip me cut off my growth/blight me with frost

74 walkèd … man i.e. gone among his citizens in disguise

75 wrongfully wrongfully done

80 thy name i.e. Saturninus, with its suggestion of Saturn, supposedly King of Rome in the golden age

82 suffers allows

83 is not careful does not care

85 stint stop

86 giddy fickle in allegiance/intoxicated with the thought of revolt

90 honey-stalks clover flowers, the overeating of which causes sheep to become bloated and die

92 rotted destroyed/corrupted by the rot, a disease that affects sheep

95 smooth flatter

100 parley peace negotiations during which hostilities are suspended

101 appoint arrange

104 stand in insist upon

106 effectually adequately, to the purpose

108 temper work on

112 successantly at once/one after the other

Act 5 Scene 1

5.1 Location: somewhere near Rome Drum drummer

1 Approvèd tried and tested

5 as … witness as noble as your titles proclaim you to be

7 scathe harm

9 slip offspring (literally, a cutting from a plant)

13 bold confident

15 master in Shakespeare’s time, queen bees were assumed to be masculine

19 lusty vigorous

22 earnestly with sincere feeling

26 controlled calmed

27 tawny brown-skinned

28 bewray betray

28 brat not necessarily contemptuous

33 rates berates, scolds

39 use … man deal with the man as you think necessary

42 pearl … eye proverbial: “a black man is a pearl in a fair woman’s eye”

43 fruit i.e. the baby

44 wall-eyed with glaring eyes

50 sire father

51 sprawl convulse in the throes of death

52 withal with, moreover

66 Complots conspiracies

66 mischief wickedness

67 Ruthful … performed lamentable to hear about, yet done in order to excite pity

75 for because

77 popish i.e. deceptive, superstitious (Protestant term; anachronistic in this context)

80 bauble professional fool’s baton with a carved head at one end

86 discover reveal

89 luxurious lecherous, lascivious

91 To compared to

94 trimmed plays on the sense of “had sex with”

96 washed … trimmed i.e. like dead meat

97 Trim fine

100 codding lecherous (from “cod,” i.e. “testicle”)

101 As … set i.e. their mother’s lecherousness guaranteed theirs, as certain cards are guaranteed to win a game

102 bloody bloodthirsty

103 dog … head in bull- or bear-baiting, dogs were admired for attacking head-on

105 trained lured, as to a snare

109 Confederate in a conspiracy

112 cheater person who cheats/escheator (i.e. officer who looks after property forfeited to the crown)

115 pried me peered, spied

123 as … is “to blush like a black dog” was proverbial for having a brazen face

131 forswear myself swear falsely/break my word

147 presently instantly

159 for since

161 your hostages i.e. such hostages as you may require

Act 5 Scene 2

5.2 Location: Rome (outside Titus’ house)

1 sad habiliment somber clothing

5 keeps dwells, remains (possibly playing on the sense of “watches/lies in wait”)

7 Tell I will tell

8 confusion ruin, overthrow

8 Aloft or within he is either on the upper stage or in the “discovery space”

10 ope open

11 sad decrees grave resolutions

14 bloody lines writing describing bloody deeds (but with the suggestion that the lines have been, metaphorically, written in his own blood)

15 executed plays on the sense of “killed”

17 grace adorn, augment/give plausibility to

18 Wanting … action lacking a hand to accompany my words with gestures

19 odds of advantage over

23 trenches i.e. wrinkles

24 heavy sorrowful/burdensome

32 wreakful vengeful

38 couch lie hidden

39 dreadful inspiring fear and dread

46 surance assurance, guarantee

49 globes planets (or a printer’s error for “globe”)

50 proper palfreys handsome horses

51 hale haul

52 murder i.e. murderers

53 car chariot

56 Hyperion the Greek sun god

57 downfall descent; perhaps an additional allusion to the story of Hyperion’s son Phaethon, who, attempting to drive the chariot of the sun, was unable to control the horses and crashed into the sea

59 So provided that

59 Rapine Rape

63 of on

65 worldly mortal

70 closing agreeing (may play on the sense of “embracing”)

71 forge invent

76 sure securely

77 practice plot

77 out of hand immediately/spontaneously

78 giddy unstable, excitable, inconstant

80 ply my theme work at my exercise

82 Fury avenging goddess

85 fitted fitted out

87 wags makes the slightest movement/goes anywhere (plays on the sense of sexual motion)

90 convenient fitting, suitable

93 deal with set to work upon (i.e. kill)

101 hap chance

106 proportion physical shape, appearance

107 up and down in every respect

115 solemn stately, ceremonial

124 repair make his way

136 but Lucius i.e. but that revenge which Lucius shall enact

139 governed … jest managed the exploit we planned

140 smooth … fair flatter and humor him

141 turn return

161 cry cry out

162 forbear stop

163 therefore precisely for that reason

170 spring i.e. Lavinia

180 martyr kill with great violence

187 paste usually, a mixture of flour and water

188 coffin pie crust (puns on the usual sense of the word)

189 pasties meat pies (baked without a dish)

190 strumpet whore, harlot

190 unhallowed unholy, wicked

191 increase offspring

193 surfeit feed to excess/become sick from overeating

195 progne Progne (or Procne), wife of Tereus, revenged his rape of her sister, Philomel, by killing her son Itys and serving him to his father in a pie

199 temper moisten

201 officious diligent in duties

203 Centaurs’ feast the wedding feast of Pirithous the Lapith and Hippodamia ended in a bloody battle between the Lapithae and the Centaurs (half-men, half-horses) when one of the Centaurs launched an attack on the women present by attempting to violate the bride

205 gainst before/in anticipation of the time when

5.3 Location: action continues; the scene then moves into the house

3 ours with thine i.e. our minds accord with yours

9 ambush men lying in wait to attack

17 firmament sky

18 boots profits, avails

19 break the parle open the negotiations

21 careful afflicted with care/considerate

21 Hautboys oboe-like instruments

28 cheer food/hospitality

33 beholding indebted

36 Virginius the centurion Virginius killed his daughter Virginia to prevent her being raped by Appius Claudius; in some versions of the story he killed her because she had been raped

41 Because so that

42 still continually

44 lively striking/living, active

44 warrant authoritative witness/conclusive proof/sanction/document licensing execution

48 unkind cruel

52 outrage violent action

61 daintily with delicate attention to the palate

66 meed for meed measure for measure

71 mutual unified, mutually supporting

73 bane murderer/poison

75 forlorn outcast

77 frosty signs i.e. white hair

77 chaps wrinkles/cracked skin

80 erst formerly/once

80 ancestor i.e. Aeneas did

83 baleful deadly

84 subtle cunning

84 Greeks … Troy i.e. by gaining entry through hiding in the wooden horse

85 Sinon the man who tricked the Trojans into accepting the horse

86 engine instrument of warfare (i.e. the Trojan horse)

88 compact composed

96 auditory assembly of listeners, audience

100 fell fierce, cruel

101 cozened cheated

102 fought … out fought to the end for Rome’s cause

104 unkindly unnaturally

112 advent’rous willing to incur risk

113 vaunter boaster

129 aught anything

131 poor … Andronici the few remaining members of the Andronicus family

133 ragged rough

149 give me aim stand by and observe (archery metaphor: the person who “gave aim” stood by the target and reported the results of the shots)

151 aloof aside

152 obsequious pertaining to obsequies, i.e. funeral rites

152 trunk body, corpse

157 tenders offers (as one would discharge a financial obligation; also with connotations of tenderness)

165 Meet fitting

169 associate accompany

179 famish starve

182 doom sentence

195 heinous wicked

202 heavy haps sorrowful fortunes


List of Parts

captain military leader, general

Act 1 Scene 1

1.1 Location: outside Timon’s house, Athens

1.1 Mercer dealer in silk, whose occupation could be indicated by costume; Folio stage direction is “and Mercer” but “both” at line 10 suggests he is synonymous with the Merchant who speaks with the Jeweller

1.1 several different

3 long for a long time

3 How … world? i.e. how are things with you (the Painter responds to a more literal sense)

4 wears wears away, decays

4 grows gets older

6 rarity exceptional, striking event

6 strange strange occurrence

7 record memory/recorded history

7 not matches cannot equal

8 bounty liberality, generosity, goodness

8 spirits i.e. the other people onstage

9 conjured summoned with an incantation

9 attend be present (in response to a summons)/serve, wait upon

12 fixed certain

13 breathed accustomed (through exercise)

14 continuate continual

15 passes surpasses, excels

18 touch the estimate meet the designated price

19 we i.e. poets

19 recompense payment

20 happy fortunate (in having a worthwhile subject)

