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Introduction

Shakespeare Made Easy is designed to help those who struggle with Shakespeare’s language read his plays with greater ease and comprehension. William Shakespeare wrote his plays to appeal to a wide audience, but in the approximately four hundred years since the plays were written, the English language has undergone significant changes. Consequently, although Shakespeare is regarded by many as the greatest playwright in the English language, readers often find the language barrier insurmountable. Even though it is possible, with practice, to read the plays in the original language, many find the task too difficult and give up either in disgust or despair. Footnotes are helpful, but they can interrupt the flow of the language, and many readers become so discouraged with having to refer to footnotes that they simply give up.

Shakespeare Made Easy offers a helping hand not only to those who want to get better acquainted with Shakespeare’s plays for their own sake but also to those who are required to study the plays but find the task of deciphering the language overwhelming. Of course, there is no substitute for reading and studying the plays themselves in Shakespeare’s own words. The unmatched beauty of the language can never be duplicated, but the modern version will assist the reader in distinguishing between the characters and in understanding what is happening in the play.

There are a number of possible ways to use Shakespeare Made Easy. One option is to read the play in the original language, referring to the modern version only when necessary. Another possibility is to read the entire play in the modern version to know what is going on and then to read the original with this knowledge firmly in mind. The bracketed notations concerning the ways in which lines may be spoken by an actor—although giving only one of the possible interpretations—can be especially helpful. If the reader plans to view a filmed version of the play, reading the modern version in advance can help overcome the difficulty of trying to understand the spoken language, as well.

Whichever method you use, Shakespeare Made Easy will prove a valuable resource for your study of the play. It is not intended as a substitute for the original play, since even the most careful “translation” of the text will lose certain aspects such as poetic meter, alliteration, and verbal humor.

Whether you are studying the play for a class or reading it for enjoyment or to increase your acquaintance with Shakespeare’s works, the Activities section at the end of the book will be helpful in pointing out themes or issues that may have escaped your notice as you read. If you need to write a paper about this play, this section will help you generate topic ideas. It will also help you as you write the paper to make sure that you have correctly interpreted a quote you are using in support of one of your points.

Using Shakespeare Made Easy will pave your way to a far better understanding of and appreciation for Shakespeare’s plays and will remove the textual difficulties that may have caused you to stumble in past attempts. Not only will you gain confidence in discussing the plot and characters of the play, but you will also develop a greater awareness of the ways in which Shakespeare used language for poetic expression as well as for raising intriguing and challenging moral and philosophical issues.

Ever since the works of William Shakespeare entered the canon of English literature, they have excited the admiration of generations of scholars, readers, and theatergoers. Even if you’ve had negative experiences in the past with Shakespeare’s plays—in fact, especially if you’ve had negative experiences—you will find yourself pleasantly surprised at just how entertaining his plays can be. We’re glad you’ve chosen Shakespeare Made Easy as a companion on your journey to a better understanding of the plays of William Shakespeare.


William Shakespeare

His Life

Considering the impact that William Shakespeare has had on English literature, surprisingly little is known about his life. We do know that he was born to a prominent wool and leather merchant and his wife in 1564 (the actual day is in doubt but tradition sets it at April 23) in Stratford-upon-Avon, England. He is believed to have been educated at the local grammar school, although no lists of pupils survive from the sixteenth century. He did not attend university.

We also know from parish records that he married Anne Hathaway in 1582 when he was eighteen and she was twenty-six. They had three children; Susanna was their eldest, followed by twins, Judith and Hamnet. Their son, Hamnet, died at the age of about eleven, but the two daughters, Susanna and Judith, reached adulthood.

There are many stories about Shakespeare’s life, such as the one alleging that he fled Stratford after having been caught poaching deer in the park belonging to Sir Thomas Lucy, a local justice of the peace. Like the rest of the tales about Shakespeare during this period of his life, this story cannot be verified and is probably untrue. Because his plays demonstrate extensive knowledge about a variety of subjects, articles have been written “proving” that Shakespeare must have temporarily pursued a career in either law, botany, or medicine or spent time as a soldier or sailor, to name a few of the occupations that he is speculated to have had.

The truth is, we simply don’t know for sure what Shakespeare did for a living in the ten years following his marriage to Anne Hathaway. Ordinarily, as the eldest son he would have been expected to take over his father’s business, but again there is no evidence to show that he did (or, for that matter, did not) serve an apprenticeship to his father. He may have spent some time with a traveling troupe of actors, but, aside from the baptismal records for his children, we have no actual records about him from the time of his marriage to Hathaway until 1592, by which time he had left Stratford and traveled to London. His wife and children remained in Stratford.

The next documented evidence pertaining to Shakespeare comes in 1592, when Shakespeare received his first critical recognition. It came in the form of a petulant outburst by fellow playwright Robert Greene who, apparently annoyed by the attention being received by this newcomer, complained bitterly in a pamphlet written from his deathbed about the “upstart crow … Shake-scene.”

From about 1594 onward, Shakespeare was associated with a new theatrical company, The Lord Chamberlain’s Men; by 1599 Shakespeare had become a shareholder in the company. The troupe gave command performances for Queen Elizabeth I as well as her successor, King James I. After King James’ accession to the throne, the troupe took the name “The King’s Men.”

