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Designed to make Shakespeare’s great plays available to all readers, the New Folger Library edition of Shakespeare’s plays provides accurate texts in modern spelling and punctuation, as well as scene-by-scene action summaries, full explanatory notes, many pictures clarifying Shakespeare’s language, and notes recording all significant departures from the early printed versions. Each play is prefaced by a brief introduction, by a guide to reading Shakespeare’s language, and by accounts of his life and theater. Each play is followed by an annotated list of further readings and by a “Modern Perspective” written by an expert on that particular play.

Barbara A. Mowat is Director of Research emerita at the Folger Shakespeare Library, Consulting Editor of Shakespeare Quarterly, and author of The Dramaturgy of Shakespeare’s Romances and of essays on Shakespeare’s plays and their editing.

    Paul Werstine is Professor of English at the Graduate School and at King’s University College at Western University. He is a general editor of the New Variorum Shakespeare and author of Early Modern Playhouse Manuscripts and the Editing of Shakespeare and of many papers and articles on the printing and editing of Shakespeare’s plays.


Folger Shakespeare Library

  The Folger Shakespeare Library in Washington, D.C., is
    a privately funded research library dedicated to Shakespeare
    and the civilization of early modern Europe. It
    was founded in 1932 by Henry Clay and Emily Jordan
    Folger, and incorporated as part of Amherst College in
    Amherst, Massachusetts, one of the nation’s oldest liberal
    arts colleges, from which Henry Folger had graduated
    in 1879. In addition to its role as the world’s preeminent
    Shakespeare collection and its emergence as a leading
    center for Renaissance studies, the Folger Shakespeare
    Library offers a wide array of cultural and educational
    programs and services for the general public.

EDITORS

BARBARA A. MOWAT

  Director of Research emerita

Folger Shakespeare Library

PAUL WERSTINE

Professor of English

  King’s University College at Western University, Canada


[image: Images]


From the Director of the Folger Shakespeare Library

It is hard to imagine a world without Shakespeare. Since their composition more than four hundred years ago, Shakespeare’s plays and poems have traveled the globe, inviting those who see and read his works to make them their own.

Readers of the New Folger Editions are part of this ongoing process of “taking up Shakespeare,” finding our own thoughts and feelings in language that strikes us as old or unusual and, for that very reason, new. We still struggle to keep up with a writer who could think a mile a minute, whose words paint pictures that shift like clouds. These expertly edited texts are presented as a resource for study, artistic exploration, and enjoyment. As a new generation of readers engages Shakespeare in eBook form, they will encounter the classic texts of the New Folger Editions, with trusted notes and up-to-date critical essays available at their fingertips. Now readers can enjoy expertly edited, modern editions of Shakespeare anywhere they bring their e-reading devices, allowing readers not simply to keep up, but to engage deeply with a writer whose works invite us to think, and think again.

The New Folger Editions of Shakespeare’s plays, which are the basis for the texts realized here in digital form,  are special because of their origin. The Folger Shakespeare Library in Washington, D.C., is the single greatest documentary source of Shakespeare’s works. An unparalleled collection of early modern books, manuscripts, and artwork connected to Shakespeare, the Folger’s holdings have been consulted extensively in the preparation of these texts. The Editions also reflect the expertise gained through the regular performance of Shakespeare’s works in the Folger’s Elizabethan Theater.

I want to express my deep thanks to editors Barbara Mowat and Paul Werstine for creating these indispensable editions of Shakespeare’s works, which incorporate the best of textual scholarship with a richness of commentary that is both inspired and engaging. Readers who want to know more about Shakespeare and his plays can follow the paths these distinguished scholars have tread by visiting the Folger either in person or online, where a range of physical and digital resources exists to supplement the material in these texts. I commend to you these words, and hope that they inspire.

Michael Witmore

Director, Folger Shakespeare Library


Contents

Editors’ Preface

Shakespeare’s Timon of Athens

Reading Shakespeare’s Language: Timon of Athens

Shakespeare’s Life

Shakespeare’s Theater

The Publication of Shakespeare’s Plays

An Introduction to This Text

Authorship of Timon of Athens

Characters in the Play

Timon of Athens

Text of the Play with Commentary

Act 1

Scene 1

Scene 2

Act 2

Scene 1

Scene 2

Act 3

Scene 1

Scene 2

Scene 3

Scene 4

Scene 5

Scene 6

Act 4

Scene 1

Scene 2

Scene 3

Act 5

Scene 1

Scene 2

Scene 3

Scene 4

Longer Notes

Textual Notes

Appendices

Historical Background

Talents

Timon’s “Friends”