21 aptly readily/rightfully, fittingly/with appropriate language

22 form shape, appearance

23 rich valuable

23 water transparency, luster

24 rapt engrossed/emotionally carried away

24 dedication in the hope of securing patronage poets often dedicated their work to noblemen

26 idly casually, effortlessly

30 Provokes itself occurs spontaneously (unlike flint which has to be struck to create a spark)

30 current i.e. of water

30 flies flees from, rushes past

31 bound bank

31 chafes moves against/seethes at/erodes

33 Upon … presentment immediately after its presentation (to Timon)

36 comes off turns out

37 indifferent average

38 this … standing the grace of the painted figure conveys the dignity of the man himself

40 How big how powerfully/what a great

41 Moves comes alive

41 To … interpret one might readily imagine the words of this silent facial expression

43 pretty clever, artful

43 mocking imitation

44 touch brushstroke/artistic detail

46 tutors nature i.e. teaches nature what it should be like

46 artificial strife i.e. the efforts of art to outdo nature

47 livelier more lifelike/more energetic

48 followed sought after

51 confluence meeting point of rivers

53 beneath world earth (below heaven)

54 entertainment welcome/treatment

54 drift i.e. poetic flow

55 particularly i.e. on specific individuals or details

56 wax i.e. a malleable substance (used to coat writing tablets)/growth

56 levelled specifically aimed

57 comma punctuation mark/phrase

59 tract trace

60 How … you? What do you mean?/How shall I interpret your poem?

61 unbolt reveal, explain

62 conditions social ranks/dispositions

63 glib smooth, oily

63 slipp’ry fickle, treacherous

64 grave wise/dignified

64 austere stern

64 quality rank/character

64 tender down offer (plays on the sense of “lay down in payment”)

66 hanging i.e. like clothing

67 Subdues makes subservient

67 properties appropriates

67 his … tendance loving and attending on him

68 glass-faced mirror-faced (i.e. flattering)

70 abhor loathe

70 drops … knee i.e. bows

71 returns goes home

72 nod i.e. acknowledging nod

75 Feigned imagined, depicted poetically

76 ranked … deserts filled with rows of people of all types of worth

77 sphere i.e. the earth

78 propagate multiply, increasestates fortunes/circumstances/status

79 lady i.e. Fortune

80 personate represent

80 frame disposition/form, appearance

81 wafts beckons

82 Whose refers to Fortune

82 present … rivals current favor immediately turns all his rivals into slaves and servants

84 conceived to scope devised to the purpose

87 against in the face of

89 our condition i.e. in paint

90 hear me on listen further

91 fellows equals

91 of late recently

92 value merit/status

93 his … tendance fill his halls with their attentive presence

94 sacrificial worshipping/self-sacrificing

95 stirrup i.e. as they help him onto his horse

95 through … air i.e. make themselves dependent on him even for the air they breathe

97 marry by the Virgin Mary

99 Spurns down rejects, kicks down the mountain

102 declining falling

105 quick sudden/sharp (plays on the sense of “living”; to be “quick with child” was to be pregnant)

106 pregnantly compellingly

107 mean low, inferior, ignorant

108 The … head i.e. Fortune’s foot, ready to kick one down the mountain/the great man tumbling head over heels

108 suitor petitioner, one with a formal request to make

110 five talents a very large sum of money; the exact value of a talent in the early seventeenth century is unclear, but seems to have been somewhere between £150 and £200

111 means wealth

111 strait exacting, severe

114 Periods puts an end to

114 comfort hope, encouragement

116 feather i.e. disposition, type

120 ever binds him makes him obliged to you forever

121 Commend me convey my greetings

122 enfranchised set free

127 father respectful form of address to an old man

133 creature dependant

135 first i.e. early life

135 thrift economy/profit-making

136 more raised i.e. of higher status

137 one … trencher i.e. a domestic servant

137 trencher wooden plate

141 o’th’youngest … bride i.e. just old enough to marry

142 bred brought up

143 qualities accomplishments

144 Attempts tries to obtain

145 her resort to visit her

147 honest honorable, worthy

148 Therefore … be i.e. he will continue to be so if he does not pursue her

150 bear carry off as a prize

152 apt impressionable/sexually inclined

153 precedent earlier, youthful

154 levity frivolity/licentiousness, immorality

160 all completely/of everything

161 How … endowed what will her dowry be

164 gentleman a man of good birth attending a man of high rank

166 bond obligation

167 counterpoise match, counterbalance

168 with i.e. as much as

170 Pawn … honour if you will pledge your honor to do this

173 state wealth

175 Vouchsafe deign to accept

176 anon soon

181 the natural man man as he really is

182 traffics has dealings

183 He … outside i.e. human nature is defined by mere (unreliable) outward appearance

183 pencilled painted

184 Even … out exactly what they appear to be

185 shall … it i.e. will be rewarded for it

189 must needs must

190 Hath … praise i.e. cannot hope to financially match the praise it has received (the Jeweller thinks that Timon means that the jewel has been “underpraised”)

192 A mere satiety an absolute excess

193 extolled praised

194 unclew unwind, undo, ruin

195 rated valued

196 those … give i.e. at the price the seller would pay

197 like the same

198 prized … masters differently valued by different owners/valued according to the respect men have for the owner

199 mend improve, add value to

200 mocked acted

201 common tongue general opinion

203 Will … chid? Do you want to be scolded?

206 morrow morning

207 gentle noble/courteous

207 stay wait

208 When and that impossibility will only occur when

214 name i.e. knave

215 proud arrogant, presumptuous (Apemantus shifts the sense to “honored, glad”)

220 doing nothing i.e. because there are no honest Athenians

222 innocence inability of the painted character to do harm/foolishness

223 Wrought worked

224 He i.e. God

226 dog plays on the fact that “cynic” is derived from the Greek for “dog”

227 generation species (implying that the Painter’s mother is a “bitch,” i.e. female dog/lewd woman)

230 eat not lords do not consume the wealth (or flesh) of lords

231 An if

232 eat have sex with

232 come by acquire (perhaps with orgasmic connotations)

232 great bellies i.e. through overeating/in pregnancy

233 apprehension interpretation/sexual grasping

234 So … labour if you understand it in that way, keep it as a reward for your efforts (labour plays on the sense of “pains of childbirth”)

236 Not … doit “plain-dealing is a jewel, but they that use it die beggars” (proverbial)

236 plain-dealing honest behavior/forthright lechery

237 doit coin of little value

239 How now greeting which implies inquiry about well-being

245 poet … liest the idea of the creative artist as a liar was conventional

248 him i.e. Timon

250 worthy of plays on the idea of “of financial value to”

254 E’en even, i.e. exactly

258 Wherefore? Why?

259 no angry wit not enough anger in my wit

262 Traffic trade, business

262 confound ruin

265 What whose

266 horse horsemen

267 of companionship one party, together

268 entertain welcome

268 give them guide show them

271 of your sights to see you

273 So, so, there! a comment on the greetings that are under way (“Well, look at that”), exclamation of observation/commentary on the greetings

274 contract and starve shrink and wither

275 small hardly any

275 sweet smooth, falsely pleasant

276 strain race

276 bred out degenerated

278 saved my longing i.e. satisfied my desire to see you

279 hungerly hungrily

279 your sight the sight of you

281 Ere before

281 depart part

281 bounteous abundant

282 different various

282 in go in

285 That … still it is always that time

286 omitt’st neglect

288 meat food

297 unpeaceable quarrelsome

297 spurn kick

298 fly flee, run away from

298 o’th’ass of the donkey/idiot

299 opposite to antagonistic toward/the reverse of

300 outgoes exceeds

302 Plutus the wealthy Greek god of the underworld

303 steward servant in charge of all domestic affairs

303 meed gift

306 All … quittance repayment with interest

Act 1 Scene 2

1.2 Location: the banqueting room in Timon’s house

1.2 Hautboys oboe-like instruments

1.2 States senators

1.2 dropping moodily, unenthusiastically/casually

3 long peace i.e. death

6 free generous

7 service respect, homage

11 ever always

12 he … receives biblical: “if ye lend to them of whom ye hope to receive, what thank have ye?” (Luke 6:34), “It is more blessed to give than to receive” (Acts 20:35)

13 that game i.e. appearing freely generous yet permitting repayment

14 faults … fair “rich men have no faults” (proverbial)

17 Ceremony respectful courtesy, formal conduct

18 set … on give a fair appearance to, smooth over

18 faint half-hearted/trivial

18 hollow insincere

19 Recanting goodness goodness that will be withdrawn

19 ere before

20 none i.e. no ceremony

23 confessed acknowledged, granted (Apemantus shifts the sense to “heard the confession of a criminal”)

24 Hanged “confess and be hanged” (proverbial)

28 Fie exclamation of disgust or reproach

28 churl peasant/villain (i.e. ungracious, contemptible)