The King’s Men performed at The Globe theater, which they owned. Of course, The Globe was not the only theater in London. The Curtain (built in 1577) and The Rose (1587), as well as a number of other theaters, also provided entertainment to the citizens. In addition to these open-air “public” theaters, there were many “private” or indoor theaters. Shakespeare and his friends purchased one of the private theaters, The Blackfriars, which was giving them especially stiff competition because of the popularity of the child actors who performed there.

With so many theaters in operation, the demand for plays was high. Shakespeare may have earned a living for a time by reworking older plays and by collaborating with others on new ones, and of course he also wrote his own plays. In addition to the uncertainty about many facts pertaining to his life, there even is debate about the exact number of plays Shakespeare wrote; some say he wrote thirty-seven, others say thirty-eight.

Shakespeare stopped writing for the stage in about 1611, and, having prospered not only from his writing but also from his shares in the theatrical company, he retired to Stratford, where he installed his family in New Place, one of the more expensive homes in Stratford. He died at the age of fifty-two on April 23, 1616.

His Plays

Many people are surprised to learn that none of the original handwritten manuscripts of Shakespeare’s plays survives. At that time, plays were not considered to be “literature” in the same way that poetry was. In fact, when Shakespeare wrote his plays, they would have been the property of the producing company, which was concerned, not with publication of the plays, but with producing them on stage. The company would have bought them for about ten pounds apiece, and when a play finished its theatrical run and the copies were of no further use to the company, they often were discarded.

Roughly half of Shakespeare’s plays were published during his lifetime in quarto (17 centimeters by 21 centimeters) volumes, although many of these were pirated copies. Booksellers often would hire someone to take shorthand notes during a performance, and then they would sell these unauthorized copies. This method for acquiring a copy of the play, needless to say, could result in numerous errors depending on the accuracy of the transcriber. In other instances of piracy, actors’ scripts were purchased by a bookseller after the play had completed its run, but since each actor’s copy would contain only his scenes, the actor would have to provide the rest of the text from memory, which often proved faulty. These pirated copies are referred to as “bad” Quartos. Even when a printer was working from a good manuscript (probably a prompt copy obtained from the theater), mistakes often contaminated the printed copy. In addition to all these problems, portions of the plays were sometimes censored for a variety of reasons, resulting in still further corruption of the text.

Fortunately, seven years after Shakespeare’s death an authoritative version of his works, the First Folio (21 centimeters by 34 centimeters), edited by two of his theatrical partners and fellow actors, John Hemming and Henry Condell, was published. They claimed in the introduction to have used his original manuscripts, but that claim is unverified. The First Folio contained thirty-six of his plays and was titled Comedies, Histories, and Tragedies. Despite the Folio’s apparent superiority to other printings of Shakespeare’s plays, serious questions remain, and debate continues concerning discrepancies between the various early editions.

Because of the discrepancies between different editions of the plays, when one of Shakespeare’s plays is published, editors must make decisions about which version to use. Often, the edition will contain lines from several of the oldest texts, but since in some cases there remains significant disagreement about which text is the “best” or most accurate, the reader may discover that there are differences between editions of the play. Many editions include notes at the end of the play to indicate the words or lines that have an alternate reading.

His Theater

In Elizabethan times, the London authorities viewed playgoing as both morally and politically questionable; they also believed that the large crowds that attended the plays created an increased risk for spreading the bubonic plague. In fact, the playhouses were closed twice during Shakespeare’s lifetime as a result of outbreaks of the plague. Because of the hostile atmosphere created by the civil authorities, playhouses were typically built outside the city limits in order to place them beyond the jurisdiction of authorities.

When The Lord Chamberlain’s Men (the troupe to which Shakespeare belonged), first began performing, The Theater, owned by Richard and Cuthbert Burbage, was their theatrical home. Constructed in 1576 just outside the city limits of London, The Theater was the first of the public playhouses. Plays had previously been performed in England in the square- or rectangular-shaped yards of the inns where traveling bands of actors stayed, but this arrangement had a serious drawback—it was far too easy for customers to enter and leave the grounds without paying the price of admission. Playhouses like The Theater were therefore a significant improvement since the enclosed design made it possible to have a single opening where tickets could be taken from those entering.

The Chamberlain’s Men were financially successful, but a problem arose in 1598 concerning the property on which The Theater stood. The owner of the property planned to have the playhouse torn down once the lease on the land expired, so in late 1598 the Chamberlain’s Men dismantled the building and reassembled it a short distance from the south bank of the River Thames, renaming it The Globe.

In 1603, The Lord Chamberlain’s Men regrouped under the patronage of King James I and took the name The King’s Men; the shareholders were thenceforward considered to be members of the royal household. Unfortunately, the company’s fortunes took a downturn in 1613 when, during a performance of Henry VIII, a cannon was fired, setting the thatched roof of The Globe ablaze. Within an hour, the building was destroyed.

The King’s Men rebuilt the playhouse, and the new The Globe theater, completed in 1614, was circular in shape. The “wooden O” (as it is referred to in Henry V) of The Globe actually had twenty sides, with an outer diameter of about one hundred yards. Some historians have estimated that it could hold up to three thousand people, but others dispute that figure as being far too high.

Playbills would be posted around the city to advertise for new plays, but due to the fact that the roofs of “public” theaters such as The Globe were open to the elements, plays could be performed only in daylight and in good weather. The theatrical company would fly a flag from the roof of the building to notify people if a performance was to proceed. If, however, the flag was not flown, theatergoers would be spared an unnecessary trip.