Timon of Athens: A Modern Perspective by Coppélia Kahn

Further Reading

Key to Famous Lines and Phrases

Commentary

Act 1

Scene 1

Scene 2

Act 2

Scene 1

Scene 2

Act 3

Scene 1

Scene 2

Scene 3

Scene 4

Scene 5

Scene 6

Act 4

Scene 1

Scene 2

Scene 3

Act 5

Scene 1

Scene 2

Scene 3

Scene 4


Editors’ Preface

In recent years, ways of dealing with Shakespeare’s texts and with the interpretation of his plays have been undergoing significant change. This edition, while retaining many of the features that have always made the Folger Shakespeare so attractive to the general reader, at the same time reflects these current ways of thinking about Shakespeare. For example, modern readers, actors, and teachers have become interested in the differences between, on the one hand, the early forms in which Shakespeare’s plays were first published and, on the other hand, the forms in which editors through the centuries have presented them. In response to this interest, we have based our edition on what we consider the best early printed version of a particular play (explaining our rationale in a section called “An Introduction to This Text”) and have marked our changes in the text—unobtrusively, we hope, but in such a way that the curious reader can be aware that a change has been made and can consult the “Textual Notes” to discover what appeared in the early printed version.

Current ways of looking at the plays are reflected in our brief introductions, in many of the commentary notes, in the annotated lists of “Further Reading,” and especially in each play’s “Modern Perspective,” an essay written by an outstanding scholar who brings to the reader his or her fresh assessment of the play in the light of today’s interests and concerns.

    As in the Folger Library General Reader’s Shakespeare, which the New Folger Library Shakespeare replaces, we include explanatory notes designed to help make Shakespeare’s language clearer to a modern reader, and we hyperlink the notes to the lines that they explain. We also follow the earlier edition in including illustrations—of objects, of clothing, of mythological figures—from books and manuscripts in the Folger Shakespeare Library collection. We provide fresh accounts of the life of Shakespeare, of the publishing of his plays, and of the theaters in which his plays were performed, as well as an introduction to the text itself. We also include a section called “Reading Shakespeare’s Language,” in which we try to help readers learn to “break the code” of Elizabethan poetic language.

For each section of each volume, we are indebted to a host of generous experts and fellow scholars. The “Reading Shakespeare’s Language” sections, for example, could not have been written had not Arthur King, of Brigham Young University, and Randal Robinson, author of Unlocking Shakespeare’s Language, led the way in untangling Shakespearean language puzzles and shared their insights and methodologies generously with us. “Shakespeare’s Life” profited by the careful reading given it by the late S. Schoenbaum; “Shakespeare’s Theater” was read and strengthened by Andrew Gurr, John Astington, and William Ingram; and “The Publication of Shakespeare’s Plays” is indebted to the comments of Peter W. M. Blayney. We, as editors, take sole responsibility for any errors in our editions.

We are grateful to the authors of the “Modern Perspectives”; to Gail Kern Paster for her unfailing interest and advice; to Leeds Barroll and David Bevington for their generous encouragement; to the Huntington and Newberry Libraries for fellowship support; to King’s College for the grants it has provided to Paul Werstine; to the Social Sciences and Humanities Research Council of Canada, which provided him with a Research Time Stipend for 1990–91; to R. J. Shroyer of the University of Western Ontario for essential computer support; to the Folger Institute’s Center for Shakespeare Studies for its sponsorship of a workshop on “Shakespeare’s Texts for Students and Teachers” (funded by the National Endowment for the Humanities and led by Richard Knowles of the University of Wisconsin), a workshop from which we learned an enormous amount about what is wanted by college and high-school teachers of Shakespeare today; to Alice Falk for her expert copyediting; and especially to Steve Llano, our production editor at Pocket Books, whose expertise and attention to detail are essential to this project.