28 humour mood, temperament (the four humors were bodily fluids thought to govern health and disposition)

29 become befit, suit

30 Ira … est “Anger is a brief madness” (Latin)

31 yond yonder, that

33 affect like/seek out

35 apperil peril, risk

36 observe scrutinize people and make comments on them

36 on’t of it

37 heed notice

38 would wish to

38 power i.e. to silence you

38 meat … silent i.e. as you eat

40 ’twould … thee i.e. the food is a benefit to be enjoyed by Timon’s flatterers; not being one, Apemantus would choke on it

41 eats i.e. prey upon, consume the wealth of

42 dip … blood may allude to the Last Supper of Christ and his disciples: “he that dippeth his hand with me in the dish, he shall betray me” (Matthew 26:23)

43 all … up the maddest thing of all is that he encourages them

46 without knives in Shakespeare’s day guests brought their own knives to dinner

47 Good … meat i.e. because less would be eaten

48 example precedent, previous evidence

49 pledges … him i.e. drinks a toast to his life

50 divided draught shared cup (divided may also suggest deception)

51 huge powerful, high-ranking

52 spy … notes i.e. see his windpipe dangerously exposed as his head tilts back

52 notes distinctive signs (plays on the sense of “musical notes,” with the windpipe as an instrument)

53 harness armor

54 in heart heartily, in friendship

54 health toast/shared cup

56 brave fine

56 keeps … well i.e. does not miss an opportunity

56 tides time/movement of the sea

57 Those … ill “to drink health is to drink sickness” (proverbial)

57 health toast/physical healthiness

57 state estate, wealth/physical condition

59 sinner i.e. cause of sin

60 i’th’mire stuck in the mud, i.e. in trouble

61 odds difference

62 proud lavish/arrogant

62 grace prayer said before a meal

63 pelf wealth/spoils, booty

65 fond foolish

67 harlot prostitute

69 keeper jailer

71 fall to’t start eating

72 root i.e. vegetables

73 dich do it

74 field battlefield

76 breakfast of enemies i.e. cutting enemies up on the battlefield

78 So provided that

78 new freshly

81 bid … ’em invite me to eat them

83 use our hearts make use of the affection that we have for you

84 zeals loyalties, devotion

85 perfect satisfied, complete

88 else otherwise

88 charitable loving

89 from from among, out of

90 told … you described you more expansively/estimated you more highly

91 confirm corroborate, approve

93 needless pointless, not needed

98 do benefits give gifts/help

98 properer more fittingly/more our own

99 riches … friends wealth of friendship/wealth belonging to our friends

100 commanding having at one’s disposal

101 made … born destroyed before birth, i.e. expressed in tears, which seem sorrowful

102 faults errors; plays on the sense of “cracks (to let in water)”

104 Thou … drink Apemantus wryly implies that Timon’s weakness enables his flatterers to take advantage of him

105 like same

106 sprung up welled up, like a spring/grew

107 a bastard illegitimate, i.e. insincere

109 Much! exclamation of disbelief or sarcasm

109.1 tucket trumpet call

110 trump trumpet

111 Please if it please

111 most … admittance who wish to enter; may possibly play on sense of “who are desirous to be received sexually”; wills sexual desires, office duty/sexual role, pleasures also resonate sexually

114 forerunner herald

115 which … pleasures whose job it is to announce their wishes

116 Cupid Roman god of love, usually depicted as a winged, blindfolded boy

116 masque courtly entertainment involving dancing and elaborate costumes

120 gratulate greet

120 plenteous bosom generous heart

121 There refers to Timon’s generosity (plenteous bosom), and the banqueting table it has provided

121 all i.e. and the other three senses

122 only … but come solely

123 kind friendly/gracious

125 ample amply

125 Amazons legendary race of female warriors

126 Hoyday exclamation of surprise

126 sweep magnificent dancing motion

128 Like similar, comparable

128 glory vainglory, empty pride

129 As … root as can be seen by comparing this splendor (of banquet and masque) with a simple diet

129 pomp ceremony, splendor

130 disport amuse

131 spend express/use up/waste

131 drink toast/swallow, consume

132 Upon whose age old age/decline in fortune

132 void vomit

133 envy malice

134 depravèd defamed, slandered/morally corrupt

135 spurn insult, rejection

136 Of … gift (that has been) given by their friends

139 adoring of revering of, expressing respect toward

139 lofty strain elevated, grand tune

140 done … grace added charm to our enjoyments, honored our revels

141 Set … on i.e. lent elegance to

142 kind gracious

144 mine own device a masque commissioned and invented by me/a masque designed for me

146 take … best evaluate us as highly as it is possible (Apemantus plays on the sexual sense of “take,” i.e. “have sex with”)

147 for because

147 worst plays on the sense of “worst part,” i.e. vagina

147 filthy disgusting/infected with venereal disease

147 hold taking stand up to evaluation/withstand sex (because it is diseased)

148 doubt me fear, suspect

149 idle light, trifling

149 banquet light meal, or fruit and sweetmeats served after the main meal

149 attends awaits

150 dispose yourselves take your places

156 crossing opposing, thwarting

156 humour mood

157 well plainly, bluntly

158 crossed have his debts crossed out/paid

158 an if only

159 had … behind i.e. was not wary

160 for his mind as a result of his (generous) disposition

167 advance enhance in value (by wearing)

169 so … gifts already so obliged to you for other gifts

173 fairly kindly/courteously, graciously

175 Vouchsafe permit

175 near closely, seriously

177 provided prepared

180 free generous, open

181 trapped harnessed

183 worthily entertained received in a manner appropriate to their worth

187 brace pairs

189 fair courteous/generous/just

192 coffer money chest

193 know his purse i.e. pay attention to his finances

193 yield me this allow me, give me the opportunity

195 make … good put his wishes into effect

196 state estate, wealth

199 put … books mortgaged to them

200 would I wish

203 Than … exceed than to feed such friends as are worse than enemies

206 bate diminish

210 gave good words praised

211 bay courser reddish-brown horse

213 in that for liking it, and thus implying that I wanted it

215 affect desire, like

216 weigh … own consider my friend’s desires to be the same as my own

217 call to visit

219 several visitations your collective and individual visits

221 deal give

224 living income/existence

226 pitched field battlefield with armies drawn up for action

227 defiled plays on pitched as “covered with pitch (a black tar-like substance)”; “file” picks up on the sense of “troop formation”

228 virtuously bound powerfully bound/bound by your virtue

230 endeared indebted/bound by affection/increased in value

231 All to you i.e. the obligation is all mine

234 Ready for at the service of

235 coil confusion, fuss

236 serving delivering

236 becks bows

237 legs limbs/bows

238 dregs impurities, corruption

239 false insincere, dishonest

243 I’ll I’ll have

244 rail upon abuse, rant at, insult

245 fear me fear

246 paper i.e. promissory notes, written securities

247 vainglories showy events

248 an … once if you begin to abuse good company

249 come … music i.e. change your tune, speak more positively

251 So so be it

252 thou … then you will not have the opportunity later

253 heaven salvation (achieved by listening to good advice)

255 counsel advice

Act 2 Scene 1

2.1 Location: a senator’s house, Athens

1 late recently

3 motion … waste in the process of reckless extravagance

4 hold last, be sustained

9 foals brings forth more horses (gifts from Timon)

9 straight immediately/strong

10 porter i.e. gatekeeper who keeps out visitors

11 still always

13 sound … safety probe his finances and find them to be secure/declare his financial situation to be secure

13 ho! exclamation to attract attention

17 importune urge, ask persistently

17 ceased stopped

18 slight dismissive, casual

18 when … hand i.e. with courteous words and gestures

21 uses needs (perhaps with a suggestion of “financial interest owed”)

21 serve my turn provide for myself/meet the financial claims on me

22 own own money

22 days and times i.e. the deadlines for payment

23 fracted broken

24 smit impacted on, damaged

26 relief i.e. request for repayment

27 tossed and turned hit back (a tennis metaphor)

28 supply financial provision

29 importunate persistent, urgent

29 aspect facial expression

31 feather … wing i.e. when every creditor is paid what they are due/when everything is back in its rightful place

32 gull unfledged bird/dupe, fool

33 flashes shines brightly/temporarily displays

33 phoenix mythical Arabian bird that was consumed by fire every five hundred years, then resurrected from the ashes; only one existed at a time

36 have … in i.e. make sure the (missed) repayment dates are included

Act 2 Scene 2

2.2 Location: outside Timon’s house, Athens

2 know learn, be told

2 maintain afford, stand the cost

3 riot reveling, extravagance

4 resume assumes

5 what … continue how the future will be provided for/what the consequences will be