Those attending a play paid the gatekeeper at the entrance. In addition to standing room around the stage, seats were available in the three tiers of the gallery which encircled the playhouse. For the price of one penny (about sixty cents today), the “groundlings,” as they were called, gained admission to the pit. Those who could afford to do so paid for gallery seating; the lowest tier was the least expensive, with the price climbing to as high as one shilling (about seven dollars today) for seats in the uppermost tier. The roof shielded the patrons seated in the galleries either from the heat of the sun or, in case the weather turned bad, from a sudden downpour.

Plays typically had a theatrical run of ten performances, although, depending on the popularity of the piece, some were performed up to about sixteen times; less popular plays, however, might have only six performances. The performances proceeded without intermission and usually took about two hours, although a number of Shakespeare’s plays run significantly longer. When the play was about to begin, a trumpet would sound three times.

Shakespeare’s plays were performed on what is referred to as a “thrust” stage; it was about five feet high and measured 27½ feet deep by 43 feet wide; it probably sloped downward at the front (downstage) and projected out into the pit. The stage was covered by a roof (referred to as “the heavens”), which was painted to resemble a starlit sky upon which the signs of the zodiac were depicted. The area beneath the stage was referred to as “hell”; a trapdoor in the floor of the stage allowed for the entrances and exits of ghosts, monsters, and devils.

There was no scenery, nor was there a curtain that could be closed at the end of scenes or acts, so playwrights used the lines spoken by the actors to set the scene and to indicate when a scene or act was ending. A rhyming couplet, for example, would often indicate the conclusion of a scene. The gallery directly behind the stage was used for scenes in which actors were required to be either in an upper story of a house, on the battlements of a castle, or in some other elevated position. Musicians and even spectators also occupied the gallery.

At the rear of the stage (upstage) was the “tiring house” where the actors dressed (attired themselves).The tiring house had two or three doors providing access to the stage. Even though many of the plays performed were set in earlier times, the actors did not wear period costumes; the period in which a play was set would merely be suggested by certain period touches in the costumes, such as spears or helmets. Consequently, a play such as Julius Caesar which was set around 44 B.C.E. would have been performed in the current fashions of Elizabethan England. However, despite being historically inaccurate, the costumes the actors wore were quite lavish and were therefore not a disappointment to the audience.

Since it was illegal for women to perform in public at that time, boys or young men played the women’s roles in the plays. Often, in order for a boy actor to be tall enough to be convincing in the role of an adult woman, he had to wear chopines (wooden platforms strapped to the soles of the shoes); the long skirts, which were fashionable, hid the chopines from view. Because of the restriction on women performing, Shakespeare’s plays had few female characters, and, in many of his plays, the heroine would spend much of the play disguised as a boy.

The plays of Shakespeare were of course crucial to the success of the company, but the troupe also had the most renowned actor of the time, Richard Burbage. Burbage was the first actor to portray Hamlet. Although Shakespeare was himself an actor, he is only known to have performed secondary roles.

Other noted actors in the troupe were William Kempe, a comedian, and Robert Asmin, a singer and dancer, both of whom were also shareholders in The King’s Men. The average size for a theatrical company was twenty-five members, about half of whom would usually be shareholders. Other actors were employed part-time as needed.

Because actors in Shakespeare’s time needed to project their voices for open-air performances, they tended to employ a more exaggerated, declamatory style of acting than would be acceptable to today’s audiences. Some actors went to extremes, however. Shakespearean scholars generally agree that Hamlet’s instruction to the Players not to “tear a passion … to very rags” reflects his views on the tendency to overact amongst his contemporaries. Shakespeare’s presence during rehearsals of his plays would have given him the opportunity to personally instruct an actor in the way a line should be delivered.

His Verse

Although Shakespeare’s dramatic output alone would have been sufficient to ensure his place among English writers, his reputation as an author does not rest solely upon his plays. He wrote poetry, as well, including the erotic narrative poems Venus and Adonis (1593) and The Rape of Lucrece (1594). He also composed 154 Sonnets, which were circulated in manuscript prior to their publication in 1609.

Shakespeare’s poetic output was not confined to his poems, however. At the beginning of Shakespeare’s career as a playwright, the prevailing style for dialog was rhyming couplets (that is, two succeeding lines of poetry that rhyme), so a high percentage of the lines in his earlier plays rhyme. In one of his early works, Love’s Labor’s Lost, for example, nearly half of the lines rhyme.

As time passed, however, Shakespeare used fewer rhymed couplets for dialog and began favoring blank verse for his plays. Blank verse consists of unrhymed lines of iambic pentameter; iambic pentameter is the technical term for lines ten syllables in length with alternating stresses (that is, an unstressed syllable followed by a stressed syllable). Although Shakespeare continued to use rhyming couplets in his plays when he wanted to indicate the end of a scene or when the situation might call for a more artificial style of speech, he favored a much more naturalistic form of expression in his later plays.

Even in his early plays, however, Shakespeare was outdoing his fellow playwrights. For example, because of the prevailing style of rhyming couplets, most of the characters in a play would sound the same; in other words, one character’s “voice” could not be distinguished from that of another. In contrast, even early on Shakespeare’s characters each spoke with a recognizable voice. Even without the speaker’s identity being revealed, no one would have any difficulty distinguishing the innocent yet passionate utterances of Juliet from the prosaic vulgarity of her Nurse. Furthermore, if, during the course of a play, a character underwent a significant change, Shakespeare would indicate this change by altering the character’s speech patterns. One example of this technique is Othello who begins to sound more and more like Iago as he becomes progressively more infected with the “pestilence” Iago pours into his ear.

Shakespeare also used speech patterns to indicate a character’s social rank. In his plays, members of the nobility usually speak in blank verse, while those of lower station speak in prose, reflecting their limited education. Shakespeare also uses prose to indicate when the more highly ranked characters are speaking informally or are under stress.

Another one of the many noteworthy aspects of Shakespeare’s technique is his use of setting to reinforce ideas in his plays. In Antony and Cleopatra, for example, the cold austerity of Rome reflects the emotional coldness and sterility of the Romans, whereas the sun-drenched setting of Egypt reflects the passionate love of the title characters.

Furthermore, Shakespeare used imagery not only to create atmosphere but also to convey themes. Hamlet, for example, contains numerous references to disease and decay, reinforcing the theme of the moral and political rot in Denmark. In addition to demonstrating his technical brilliance, Shakespeare’s works reveal insights into human nature that none of his predecessors or contemporaries could begin to approach.

Shakespeare’s technique and contributions to drama and literature place him at the pinnacle of his art. It’s no surprise then that each succeeding generation sees new additions to the ranks of “Bardolators.”


The Tragedy of Othello, the Moor of Venice

Date

The official date for Othello is 1604, since it was noted in official documents that it was performed at court before King James I on November 1 of that year. However, the “bad” quarto of Hamlet (dated 1603) contains what appear to be borrowings from Othello, giving rise to speculation that Othello may have been composed earlier than 1604. Furthermore, Act I Scene 3 is quoted in Knolles’ History of the Turks, the preface to which indicates a publication date of September 1603, so the earlier date of composition seems likely.

Source

Othello is based on a novella by Giraldi Cinthio; it is part of his Hecatommithi, which was published in Venice in 1565. There was no English translation of the novella at that time, so it is believed that Shakespeare may have read a French translation of the novella. Shakespeare has made significant changes from his source. The Ensign (Iago is not given a name in Cinthio’s version) is desperately in love with Disdemona, as she is called. She, however, is in love with Othello and has no interest in the Ensign. He decides that the reason for her lack of interest in him must be because she is in love with the Captain (Cassio).When the Captain is demoted for bad behavior, the Ensign uses Disdemona’s attempts to have him reinstated to incite Othello to jealousy. The Ensign and Othello plot together to murder Disdemona and the Captain. However, after the Ensign beats Disdemona to death, Othello belatedly repents and cashiers the Ensign. Only then does the Ensign become the enemy of Othello. The Ensign informs on Othello, whereupon Othello is arrested, tortured, and banished. At the conclusion of the story, Othello is assassinated by Disdemona’s relatives. The moral, expressed by Disdemona before her death, is that it is a mistake to marry someone so different from oneself.

Text

Thomas Walkley published a quarto edition of Othello in 1622; the second printing of Othello was in the First Folio, which was published in 1623. The textual situation for Othello is especially problematic in that there are significant discrepancies between the First Quarto and the First Folio. The quarto contains roughly 13 lines or partial lines that are not found in the folio, and the folio contains 160 lines not found in the quarto. In addition, there are more than one thousand discrepancies in wording between the two editions. Consequently, editors are forced to decide whether they prefer to favor one version over the other—many choose the folio since it is the more “complete” version—or to pick and choose between the two depending on which version seems to have more authority in the individual instances.

 

 

 

* Note: Because the First Folio is generally considered to be the superior text, for this edition the editors have chosen it as the primary text. However, due to editorial choice or from necessity, approximately 190 readings have been taken from the original First Folio.


Othello

Clicking on a character’s name in the original text will link you to the corresponding modern version text and vice versa.


The characters:

Duke of Venice

Brabantio   a senator, Desdemona’s father

Gratiano   an official of Venice, brother to Brabantio

Lodovico   an official of Venice, a relative of Brabantio and Desdemona

Othello   a noble Moor in the military service of Venice

Cassio   Othello’s lieutenant

Iago   Othello’s enemy and his ensign [some texts refer to Iago as Othello’s “ancient,” an archaic form of the word “ensign”]

Roderigo   a gentleman of Venice

Montano   Governor of Cyprus

Clown   servant to Othello

Desdemona   daughter to Brabantio and wife to Othello

Emilia   wife to Iago

Bianca   mistress to Cassio

First Senator

Second Senator

Gentlemen of Cyprus, Sailors, Messenger, Herald, Officers, Musicians, Attendants, and Servants

 



	Synopsis:

	 




	Act I

	 




	Scene I

	A street in Venice.




	 

	The elopement is discovered.




	Scene II

	Another street.




	 

	Othello is called upon to defend Cyprus from a Turkish invasion.




	Scene III

	A council chamber.




	 

	The senate discusses the Turkish attack.




	 

	Brabantio brings his grievance to the senate concerning the elopement.




	Act II

	 




	Scene I

	A seaport in Cyprus. An open place near the quay.




	 

	A storm scatters the Turkish fleet.




	Scene II

	A street in Cyprus.




	 

	Othello declares a celebration of his marriage and of the defeat of the Turks.




	Scene III

	A hall in the castle.




	 

	Iago causes Cassio’s disgrace.




	 

	 




	Act III

	 




	Scene I

	Before the castle.




	 

	Cassio requests a meeting with Desdemona.




	Scene II

	A room in the castle.




	 

	Othello surveys the fortifications.




	Scene III

	The garden of the castle.




	 

	Cassio asks Desdemona to speak to Othello about him. Iago plants seeds of suspicion in Othello’s mind.