5 Never … kind never was there a mind so unwise in order to be so kind

7 till feel i.e. until he experiences the consequences

8 round plain-spoken, severe

14 discharged paid

15 fear it doubt that that will happen

16 train retinue

17 forth go out (hunting)

19 dues debts

20 Whence are you? Where are you from?

24 To … month i.e. from day to day for a month

25 awaked … occasion prompted by urgent circumstances

26 call … own call in what is owed to him

27 with … suit you will act in accordance with your other noble qualities

30 repair return

36 wants needs/shortages

37 forfeiture penalty of forfeiting the security for the loan (e.g. land and property)

41 breath breathing space

42 keep on go on ahead

43 wait upon follow

45 How goes what is going on in

45 encountered confronted/assaulted

46 demands legal claims

47 detention withholding

48 Against my honour contrary to my reputation, damaging my honor

50 unagreeable to unsuitable for

55 draw near i.e. follow me

55 Fool professional jester

60 dost do, i.e. are you

61 Dost … shadow? Are you talking to yourself?

61 dialogue with speak to

61 shadow mirror image

64 There’s … back (to Varro’s servant) you have been labeled “fool”/(to Apemantus) the fool is behind you, follows you (perhaps with homosexual connotations, picked up in Apemantus’ reply with stand’st—“have an erection”—and on him)

65 No … single that cannot be as you, a fool, are standing alone

67 He (it is) he who

67 usurers moneylenders

68 bawds pimps, go-betweens

68 want financial need/sexual desire

75 Gramercies great thanks

76 e’en even now

76 setting on putting on to the fire to boil (possibly plays on the sense of “sexually arousing”)

76 scald remove the feathers of/infect with venereal disease/treat for venereal disease (by inducing sweating)

77 Corinth i.e. a brothel (the Greek port of Corinth was notorious for prostitution)

82 rod punishment cane

82 answer reply to/punish

85 superscription address

91 whelped born as a puppy

91 famish die by starvation

93 outrunn’st grace i.e. run away from the advice that might save you (Apemantus shifts the sense of gone to “damned”)

96 If … home i.e. if Timon is at home, there is a fool at his house

98 would if only, we wish

98 served provided for, advantaged (Apemantus plays on the phrase “to serve a trick”)

103 to as

104 one i.e. a usurer (plays on the sense of “pimp, procuress/one who regularly “uses” men, i.e. has sex with them)

104 fool perhaps with a suggestion of “sexual plaything” (fools were proverbially well endowed)

107 sadly i.e. because they have spent their money or contracted venereal disease (the Fool continues to joke that the house is a brothel)

108 render give

109 whoremaster user of prostitutes

110 which … esteemed despite which you shall be no less well regarded (i.e. he is poorly regarded already)

115 stones testicles

116 artificial one philosopher’s stone, which could supposedly turn base metals into gold (mythological)

117 goes … down walks about/gains and loses an erection/has sex

117 fourscore eighty

122 become done credit to

125 lover … woman i.e. people who are traditionally foolish

127 walk near remain nearby

128 marvel wonder

130 rated … means estimated my expenditure according to what my resources would allow

133 leisures unoccupied moments

133 proposed brought it up for consideration

134 Go to exclamation of dismissive impatience

135 Perchance perhaps

135 single isolated/slight, trivial

135 vantages opportunities

136 indisposition unwillingness

136 back off

137 that … minister my disinclination became your reason

142 found … honesty i.e. trusted me to calculate them

145 gainst … manners contrary to what good manners require

146 close closed/close to your chest

147 checks rebukes

148 in i.e. about

150 now’s a time at least you can listen now/you must listen now

151 greatest … half the highest estimate of your wealth is not even half enough

154 engaged mortgaged

155 stop feed/silence

156 present dues immediate debts

156 apace quickly

157 interim the short-term, immediate future

157 at length in the long run

158 reck’ning settlement of accounts

159 Lacedaemon Sparta (city in southern Greece)

164 husbandry household economy

164 falsehood dishonesty

165 auditors checkers of accounts

166 proof test

167 offices parts of the house used by servants (kitchen etc.)

167 oppressed overstretched/overcrowded

168 feeders guests/servants to guests (who must also be fed)

168 vaults wine cellars

169 spilth spillage

170 minstrelsy music and singing

171 wasteful cock wastefully flowing tap of a wine barrel

172 set … flow i.e. cried

175 bits excessive tidbits, wasteful morsels

175 slaves servants/rogues

176 englutted swallowed

176 Timon’s Timon’s friend, kept at Timon’s expense

182 fast-lost lost quickly/lost due to the absence of food

183 couched hidden

184 sermon preach at

185 villainous proceeding from unworthy motives/extended to villains

187 conscience understanding

189 broach tap (a barrel)

190 try test

190 argument of hearts protestations of love

191 frankly as freely

193 Assurance … thoughts may your thoughts be blessed by proving true

194 sort way, sense

194 crowned given dignity/made wealthy

195 account consider (may play on the financial sense)

200 severally separately

204 occasions needs

204 time occasion, opportunity

204 toward for/to contribute toward

207 Hum! exclamation of doubt or displeasure

209 even … health for my services to the welfare of the state

213 For that because

213 general usual

214 signet ring used as a seal, proof of authority

218 corporate collective

219 fall a low ebb (financially)

219 want lack

223 catch a wrench be accidentally twisted from its natural course

224 intending pretending/occupying themselves with

225 hard fractions harsh fragmentary sentences

226 half-caps semicourteous greetings, half-doffed hats

226 cold-moving stiff/indicative of cold feelings

229 cheerly cheerful

230 hereditary i.e. inherited with old age

231 caked congealed

232 ’Tis it is due to

232 kindly natural

233 grows … earth approaches the grave

234 dull unresponsive, sluggish

236 ingeniously honestly

238 stepped Into has inherited

242 good necessity genuine need

247 that … foe i.e. the belief that friends will remain loyal during times of hardship is the undoing of the generous person

249 free generous (plays on the notion that “thought is free”)

Act 3 Scene 1

3.1 Location: Lucullus’ house, Athens

5 warrant am sure

6 hits right fits in perfectly

6 ewer pitcher used to contain water for handwashing

7 tonight i.e. last night

8 respectively respectfully

9 complete accomplished

9 free-hearted generous

14 pretty excellent, fine

15 in on

16 supply fill

18 furnish provide

18 nothing in no way

19 present immediate

20 La … la! either an exclamation of disdain or equivalent to “Indeed!”

21 so … house i.e. one in which hospitality is so lavish

23 on’t of it

24 have him persuade him to

24 embrace accept

26 honesty generosity

31 speaks your pleasure is kind to say so

32 towardly promising/helpful, friendly

32 prompt ready and willing

33 give to give

34 use … well i.e. make the most of opportunities that arise

35 parts qualities

36 sirrah sir (used to a social inferior)

40 bare mere

41 security deposit or pledge that guarantees a loan

41 solidares invented term for a coin of low value, perhaps from the Roman solidus or Italian soldo

41 wink close your eyes

43 differ … lived change in the course of a single lifetime

47 these i.e. the coins

47 scald burn (in hell)

48 molten … damnation being boiled in molten metal was the traditional punishment of usurers in hell

49 himself i.e. a true friend

50 milky i.e. weak, cowardly

51 turns curdles

52 passion suffering/extreme emotion

53 my … him been fed by Timon

54 nutriment nourishment

59 hour suffering as he dies

Act 3 Scene 2

3.2 Location: a public place in Athens

3 for to be

12 necessity belonged to’t how urgent it was

13 How? What?

20 his i.e. the gifts Lucullus received from Timon

20 mistook him made a mistake

21 occasion need

22 hap chance

23 sweat sweated (through hurrying)

26 exquisite excellent/accomplished

28 endeared obliged/affectionate

31 present occasion urgent needs (present plays ironically on the sense of “gift”)

32 use need

34 merry joking

37 virtuous i.e. incurred through virtuous generosity

41 disfurnish myself against leave myself unprepared for

44 purchase … part yesterday have spent a sum of money/made a small investment

44 undo … honour i.e. ruin my chance of helping Timon

46 use borrow from

47 would wish

50 conceive the fairest think the best

51 kind generous, helpful

52 pleasure oblige

53 befriend … far i.e. be so kind

56 look … turn find something to do for you in return

57 shrunk i.e. diminished in fortune

58 hardly speed prosper with great difficulty

61 world’s soul i.e. the essence of the world

61 piece kind, type (cut from the same cloth)

63 dips … dish “he that dippeth his hand with me in the dish, he shall betray me” (Matthew 26:23)

63 in my knowing to my knowledge

64 been … father i.e. behaved as a father to him

65 kept his maintained Lucius’

65 credit finances/reputation

65 his i.e. Timon’s

68 treads presses

69 monstrousness unnatural behavior (from proverbial “ingratitude is monstrous”)