	Scene IV

	Before the castle.




	 

	Othello tests Desdemona’s virtue.




	 

	 




	Act IV

	 




	Scene I

	Before the castle.




	 

	Iago continues to poison Othello’s mind.




	Scene II

	A room in the castle.




	 

	Othello accuses Desdemona of infidelity. She denies it.




	Scene III

	Another room in the castle.




	 

	Desdemona prepares for bed.




	 

	 




	Act V

	 




	Scene I

	A street in Cyprus.




	 

	Cassio is wounded by Roderigo. Roderigo is killed.




	Scene II

	A bedchamber in the castle where Desdemona is in bed asleep and a light is burning.




	 

	Othello kills Desdemona and then learns the truth.






Original Text

Act one

Scene 1

Enter Roderigo and Iago.



	 

	Roderigo   [Tush,] never tell me! I take it much unkindly




	 

	That thou, Iago, who hast had my purse




	 

	As if the strings were thine, shouldst know of this.




	 

	Iago   [’Sblood,] but you’ll not hear me.




	5

	If ever I did dream of such a matter,




	 

	Abhor me.




	 

	Roderigo   Thou toldst me thou didst hold him in thy hate.




	 

	Iago   Despise me if I do not. Three great ones of the city,




	 

	In personal suit to make me his lieutenant,




	10

	Off-capp’d to him; and, by the faith of man,




	 

	I know my price, I am worth no worse a place.




	 

	But he (as loving his own pride and purposes)




	 

	Evades them with a bumbast circumstance




	 

	Horribly stuff’d with epithites of war,




	15

	[And in conclusion,]




	 

	Nonsuits my mediators; for, “Certes,” says he,




	 

	“I have already chose my officer.”




	 

	And what was he?




	 

	Forsooth, a great airthmetician,




	20

	One Michael Cassio, a Florentine




	 

	(A fellow almost damn’d in a fair wife),




	 

	The never set a squadron in the field,




	 

	Nor the division of a battle knows




	 

	More than a spinster—unless the bookish theoric,




	25

	Wherein the [toged] consuls can propose




	 

	As masterly as he. Mere prattle, without practice,




	 

	Is all his soldiership. But he, sir, had th’ election;




	 

	And I, of whom his eyes had seen the proof




	 

	At Rhodes, at Cyprus, and on [other] grounds




	30

	Christen’d and heathen, must be belee’d and calm’d




	 

	By debitor and creditor—this counter-caster,




	 

	He (in good time!) must his lieutenant be,




	 

	And I ([God] bless the mark!) his Moorship’s ancient.




	 

	Roderigo   By heaven, I rather would have been his hangman.




	35

	Iago   Why, there’s no remedy. ’Tis the curse of service;




	 

	Preferment goes by letter and affection,




	 

	And not by old gradation, where each second




	 

	Stood heir to th’ first. Now, sir, be judge yourself




	 

	Whether I in any just term am affin’d




	 

	To love the Moor.




	40

	Roderigo                  I would not follow him then.




	 

	Iago   O, sir, content you;




	 

	I follow him to serve my turn upon him.




	 

	We cannot all be masters, nor all masters




	 

	Cannot be truly follow’d. You shall mark




	45

	Many a duteous and knee-crooking knave




	 

	That (doting on his own obsequious bondage)




	 

	Wears out his time, much like his master’s ass,




	 

	For nought but provender, and when he’s old, cashier’d.




	 

	Whip me such honest knaves. Others there are




	50

	Who, trimm’d in forms and visages of duty,




	 

	Keep yet their hearts attending on themselves,




	 

	And throwing but shows of service on their lords,




	 

	Do well thrive by them; and when they have lin’d their coats,




	 

	Do themselves homage. These fellows have some soul,




	55

	And such a one do I profess myself. For, sir,




	 

	It is as sure as you are Roderigo,




	 

	Were I the Moor, I would not be Iago.




	 

	In following him, I follow but myself;




	 

	Heaven is my judge, not I for love and duty,




	60

	But seeming so, for my peculiar end;




	 

	For when my outward action doth demonstrate




	 

	The native act and figure of my heart




	 

	In complement extern, ’tis not long after




	 

	But I will wear my heart upon my sleeve




	65

	For daws to peck at: I am not what I am.




	 

	Roderigo   What a [full] fortune does the thick-lips owe




	 

	If he can carry’t thus!




	 

	Iago                                Call up her father.




	 

	Rouse him, make after him, poison his delight,




	 

	Proclaim him in the streets; incense her kinsmen,




	70

	And though he in a fertile climate dwell,




	 

	Plague him with flies. Though that his joy be joy,




	 

	Yet throw such [changes] of vexation on’t,




	 

	As it may lose some color.




	 

	Roderigo   Here is her father’s house, I’ll call aloud.




	 

	Iago   Do, with like timorous accent and dire yell




	76

	As when, by night and negligence, the fire




	 

	Is spied in populous cities.




	 

	Roderigo   What ho! Brabantio, Signior Brabantio, ho!




	 

	Iago   Awake! what ho, Brabantio! thieves, thieves!




	 

	Look to your house, your daughter, and your bags!




	81

	Thieves, thieves!




	 

	[Enter Brabantio] above [at a window]




	 

	Brabantio   What is the reason of this terrible summons?




	 

	What is the matter there?




	 

	Roderigo   Signior, is all your family within?




	 

	Iago   Are your doors lock’d?




	 

	Brabantio                                Why? Wherefore ask you this?




	86

	Iago   [‘Zounds,] sir, y’ are robb’d! For shame, put on your gown;




	 

	Your heart is burst, you have lost half your soul;




	 

	Even now, now, very now, an old black ram




	 

	Is tupping your white ewe. Arise, arise!




	90

	Awake the snorting citizens with the bell,




	 

	Or else the devil will make a grandsire of you.




	 

	Arise, I say!




	 

	Brabantio     What, have you lost your wits?




	 

	Roderigo   Most reverend signior, do you know my voice?




	 

	Brabantio   Not I; what are you?




	 

	Roderigo   My name is Roderigo.




	 

	Brabantio                                        The worser welcome;




	96

	I have charg’d thee not to haunt about my doors.




	 

	In honest plainness thou hast heard me say




	 

	My daughter is not for thee; and now, in madness




	 

	(Being full of supper and distemp’ring draughts),




	100

	Upon malicious [bravery] dost thou come




	 

	To start my quiet.




	 

	Roderigo   Sir, sir, sir—




	 

	Brabantio                         But thou must needs be sure




	 

	My spirits and my place have in their power




	 

	To make this bitter to thee.




	 

	Roderigo                                Patience, good sir.




	105

	Brabantio   What tell’st thou me of robbing? This is Venice;




	 

	My house is not a grange.




	 

	Roderigo                                Most grave Brabantio,




	 

	In simple and pure soul I come to you.




	 

	Iago   [’Zounds,] sir, you are one of those that will




	 

	not serve God, if the devil bid you. Because we come




	110

	to do you service, and you think we are ruffians,




	 

	you’ll have your daughter cover’d with a Barbary




	 

	horse, you’ll have your nephews neigh to you; you’ll




	 

	have coursers for cousins, and gennets for germans.




	114

	Brabantio   What profane wretch art thou?




	 

	Iago   I am one, sir, that comes to tell you your




	 

	daughter and the Moor are [now] making the beast




	 

	with two backs.




	 

	Brabantio   Thou art a villain.




	 

	Iago                                          You are a senator.




	 

	Brabantio   This thou shalt answer; I know thee, Roderigo.




	120

	Roderigo   Sir, I will answer any thing. But I beseech you,




	 

	If’t be your pleasure and most wise consent




	 

	(As partly I find it is) that your fair daughter,




	 

	At this odd-even and dull watch o’ th’ night,




	 

	Transported with no worse nor better guard




	125

	But with a knave of common hire, a gundolier,




	 

	To the gross clasps of a lascivious Moor—




	 

	If this be known to you, and your allowance,




	 

	We then have done you bold and saucy wrongs;




	 

	But if you know not this, my manners tell me




	130

	We have your wrong rebuke. Do not believe




	 

	That, from the sense of all civility,




	 

	I thus would play and trifle with your reverence.




	 

	Your daughter (if you have not given her leave),




	 

	I say again, hath made a gross revolt,




	135

	Tying her duty, beauty, wit, and fortunes




	 

	In an extravagant and wheeling stranger




	 

	Of here and every where. Straight satisfy yourself.




	 

	If she be in her chamber or your house,




	 

	Let loose on me the justice of the state




	 

	For thus deluding you.




	140

	Brabantio                         Strike on the tinder, ho!




	 

	Give me a taper! Call up all my people!




	 

	This accident is not unlike my dream,




	 

	Belief of it oppresses me already.




	 

	Light, I say, light!




	 

	Exit [above].




	 

	Iago                          Farewell; for I must leave you.




	145

	It seems not meet, nor wholesome to my place,




	 

	To be producted (as, if I stay, I shall)




	 

	Against the Moor; for I do know the state




	 

	(How ever this may gall him with some check)




	 

	Cannot with safety cast him, for he’s embark’d




	150

	With such loud reason to the Cyprus wars




	 

	(Which even now stands in act) that, for their souls,




	 

	Another of his fadom they have none




	 

	To lead their business; in which regard,




	 

	Though I do hate him as I do hell-pains,




	155

	Yet, for necessity of present life,




	 

	I must show out a flag and sign of love,




	 

	Which is indeed but sign. That you shall surely find him,




	 

	Lead to the Sagittary the raised search;




	 

	And there will I be with him. So farewell.




	 

	Exit.




	 

	Enter [below] Brabantio [in his night-gown] with Servants




	 

	and torches.




	160

	Brabantio   It is too true an evil; gone she is;




	 

	And what’s to come of my despised time




	 

	Is nought but bitterness. Now, Roderigo,




	 

	Where didst thou see her?—O unhappy girl!—




	 

	With the Moor, say’st thou?—Who would be a father!—




	165

	How didst thou know ’twas she?—O, she deceives me




	 

	Past thought!—What said she to you?—Get moe tapers;




	 

	Raise all my kindred.—Are they married, think you?




	 

	Roderigo   Truly, I think they are.




	169

	Brabantio   O heaven! how got she out? O treason of the blood!




	 

	Fathers, from hence trust not your daughters’ minds




	 

	By what you see them act. Is there not charms




	 

	By which the property of youth and maidhood




	 

	May be abus’d? Have you not read, Roderigo,




	 

	Of some such thing?




	 

	Roderigo                     Yes, sir, I have indeed.




	175

	Brabantio   Call up my brother.—O would you had had her!—




	 

	Some one way, some another.—Do you know




	 

	Where we may apprehend her and the Moor?