70 looks out shows himself

71 in … his considering, relative to Lucius’ entire fortune

75 tasted Timon had experience of Timon’s generosity

76 over upon

79 carriage conduct

81 put … donation made a gift of my wealth/considered all my wealth a gift from Timon

84 with … dispense to do away with compassion

85 policy strategy, self-interested calculation


Act 3 Scene 3

3.3 Location: Sempronius’ house, Athens

7 touched tested (for quality—a touchstone is used to tell pure metals from base ones)

14 Thrive … over prosper on his money but give up on him

16 That he who

16 my place i.e. at the top of his list of friends

16 sense … first no reason why, in his need, he should not have turned to me first

18 in my conscience to my mind

20 backwardly poorly/slowly/in reverse order of priority

21 requite repay

22 argument of topic for

25 Had he had

25 but … sake on account of my good will toward him

26 courage desire

27 faint weak

28 bates diminishes

29 goodly fine

30 politic cunning

30 crossed thwarted

32 set him clear make even the devil seem innocent

32 fairly virtuously/cleanly

33 foul wicked/dirty

33 Takes … wicked imitates virtuous behavior in order to be wicked

34 zeal religious devotion

34 set … fire i.e. begin wars in the name of religion

37 dead i.e. to him

38 wards locks

39 Many for many

40 sure securely (from arrest for debt)

41 liberal over-generous

42 keep his house stay indoors

Act 3 Scene 4

3.4 Location: Timon’s house, Athens

8 at once to all of you

10 the hour is the time

11 Labouring for getting on for, approaching

12 much i.e. late

15 on’t at it

15 wont accustomed

15 shine rise (like the sun)

16 waxed grown

17 prodigal wasteful

18 like the sun’s i.e. reaching a peak, and then declining

22 am of share

23 t’observe to note and interpret

27 For … money i.e. the money he owes me was spent on the jewels

28 heart feelings/wish

29 Mark note, listen to

29 shows appears

31 e’en … ’em it is as if your lord demands money to pay for the jewels that were a gift to him

33 charge employment

35 stealth stealing

38 much deep very great (amount)

39 confidence intimacy, trusted friendship

39 mine i.e. my master’s

40 his had equalled his loan would have been as great as that of your master

45 attend wait for

45 signify so much make this known

47 diligent dutiful/officious

49 in a cloud troubled/muffled up

53 certain certain sums of (in his reply Flavius plays on the sense of “secure, assured”)

57 preferred brought forward, presented

58 false disloyal

59 fawn show delight/grovel

60 take down swallow

60 maws throat/stomachs

61 stir me up provoke me

63 made an end parted company

64 reckon add up

65 serve do, suffice (Flavius plays on the sense of “do a servant’s duty”)

66 base dishonorable/low-born

68 cashiered dismissed (from service)

68 worship used ironically

70 broader more plainly

71 rail rant

74 repair return

75 take’t … soul believe me

76 wondrously extraordinarily

76 comfortable cheerful

77 forsook abandoned

77 keeps remains in

80 if … health if he is so ill

82 make … gods i.e. not risk punishment after death for leaving debts behind him

82 clear unhindered/innocent

86 passage passing through/moving

87 free unrestrained/generous

88 retentive confining

91 Put in present your bill

97 Knock … ’em Timon plays on the fact that bill also means “long-handled weapon”

97 cleave split

97 girdle belt

99 sums amounts of money

101 Tell count

106 fall upon attack, punish

107 throw … at i.e. give up on

108 desperate irrecoverable/mad, reckless

Act 3 Scene 5

3.5 Location: inside Timon’s house (though the action is continuous from the previous scene)

1 put … me taken my breath away

4 What … so? Timon begins to plan the mock banquet

8 fitly conveniently

8 bid invite, summon

9 luxurs lechers, debauched men

12 distracted agitated/confused, maddened

15 Be … care do not worry about it

Act 3 Scene 6

3.6 Location: the senate house, Athens

1 voice vote

1 fault’s crime’s

2 Bloody bloodthirsty, vicious

3 emboldens encourages

4 bruise crush

7 virtues i.e. your virtuous selves

11 hot blood anger

12 stepped into i.e. incurred the penalties of (the image is of entering water)

12 past depth too deep, out of their depth

13 heed care, thought

14 fate his ill-fated deed

15 comely decent, becoming

16 soil tarnish

16 fact crime

17 which buys out redeems

18 fair noble/just

19 touched hit, wounded/infected, defiled

19 touched to death fatally damaged

21 sober serious/reasonable, controlled

21 unnoted hardly noticeable

22 behave control, manage

23 but … argument carried a point in a debate

24 undergo undertake

24 strict forced

27 form acceptable practice/lawful procedure

28 Upon the head into the category

28 which i.e. quarrelling

29 misbegot illegitimately conceived

31 suffer endure

32 breathe utter/take in

33 his wrongs the wrongs done to him

33 his outsides i.e. external to him, not essential

34 raiment clothing

34 carelessly casually

35 prefer promote, present

37 wrongs wrongs done to us

37 kill to kill

38 for ill an evil cause

40 gross obvious/wicked

40 clear innocent

41 bear tolerate, endure

42 under favour with your kind permission

43 captain soldier

44 fond foolish

47 repugnancy resistance

48 what … Abroad? i.e. why do soldiers go and fight

50 bearing plays on the senses of “childbearing” and “bearing the weight of a man during sex”

50 carry it win the day (continues to play on senses relating to pregnancy and sex)

52 irons fetters, shackles

56 gust outburst, battering blast

57 by mercy if seen mercifully

60 Weigh consider, judge

61 breathe speak

63 Lacedaemon Sparta (city in southern Greece)

63 Byzantium Istanbul (city in Turkey)

64 briber giver of bribes

70 made … ’em dealt wounds out rather too plentifully

71 sin … him i.e. drunkenness

74 in … fury i.e. when drunk

76 cherish factions encourage dissent

76 inferred alleged/implied

80 parts good qualities

81 right … time military feats should have bought him the right to live out his natural life

83 deserts merits

83 to in addition to

84 for because

85 security safety/guaranteed return on a loan

86 pawn pledge, mortgage

87 Upon … returns as a means of guaranteeing his repayment of your mercy

89 in valiant gore i.e. by dying in battle

92 On … our at the risk of our highest

95 know recognize, acknowledge

101 sue plead

101 grace favor

104 spacious in effect has considerable implications/leads to exile in the wide world

107 dotage foolishness

109 shine sunshine

110 Attend … judgement expect a more severe punishment

110 not … spirit so as not to make us more angry

111 presently immediately

113 Only in bone as living skeletons

115 told counted

115 let out lent

118 balsam healing ointment

118 usuring practicing usury, inflicting cost for one’s own profit

120 ill unwelcome

121 worthy worthy of, befitting

121 spleen rage (the spleen was thought to be the seat of extreme emotion)

123 lay for waylay/endeavor to get (plays on sense of “wager, bet”)

123 hearts affections, followers (plays on sense of “suit of cards”)

124 at odds in a state of conflict (sustains the gambling image)

125 brook tolerate

Act 3 Scene 7

3.7 Location: Timon’s house, Athens

3.7 divers various

3 try test

4 tiring exhausting themselves/feeding (as a bird of prey tugs at flesh)

5 encountered met

5 low financially dire

6 several various

7 persuasion suggestion, evidence

10 many my near my many pressing obligations

11 conjured summoned, entreated

13 in debt obliged, committed to

13 importunate urgent

15 provision was out financial means were exhausted

16 of on account of

16 how … go how things stand now

18 so in the same situation

20 pieces gold coins

24 With … heart welcome with all my heart

29 Nor … men “swallows, like false friends, fly away upon the approach of winter” (proverbial)

31 stay delay

32 if … sound i.e. if your ears can feed on rough music

33 presently imminently

34 it … lordship that you do not resent the fact/that you do not view it to have been harsh and unfriendly

38 what cheer how are you

38 banquet i.e. table, place settings etc. since dishes are still forthcoming

41 so … beggar i.e. too poor to help you

44 cumber encumber, burden

46 covered dishes suggesting lavish hot food

47 cheer food

54 upon what for what reason

56 toward forthcoming

57 old man i.e. the old Timon

58 hold last/prove to be true

59 will i.e. will tell

60 conceive understand

61 spur eagerness

62 diet food

63 city feast formal banquet, where people sit according to rank

64 require demand/deserve

67 reserve still always keep something back

72 a score twenty

73 as they are i.e. no better than women really are/not wearing makeup/not falsely representing themselves