	 

	Roderigo   I think I can discover him, if you please




	179

	To get good guard and go along with me.




	 

	Brabantio   Pray you lead on. At every house I’ll call




	 

	(I may command at most).—Get weapons, ho!




	 

	And raise some special officers of [night].—




	 

	On, good Roderigo, I will deserve your pains.




	 

	Exeunt.




	 

	 




	 

	 




	 

	 




	 

	Scene 2




	 

	Enter Othello, Iago, Attendants with torches.




	 

	Iago   Though in the trade of war I have slain men,




	 

	Yet do I hold it very stuff o’ th’ conscience




	 

	To do no contriv’d murder. I lack iniquity




	 

	Sometime to do me service. Nine or ten times




	5

	I had thought t’ have yerk’d him here under the ribs.




	 

	Othello   ’Tis better as it is.




	 

	Iago                                        Nay, but he prated,




	 

	And spoke such scurvy and provoking terms




	 

	Against your honor,




	 

	That with the little godliness I have




	10

	I did full hard forbear him. But I pray you, sir,




	 

	Are you fast married? Be assur’d of this,




	 

	That the magnifico is much belov’d,




	 

	And hath in his effect a voice potential




	 

	As double as the Duke’s. He will divorce you,




	15

	Or put upon you what restraint or grievance




	 

	The law (with all his might to enforce it on)




	 

	Will give him cable.




	 

	Othello                          Let him do his spite;




	 

	My services which I have done the signiory




	 

	Shall out-tongue his complaints. ’Tis yet to know—




	20

	Which, when I know that boasting is an honor,




	 

	I shall [provulgate]—I fetch my life and being




	 

	From men of royal siege, and my demerits




	 

	May speak, unbonneted, to as proud a fortune




	 

	As this that I have reach’d; for know, Iago,




	25

	But that I love the gentle Desdemona,




	 

	I would not my unhoused free condition




	 

	Put into circumscription and confine




	 

	For the sea’s worth. But look, what lights come yond?




	 

	Enter Cassio with [Officers and] torches.




	 

	Iago   Those are the raised father and his friends.




	 

	You were best go in.




	30

	Othello                         Not I; I must be found.




	 

	My parts, my title, and my perfect soul




	 

	Shall manifest me rightly. Is it they?




	 

	Iago   By Janus, I think no.




	 

	Othello   The servants of the [Duke]? and my lieutenant?




	35

	The goodness of the night upon you, friends!




	 

	What is the news?




	 

	Cassio                       The Duke does greet you, general,




	 

	And he requires your haste-post-haste appearance,




	 

	Even on the instant.




	 

	Othello                       What is the matter, think you?




	 

	Cassio   Something from Cyprus, as I may divine;




	40

	It is a business of some heat. The galleys




	 

	Have sent a dozen sequent messengers




	 

	This very night at one another’s heels;




	 

	And many of the consuls, rais’d and met,




	 

	Are at the Duke’s already. You have been hotly call’d for;




	45

	When, being not at your lodging to be found,




	 

	The Senate hath sent about three several quests




	 

	To search you out.




	 

	Othello                       ’Tis well I am found by you.




	 

	I will but spend a word here in the house,




	 

	And go with you.




	 

	[Exit.]




	 

	Cassio                     Ancient, what makes he here?




	 

	Iago   Faith, he to-night hath boarded a land carract.




	51

	If it prove lawful prize, he’s made for ever.




	 

	Cassio   I do not understand.




	 

	Iago                                        He’s married.




	 

	Cassio                                                            To who?




	 

	[Enter Othello.]




	 

	Iago   Marry, to—Come, captain, will you go?




	 

	Othello                                                          Have with you.




	 

	Cassio   Here comes another troop to seek for you.




	 

	Enter Brabantio, Roderigo, with Officers [with] torches




	 

	[and weapons].




	55

	Iago   It is Brabantio. General, be advis’d,




	 

	He comes to bad intent.




	 

	Othello                             Holla, stand there!




	 

	Roderigo   Signior, it is the Moor.




	 

	Brabantio                                        Down with him, thief!




	 

	[They draw on both sides.]




	 

	Iago   You, Roderigo! come, sir, I am for you.




	 

	Othello   Keep up your bright swords, for the dew will rust them.




	60

	Good signior, you shall more command with years




	 

	Than with your weapons.




	 

	Brabantio   O thou foul thief, where hast thou stow’d my




	 

	    daughter?




	 

	Damn’d as thou art, thou hast enchanted her,




	 

	For I’ll refer me to all things of sense,




	65

	If she in chains of magic were not bound,




	 

	Whether a maid so tender, fair, and happy,




	 

	So opposite to marriage that she shunn’d




	 

	The wealthy curled [darlings] of our nation,




	 

	Would ever have, t’ incur a general mock,




	70

	Run from her guardage to the sooty bosom




	 

	Of such a thing as thou—to fear, not to delight!




	 

	Judge me the world, if’tis not gross in sense,




	 

	That thou hast practic’d on her with foul charms,




	 

	Abus’d her delicate youth with drugs or minerals




	75

	That weakens motion. I’ll have’t disputed on,




	 

	’Tis probable, and palpable to thinking.




	 

	I therefore apprehend and do attach thee




	 

	For an abuser of the world, a practicer




	 

	Of arts inhibited and out of warrant.




	80

	Lay hold upon him, if he do resist




	 

	Subdue him at his peril.




	 

	Othello                                Hold your hands,




	 

	Both you of my inclining, and the rest.