74 tag rabble

82 knot group

82 mouth-friends men whose friendship is all talk/men who can be won with feasts

82 Smoke steam/dishonesty, swindling

83 Is your perfection sums you up perfectly/is your consummate skill/is your foremost virtue

84 stuck and spangled pinned with jewels and sparkling

86 reeking steaming

89 trencher wooden plate

89 trencher-friends friends won with feasts

89 flies i.e. parasites

90 Cap … slaves i.e. always doffing their caps or bowing in a sycophantic manner

90 vapours i.e. insubstantial, worthless men

90 minute-jacks i.e. overly punctilious in their attentions

90 jack figure of a man that strikes the bell on a clock, usually every quarter of an hour

91 infinite endless/worst possible

93 Soft wait a moment

93 physic medicine

95 be let there be

96 Whereat at which

98 Of by

100 quality nature

101 Push! exclamation of impatience

103 humours moods

104 sways control

111 upon my bones intuitively/because of the bruises incurred by the stones

Act 4 Scene 1

4.1 Location: outside the walls of Athens

2 girdles in encircles

3 Matrons married women

3 incontinent sexually unrestrained

5 grave wise/dignified

6 minister govern

6 steads places

6 general filths common whores

7 green young/innocent

8 Do’t change/have sex

8 eyes i.e. sight

8 hold fast i.e. hold on to money

10 trusters those who trust you/creditors

10 Bound under contract to serve for a specified time

11 Large-handed grasping

12 pill plunder

13 o’th’brothel i.e. a whore

14 lined padded

16 Religion devotion

17 Domestic awe respect given to home and parents

17 neighbourhood neighborliness

18 instruction teaching/knowledge

18 mysteries crafts, trades

19 Degrees social ranks

19 observances ritual, ceremony

20 confounding contraries ruinous opposites

21 incident liable to afflict

23 for stroke to be struck

23 cold stiffening/caused by a chill

24 halt limp

25 liberty licentiousness

27 strive contend, wage war

28 riot debauchery

28 blains sores, blisters (perhaps venereal)

29 bosoms i.e. bodies (the image is of sowing seed in the bosom of the earth)

32 merely absolute

32 bear carry away

34 bans curses

36 kinder more caring/more natural, showing more kinship

37 confound destroy

Act 4 Scene 2

4.2 Location: Timon’s house, Athens

2 undone ruined

4 Let … gods may the gods hear me/as the gods are my witness

6 house household

6 broke bankrupt/broken up

8 take … arm i.e. support him in his misfortune

12 familiars … fortunes those who were his close friends when he was rich

14 picked robbed, emptied

15 dedicated … air beggar dedicated to life in the open air

16 all-shunned avoided by everyone

17 fellows fellow servants

18 implements furniture, utensils

19 livery servant’s uniform

21 bark ship

22 dying i.e. sinking, doomed

23 surges waves

26 latest last

29 knell funeral bell

33 glory magnificence/vainglory

38 pomp ceremony, splendor

38 what state compounds that constitutes magnificence

39 painted i.e. superficial, false

41 blood disposition

44 still mar always ruin

46 wretched poor/miserable

48 flung thrown himself

48 seat center/place of residence

49 monstrous unnatural

50 to … life any of life’s necessities

51 command purchase

52 inquire find

Act 4 Scene 3

4.3 Location: woods near Athens

1 breeding i.e. breeding infection

1 draw … humidity the sun was thought to draw putrid vapors from the earth

2 sister’s orb i.e. the moon (the earthly region below which was thought to be corruptible, unlike the heavens above)

4 residence gestation, time spent in the womb

5 dividant separable

5 touch test/afflict

5 several different

6 Not … nature i.e. not even human nature, which is subject to all afflictions, can experience good fortune without feeling contempt for others’ misfortune

9 Raise me promote, elevate

10 bear contempt hereditary endure contempt as though it came with their position (or birth)

11 native honour treated as if he was born with honor

12 pasture i.e. fortune, sustenance, what one gets in life

12 lards fattens

13 want lack of

14 purity of manhood human integrity

16 grece step, stair

17 smoothed made easy/smoothed by flattery

17 pate head

18 Ducks bows

18 golden i.e. wealthy

18 oblique indirect

19 level direct

20 direct straightforward

22 semblable likeness

23 fang seize, maul

24 of from

24 sauce flavor

25 operant potent, effective

27 votarist one bound by a vow

28 clear innocent, pure

28 this i.e. the gold

32 lug haul away

35 knit bind

36 hoar whitish-gray (the color of the scaly skin characteristic of leprosy)/puns on “whore” (leprosy was often confused with syphilis)

36 place appoint to positions of high status

37 knee homage, the right to be knelt to

39 wappened sexually exhausted

40 spittle house hospital

41 cast … at vomit at the sight of

41 this i.e. the gold

41 embalms and spices preserves and perfumes (as one might a corpse)

42 th’April day i.e. youthful freshness

43 common whore i.e. because frequently trodden upon or plowed (both euphemisms for sex)

43 odds discord, conflict

44 rout company, gathering; plays on sense of “defeat, overthrow”

45 Do … nature act in accordance with your true nature

45 quick fast/alive

46 go keep going, be able to walk

46 thief i.e. the gold

47 keepers owners/jailers

48 for earnest as a deposit, a pledge

48 Drum and Fife a drummer and a player of the fife (a flute-like instrument, often used for military music)

50 canker cancer/canker-worm (which eats plants and flowers)

54 Misanthropos “man-hater” (Greek)

56 something somewhat, a little

58 strange unacquainted, ignorant

61 gules red (heraldic term)

62 canons rules, edicts; plays on “cannons” (large guns)

63 fell fierce, cruel

65 cherubin look angelic appearance

66 lips rot off suggestive of the rotting effects of syphilis

70 wanting lacking

71 renew grow again (may play on a sense of “extend the repayment period for a loan”)

79 in some sort to some extent

82 brace pair

83 minion favorite, darling

84 Voiced so regardfully praised so highly, spoke of with such regard

87 use employ sexually

89 salt lecherous (season picks up on the culinary sense)

89 season prepare/spice, salt

90 tubs and baths sweating-tubs and hot baths used to treat venereal disease

91 tub-fast sexual abstinence during the treatment

95 of late lately

96 whereof of which

97 penurious poverty-stricken

97 band i.e. of soldiers

98 mindless heedless, neglectful

100 But had it not been for

100 trod would have trodden

108 on a heap in ruins

116 up away

117 planetary plague i.e. a disaster caused by malign planetary influence

117 Jove supreme Roman god

118 Will resolves to

118 high-viced very wicked, full of vice

119 sick infected/infectious

119 skip omit, spare

121 strike me strike (me is emphatic)

121 counterfeit matron married woman who feigns respectability

122 habit clothing/bearing

124 trenchant sharp, cutting

124 milk-paps nipples

125 window-bars open-work squares of a bodice/latticework of a window

126 leaf of pity list of those to be shown pity

127 set write

128 exhaust draw forth

130 doubtfully ambiguously

130 the … cut will have its throat cut/will be a cutthroat

131 mince chop it up

131 sans remorse without pity

131 objects objections

133 proof tested strength

136 confusion ruin, destruction

139 counsel advice

140 Dost … not whether you do or not

142 forswear renounce

143 make … bawd make pimps give up making women into prostitutes

144 mountant raised (to catch the gold in, with a suggestion of skirts lifted for sex)

144 oathable able to keep an oath

146 agues fevers characterized by shaking

148 conditions characters/occupations

150 whore (your) whoring

150 burn him up i.e. with lust/with venereal disease

151 close fire hidden infection/enclosed heat/hot vaginas

151 predominate prevail over, dominate

151 smoke i.e. pious (and insincere or insubstantial) words

152 be no turncoats i.e. don’t turn against your true profession (prostitution)

152 your … contrary your efforts be thwarted six months later/you suffer harmful venereal pains six months later/you suffer for six months; six months may refer to the maximum gestation period for secondary syphilis or to the period of imprisonment for prostitutes

153 thin roofs balding heads (a symptom of syphilis)

154 burdens of i.e. wigs made with hair from

156 Paint apply makeup

156 mire upon sink, get stuck in/defecate on

157 pox (syphilitic) plague

159 do plays on sense of “have sex with”

160 Consumptions wasting diseases (specifically syphilis, which decays the bones)

161 sharp starved, wasted

162 mar ruin

162 spurring ability to use spurs/ability to have sex

163 title claim to possession

164 quillets fine distinctions, quibbles

164 Hoar decay/whiten (as well as rotting the bones, syphilis causes silvery ulcerations)

164 flamen priest

165 scolds … flesh preaches against sexual desire

166 Down … nose syphilis causes the collapse of the nasal bridge

168 his … foresee to safeguard his personal advantage

169 Smells … weal loses the scent of the common good (hunting imagery)

169 curled-pate curly-haired

170 braggarts boastful cowards

172 activity sexual activity

173 erection personal advancement/penile erection

175 grave bury, serve as a grave for

177 earnest advance payment, a deposit

184 it i.e. to be so

185 beagles hunting dogs/whores

186 Strike! Sound the drum!

187 sick of made ill by

188 Common mother i.e. the earth

190 Teems gives birth to/is fertile, flourishes

190 mettle spirit, essence (given the buried gold, probably puns on “metal”)

191 puffed inflated (with pride)

192 Engenders produces, breeds

192 toad thought to be poisonous

193 gilded gold-colored

193 eyeless venomed worm blindworm (legless lizard)/adder

194 crisp shining, clear (just possibly “marbled with clouds”)

195 Whereon on which

195 Hyperion’s belonging to the father of the sun, sometimes the sun god himself in Greek mythology

195 quickening life-giving

198 Ensear dry up

198 conceptious fertile

200 Go great be pregnant

202 marbled … above i.e. the heavens

204 marrows vitality, nourishing richness, figurative bone marrow

204 leas fields

205 liquorish sweet, tempting (plays on “lickerous,” i.e. lecherous)

205 draughts drinks/potions

206 unctuous oily

207 That so that

207 consideration reflection, reason

210 affect favor/imitate

212 would would rather

212 catch seize

213 but infected i.e. temporary, not inherent

216 slave-like habit lowly, servile clothing

216 care anxiety

217 yet still

217 soft in comfort

218 perfumes i.e. perfumed mistresses

220 putting on assuming/exhibiting

220 cunning skill, practices

220 carper cynic, fault-finder

222 hinge thy knee i.e. kneel

223 observe follow, pay homage to

224 vicious strain immoral characteristic

225 Thou … thus this is how you were spoken to (i.e. flattered) previously

226 gav’st thine ears i.e. listened

226 tapsters barmen (who would greet all customers indiscriminately)

228 rascal a lowly commoner/a camp follower (in the following line the sense shifts to “rogues”)

233 boisterous rough

233 chamberlain servant responsible for the bedroom

234 put … warm i.e. warm your clothes by the fire

235 page thy heels wait on you like your page

236 skip … out i.e. jump to do your bidding

237 Candied encrusted, as if with sugar

237 caudle … taste i.e. revive you in the morning with a caudle (a warm, strengthening drink)

238 o’ernight’s previous night’s

238 surfeit excess, overindulgence

240 wreakful vengeful

240 trunks bodies

242 Answer face

242 mere absolute, unmitigated

248 caitiff wretch

250 vex torment

251 office task, role

252 Dost … in’t? Are you enjoying it?

255 habit outfit, i.e. manner

256 well good, well done

257 enforcèdly out of necessity

257 Thou’dst you would like (to be)

258 Willing misery voluntary poverty

259 incertain changeable, unreliable

259 crowned before sooner satisfied

260 The one i.e. pomp

260 filling still i.e. never satisfied, always seeking more

261 high wish the height of its wishes

261 Best … content it is more miserable to be at the height of prosperity without contentment than to be contented and at the bottom of one’s fortunes

262 distracted agitated, mentally disturbed

265 breath i.e. advice

268 swath swaddling clothes, i.e. infancy

268 proceeded climbed/attained/graduated to

269 degrees steps/social ranks/university degrees

270 drugs drudges (menial servants; or possibly “medicinal drugs” that a qualified doctor might dispense)

272 riot debauchery

272 melted down wasted/exhausted sexually (with connotations of detumescence)

274 precepts of respect commands of those in authority/principles of respect/rules a respected person must live by

275 sugared game sweet (sexual) prey/delicious amusements

278 at duty at my command, available for service

278 frame devise

280 brush violent gust of wind

281 Fell fallen

284 sufferance hardship

285 hard in’t hardened to it

287 rag worthless scrap

288 put stuff To sexually penetrated/ejaculated in

288 stuff penis/semen (picks up on rag to play on the sense of “fabric”)

289 compounded conceived

290 hereditary by inheritance

291 worst socially lowest

293 yet still

295 prodigal spendthrift, wasteful person

298 leave permission

299 That I wish that, if only

301 mend improve

304 botched poorly repaired, patched up (as you will remain in your own company)

305 would it were wish it were botched (i.e. I wish you would continue to be discontent on your own/I wish you would leave me alone)

306 to sent to, conveyed

310 truest most honest

311 does … harm i.e. is not used to bribe and corrupt

312 a-nights at night

313 that’s that which is

320 humanity i.e. human experience

321 gilt gold, money/lavish adornments

322 curiosity fastidiousness, delicate refinement

324 medlar apple-like fruit eaten when rotten/meddler, one who interferes/slang term for the vagina, hence also “whore”/ person who has lots of sex (“to meddle” also meant “to copulate”)

328 An th’hadst if you had

330 unthrift wasteful

330 after his means for what he had/after he had spent everything

334 thou … dog i.e. only a dog would love you

342 confusion destruction, overthrow

345 beastly beast-like/irrational/low, disgusting

346 t’attain to gain, achieve

346 beguile deceive, outwit

348 peradventure as chance would probably have it

349 dullness slowness/stupidity

350 still thou livedst you would always live

353 unicorn … thee supposedly the fierce unicorn could be goaded into charging at a tree, where it would become trapped by embedding its horn in the trunk

354 conquest i.e. victim

357 german closely related

357 spots markings/crimes

357 spots … life i.e. you would be blamed for the crimes of your relations

358 thy … remotion your safety would rely on removing yourself elsewhere

361 thy … transformation what you would lose if you became an animal

363 hit upon it done so, pleased me

367 Yonder … painter in fact they do not appear until the beginning of Act 5; either Shakespeare did not correct his former intention to have the characters enter here, or Apemantus is speaking generally and simply means that the men are on their way

368 give way leave

372 cap top, foremost (playing on the literal sense of “fool’s headgear”)

375 stand by i.e. are compared to

378 I’ll I would

379 tongue i.e. speech

380 issue offspring

381 Choler … alive the fact that you are alive kills me with anger

391 But even except

391 mere necessities absolute fundamentals (basic means to survive, but the dominant sense here is “inevitabilities such as death”)

392 presently immediately

395 That so that

395 in through

396 dear costly/beloved

397 natural blood-related

397 sire father

398 Hymen Greek and Roman god of marriage

398 Mars Roman god of war

401 Dian i.e. Diana, Roman goddess of hunting and chastity

402 sold’rest unites

402 impossibilities incompatible things

403 with every tongue in every language/with the tongue of every person

404 touch touchstone

405 Think believe that

406 confounding odds ruinous conflict

406 beasts … empire animals will rule

413 Thy back i.e. turn around and go away

415 quit finished with, rid of him

416 Banditti outlaws, bandits

418 ort scrap, leftover

418 remainder remaining wealth

418 mere want utter lack

419 falling-from falling away, abandonment

421 noised rumored

422 assay test/attack

423 reserve withhold

424 shall’s shall we

430 save thee God save thee (a standard greeting)

433 Both too you are both of these

434 want lack

435 want … meat lack much food/desire elaborate food

438 mast acorns

438 hips rose-hips

440 mess serving of food

444 eat i.e. prey upon the wealth of

444 con offer

445 professed by trade/declared

446 shapes guises

447 limited officially regulated (the sense of “restricted” contrasts with boundless)

448 suck … o’th’grape i.e. drink wine

448 subtle cunning

449 seethe boil/dissipate

450 scape hanging i.e. by dying of drink-induced fever instead

453 protest profess

454 example you give you precedent through examples

455 attraction power to draw up

456 arrant absolute

458 resolves melts

460 composture compost

462 your … whip i.e. that restrain and punish you

463 Has unchecked theft possess limitless power to steal (or possibly “have failed to limit theft”)

467 Steal … howsoe’er if you steal less because I give you this gold, may gold destroy you in any case

469 Has he has

471 in … of out of hatred for

472 mystery profession

473 as as I would

476 true honest

478 yond yonder, that

478 ruinous ruined

479 monument memorial

480 wonder extraordinary example

480 evilly bestowed bestowed upon evil people/badly bestowed

485 rarely splendidly

485 guise fashion, custom

488 that … do who make it plain that they intend me harm, rather than those who do harm and pretend friendship

489 Has … eye he has seen me

491 Still always

499 knaves servants/rogues

502 undone ruined

504 disclaim’st renounce

505 Flinty hard-hearted, stony

505 give weep

506 thorough through

508 know recognize, acknowledge

510 entertain receive/employ

512 comfortable comforting

516 exceptless universal, making no exceptions

517 perpetual sober eternally grave, moderate

518 but only

520 fain willingly

522 fell cut down

524 oppressing distressing/persecuting/overwhelming

525 service servant’s post

527 Upon … neck i.e. by standing on and oppressing their previous master

528 though … sure however sure I am

529 subtle devious

530 usuring charging interest

533 suspect suspicion

536 merely purely, only

537 unmatchèd unequaled

540 For as for

541 hope i.e. the future

543 requite repay

544 singly uniquely

547 thus conditioned on this condition

547 from away from

552 blasted withered

Act 5 Scene 1

6 of from

9 breaking bankruptcy

9 try test

11 palm … highest “the righteous shall flourish like the palm tree” (Psalms 92:12)