	 

	Were it my cue to fight, I should have known it




	 

	Without a prompter. Whither will you that I go




	 

	To answer this your charge?




	 

	Brabantio                                  To prison, till fit time




	86

	Of law and course of direct session




	 

	Call thee to answer.




	 

	Othello                     What if [I] do obey?




	 

	How may the Duke be therewith satisfied,




	 

	Whose messengers are here about my side,




	90

	Upon some present business of the state,




	 

	To bring me to him?




	 

	Officer                         ’Tis true, most worthy signior;




	 

	The Duke’s in council, and your noble self




	 

	I am sure is sent for.




	 

	Brabantio                     How? the Duke in council?




	 

	In this time of the night? Bring him away;




	95

	Mine’s not an idle cause. The Duke himself,




	 

	Or any of my brothers of the state,




	 

	Cannot but feel this wrong as ’twere their own;




	 

	For if such actions may have passage free,




	 

	Bond-slaves and pagans shall our statesmen be.




	 

	Exeunt.




	 

	Scene 3




	 

	Enter Duke [and] Senators [set at a table, with lights] and
Officers.




	 

	Duke   There’s no composition in [these] news




	 

	That gives them credit.




	 

	1st Senator                        Indeed, they are disproportioned;




	 

	My letters say a hundred and seven galleys.




	 

	Duke   And mine, a hundred forty.




	 

	2nd Senator                                    And mine, two hundred!




	5

	But though they jump not on a just accompt




	 

	(As in these cases where the aim reports,




	 

	’Tis oft with difference), yet do they all confirm




	 

	A Turkish fleet, and bearing up to Cyprus.




	 

	Duke   Nay, it is possible enough to judgment.




	10

	I do not so secure me in the error




	 

	But the main article I do approve




	 

	In fearful sense.




	 

	Sailor   (Within.)                    What ho, what ho, what ho!




	 

	Enter Sailor.




	 

	Officer   A messenger from the galleys.




	 

	Duke                                            Now? what’s the business?




	 

	Sailor   The Turkish preparation makes for Rhodes,




	15

	So was I bid report here to the state




	 

	By Signior Angelo.




	 

	[Exit Sailor.]




	 

	Duke   How say you by this change?




	 

	1st Senator                                         This cannot be




	 

	By no assay of reason; ’tis a pageant




	 

	To keep us in false gaze. When we consider




	20

	Th’ importancy of Cyprus to the Turk,




	 

	And let ourselves again but understand




	 

	That, as it more concerns the Turk than Rhodes,




	 

	So may he with more facile question bear it,




	 

	For that it stands not in such warlike brace,




	25

	But altogether lacks th’ abilities




	 

	That Rhodes is dress’d in—if we make thought of this,




	 

	We must not think the Turk is so unskillful




	 

	To leave that latest which concerns him first,




	 

	Neglecting an attempt of ease and gain




	30

	To wake and wage a danger profitless.




	 

	Duke   Nay, in all confidence, he’s not for Rhodes.




	 

	Officer   Here is more news.




	 

	Enter a Messenger.




	 

	Messenger   The Ottomites, reverend and gracious,




	 

	Steering with due course toward the isle of Rhodes,




	35

	Have there injointed them with an after fleet.




	 

	1st Senator   Ay, so I thought. How many, as you guess?




	 

	Messenger   Of thirty sail; and now they do restem




	 

	Their backward course, bearing with frank appearance




	 

	Their purposes toward Cyprus. Signior Montano,




	40

	Your trusty and most valiant servitor,




	 

	With his free duty recommends you thus,




	 

	And prays you to believe him.




	 

	[Exit Messenger.]




	 

	Duke   ’Tis certain then for Cyprus.




	 

	Marcus Luccicos, is not he in town?




	45

	1st Senator   He’s now in Florence.




	 

	Duke   Write from us to him, post-post-haste. Dispatch!




	 

	1st Senator   Here comes Brabantio and the valiant Moor.




	 

	Enter Brabantio, Othello, Cassio, Iago, Roderigo,




	 

	and Officers.




	 

	Duke   Valiant Othello, we must straight employ you




	 

	Against the general enemy Ottoman.




	50

	[To Brabantio.] I did not see you; welcome, gentle signior,




	 

	We lack’d your counsel and your help to-night.




	 

	Brabantio   So did I yours. Good your Grace, pardon me:




	 

	Neither my place, nor aught I heard of business,




	 

	Hath rais’d me from my bed, nor doth the general care




	55

	Take hold on me; for my particular grief




	 

	Is of so flood-gate and o’erbearing nature




	 

	That it engluts and swallows other sorrows,




	 

	And it is still itself.




	 

	Duke                           Why? what’s the matter?




	 

	Brabantio   My daughter! O, my daughter!




	 

	[All.]                                                         Dead?




	 

	Brabantio                                                           Ay, to me:




	60

	She is abus’d, stol’n from me, and corrupted




	 

	By spells and medicines bought of mountebanks;




	 

	For nature so prepost’rously to err




	 

	(Being not deficient, blind, or lame of sense)




	 

	Sans witchcraft could not.




	 

	Duke   Who e’er he be that in this foul proceeding




	66

	Hath thus beguil’d your daughter of herself,




	 

	And you of her, the bloody book of law




	 

	You shall yourself read in the bitter letter




	 

	After your own sense; yea, though our proper son




	 

	Stood in your action.




	70

	Brabantio                        Humbly I thank your Grace.
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