13 tender offer

14 show … us show us to be honest

14 load reward

15 travail labor/travel

16 having possessions, wealth

18 visitation visit

20 intent planned work, project

22 Good … best perfect, excellent

22 air style, fashion

24 for his act when put into practice

24 but except

25 the … saying carrying out a promise

25 use custom

26 performance … it acting on a promise is as sure a sign of unhealthy judgment as writing a will is a sign of bodily illness

32 personating of himself representation of him (in his current circumstances)

33 discovery revealing

34 opulency affluence

35 stand for model as

36 whip punish

39 Then … late we damage our own fortunes if we arrive too late to benefit from Timon’s wealth

42 serves is available

44 meet … turn play you at your own game/meet you at the turning (Timon may have been concealed by a stage pillar and is about to emerge as if from around a corner)

47 thou i.e. gold

47 rigg’st the bark sets the rigging on a ship

48 Settlest establishes

49 thy saints may your devotees

49 aye ever

51 Fit aptly, at the right time

53 late former

54 once really

56 open generous

57 retired withdrawn

61 influence astrological influence over human destiny (an invisible substance thought to stream from stars and planets supposedly governed one’s fate)

62 rapt absorbed by emotion

64 size quantity/glue applied to canvas before painting

67 them ungrateful men

69 shower heavenly downfall (continues astrological imagery)

78 therefore for that reason

80 counterfeit image, likeness (plays on the senses of “forgery/deception”)

82 lively lifelike

83 So, so passably

84 E’en so exactly, just

84 fiction literary creation/lies

85 smooth elegantly flowing/flattering, deceitful

86 thou … art your imitations of nature seem like the real thing/you show your true self in your deceit (natural may also have the sense of “foolish”)

89 monstrous overly large/unnatural

93 ill badly

97 never … but i.e. both of you

100 cog cheat

100 dissemble disguise the truth

101 patchery trickery

102 Keep keep him

102 bosom heart

103 made-up complete

108 draught sewer, cesspool

109 Confound destroy

109 course method, course of action

112 You … company even if you part company, neither of you is alone (as each man has a dual identity: honest man and villain)

115 thou … thou Timon addresses first one man, then the other

116 him i.e. the other man

118 pack be off

120 alchemist i.e. poet who transforms his subjects into something more splendid than they are in reality (and whose creations elicit payment); an alchemist seeks to turn base metals into gold

123 set … himself so self-absorbed

127 part role

130 still always

131 framed made

131 fairer kinder/more favorable

133 The … him may restore Timon to his former self

134 chance … may let things fall out as they will

142 cantherizing blistering and burning

145 Of … Timon i.e. we are worthy of nothing better than one another

150 What … thee the wrongs that we regret having done to you

151 one consent unanimous agreement

153 dignities high offices

154 wearing possession, employment

156 general gross publicly obvious

158 recanter one who retracts

159 withal moreover, with it

160 restraining in withholding

161 sorrowed sorrowful

161 render acknowledgment, apology (literally “payment of account”)

163 weigh … dram outweigh when measured with great accuracy

163 dram one eighth of an ounce

166 write in thee i.e. as if in an account book

168 witch bewitch

169 Surprise overpower (emotionally)

171 beweep weep at

175 Allowed endowed

177 of … wild Alcibiades’ fierce attacks

186 sack plunder, pillage

188 stain i.e. pollution of rape

189 contumelious insolent, contemptuous

193 take’t at worst put the worst interpretation on it

194 answer i.e. be cut (plays on the sense of “utter a reply”)

195 whittle knife

196 prize … before love and value it more than

199 keepers jailers

204 nothing i.e. the oblivion of death

206 last … enough remain in that suffering state for a long time

210 bruit report, rumor

213 become befit

215 triumphers victorious warriors returning to the city in triumph

220 throes naturally occurring pains

221 nature’s fragile vessel i.e. the body

225 close enclosure

226 use need

228 sequence of degree order of social rank

229 whoso please whoever wishes

230 take his haste hurry

233 still always

235 everlasting mansion eternal dwelling, i.e. grave

236 beachèd verge beach at the edge

236 salt flood the sea

237 Who refers either to Timon or to his grave

237 embossèd foaming

239 be your oracle i.e. impart wisdom to you

245 Coupled to nature part of his character

247 strain stretch to their limits

248 dear extreme

Act 5 Scene 2

5.2 Location: Athens, seemingly just outside the city walls

1 painfully discovered revealed painful news

1 files ranks of troops

3 least lowest estimate

4 his … approach the speed of his march suggests that he will arrive imminently

6 stand much hazard are at great risk

7 one one who is

7 ancient long-established

8 in … opposed i.e. we were on opposite sides in this conflict

9 particular personal

12 imported concerned/communicated

13 fellowship partnership

14 in … moved undertaken, in part, for Timon’s sake

15 brothers fellow senators

17 fearful inducing fear

17 scouring swift movement of troops/cleaning of guns with scouring-rods

19 fall defeat/capture

19 the snare are the trap we will be caught by

Act 5 Scene 3

5.3 Location: woods near Athens

3 outstretched his span i.e. lived beyond his desired time

4 there … man i.e. all men are beasts

6 character lettering

6 take with wax take a wax impression of it/copy it onto a wax tablet

7 figure kind of writing

8 aged i.e. experienced

9 set down encamped

9 this this time, now

10 Whose fall the fall of which

10 mark goal, target

Act 5 Scene 4

5.4 Location: outside the walls of Athens powers troops

1 Sound proclaim by trumpet

2 terrible terrifying

2 parley trumpet summons to negotiation, during which a ceasefire was observed

2 above i.e. on the upper staging level, or gallery

4 all licentious measure every kind of licentiousness/extremes of licentiousness

4 wills desires

5 scope measure

6 slept dwelt/remained passive

7 traversed arms folded arms/weapons held crossed (as in a military drill—i.e. not being used in active warfare)

7 breathed expressed, uttered

8 vainly in vain

8 flush in full flood

9 crouching marrow previously inactive vitality

10 of itself of its own accord

10 breathless wrong i.e. wrongdoers who are out of breath from fear or through running away

12 pursy fat/short of breath

12 break his wind gasp for breath/fart

15 griefs grievances

15 conceit idea, thought

17 sent i.e. sent messages

17 balm soothing relief

19 Above their quantity greater than your rages (or griefs)

20 So in the same manner

20 woo entreat

22 means terms of peace/wealth

24 common indiscriminate

27 they i.e. those that have caused you grief

28 trophies and schools monuments and public buildings

29 private individual, personal

31 motives … out instigators behind your banishment

32 Shame … excess excessive shame for their lack of skill and effective policy

35 decimation … death the death of every tenth person

36 food … loathes i.e. death

38 hazard … die throw of a die (the singular of “dice” puns on the verb “to die”)

39 spotted tainted, guilty (shifting the sense away from “marked with dots”)

41 were were alive at the time (and did offend)

41 square just, fair

42 are are alive now

44 without outside (the city walls)

46 bluster violent storm

48 fold sheep-pen

48 cull select

50 wilt will, want

54 rampired reinforced/blocked

54 ope open

55 So provided

55 gentle peaceful/honorable

57 Throw if you throw

58 token pledge

60 confusion ruin

60 powers troops

61 make their harbour have safe lodging

62 sealed completed, satisfied, ratified

64 unchargèd ports unassailed gates

66 set … reproof pick out for punishment and disgrace

67 atone appease

68 With … meaning by telling you of my nobler intentions

69 pass leave

69 quarter designated military lodgings

71 But … to without being dealt with by

72 heaviest answer strictest penalty

77 insculpture inscription

79 Interprets serves as an interpreter

81 caitiffs wretches

83 stay … gait do not pause as you walk by

84 These i.e. these words

84 latter recent

86 brains’ flow tears

87 niggard miserly

87 conceit imagination

88 Neptune Roman god of the sea

88 aye ever

89 low near to the edge of the sea/humble

89 faults forgiven either the wrongs done to Timon (forgiven by Alcibiades as he agrees peace with the senators) or Timon’s own loathing and abuse of humanity

90 memory memorial

92 olive olive branch, an emblem of peace

93 stint stop

94 leech doctor/cure, literally the parasitic worm used to treat various ailments, hence also possibly “bloodsucker”
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