    Our biggest debt is to the Folger Shakespeare Library: to Michael Witmore, Director of the Folger Shakespeare Library, who brings to our work a gratifying enthusiasm and vision; to Gail Kern Paster, Director of the Library from 2002 until July 2011, whose interest and support have been unfailing and whose scholarly expertise continues to be an invaluable resource; and to Werner Gundersheimer, the Library’s Director from 1984 to 2002, who made possible our edition; to Deborah Curren-Aquino, who provides extensive editorial and production support; to Jean Miller, the Library’s former Art Curator, who combs the Library holdings for illustrations, and to Julie Ainsworth, Head of the Photography Department, who carefully photographs them; to Peggy O’Brien, former Director of Education at the Folger and now Director of Education Programs at the Corporation for Public Broadcasting, who gave us expert advice about the needs being expressed by Shakespeare teachers and students (and to Martha Christian and other “master teachers” who used our texts in manuscript in their classrooms); to Allan Shnerson and Mary Bloodworth for their expert computer support; to the staff of the Academic Programs Division, especially Rachel Kunkle (whose help is crucial), Mary Tonkinson, Kathleen Lynch, Carol Brobeck, Toni Krieger, Liz Pohland, Owen Williams, and Lisa Meyers; and, finally, to the generously supportive staff of the Library’s Reading Room.

Barbara A. Mowat and Paul Werstine
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A map of ancient Greece.

Stephen Llano, based on Thucydides, . . . De bello peloponnesiaco libri octo . . . (1696).




Shakespeare’s Timon of Athens

The historical Timon lived in Athens in the fifth century BCE. He was thus a contemporary of Socrates, Pericles, and Alcibiades. Shakespeare presents him as a figure who suffers such profound disillusionment that he becomes a misanthrope, or man-hater, preferring the wilderness to any human community. He is thus a more interesting and more complex figure than the harshly condemned caricature that Timon had become to Shakespeare’s contemporaries. Timon was so well known in Shakespeare’s day that the word “Timonist” was a slang term for an unsociable man, and Shakespeare’s contemporaries saw his misanthropy as the outward manifestation of the mortal sin of envy. George Whetstone, for example, in the mid-sixteenth-century The English Myrror, introduces Timon as an example of a man who “without envy cannot endure to behold the glory of the other. For which cause Timon of Athens was called dogged, because he grinned at the felicity of man: yea, if we well considered their effects, the actions of the envious may well be termed devilish in that they repine at the glory of God, and bend all their forces to suppress virtue and her followers.”

In contrast to such writers as Whetstone, Shakespeare provides us with a far more compassionate representation of Timon. Shakespeare’s play includes not just the disillusioned misanthrope that Timon ultimately becomes but also the wealthy, magnificent, and extravagantly generous figure of Timon before his transformation into misanthropy. When Timon first takes the stage, he is thronged by petitioners, artists, and merchants, as well as by those he calls his friends. He lays out great sums to free a friend from debtors’ prison, to provide for the marriage of a servant, and to patronize the arts, as well as to buy a jewel. While not exclusively altruistic in his pursuits, Timon nonetheless is presented as unique among the play’s characters in furthering the good of others. His most extravagant generosity is to his friends, to whom he tirelessly offers gifts. Timon so idealizes friendship that he believes that it can replace the financial arrangements of credit and debt as the basis for the distribution of wealth in Athens. Through his bounty, Timon makes his wealth and property the property of his friends. His giving sometimes seems rivalrous insofar as he strives to give his friends greater gifts than they give him. Yet his understanding of friendship is ultimately cooperative, rather than competitive; he expects that, having received as gifts all that he owned, his friends will be equally generous to him.

    Once Timon’s creditors begin to clamor for repayment, Timon has the opportunity to discover if his friends share his understanding of friendship. Then he finds that his idealization of friendship has been an illusion. All his social relations proving to be baseless, Timon invites his friends once more to his formerly great house so that he can repudiate them bitterly and then abandon Athens and retreat to the woods. There in soliloquy and in interviews with his former fellow citizens, he expounds the misanthropy for which he was to remain notorious for thousands of years and eventually earn the severe judgment of so many of Shakespeare’s contemporaries. Shakespeare’s Timon, however, can never be altogether reduced to the stereotypically envious and devilish misanthrope, because he has been shown to have had the capacity for marvelously inclusive, if indiscriminate, friendship. His misanthropy, according to Shakespeare, arises from the destruction of an admirable illusion, from which his subsequent hatred can never be entirely disentangled.

After you have read the play, we invite you to turn to the essay “Timon of Athens: A Modern Perspective,” by Professor Coppélia Kahn of Brown University, contained within this eBook.


Reading Shakespeare’s Language: Timon of Athens

    For many people today, reading Shakespeare’s language can be a problem—but it is a problem that can be solved. Those who have studied Latin (or even French or German or Spanish), and those who are used to reading poetry, will have little difficulty understanding the language of poetic drama. Others, though, need to develop the skills of untangling unusual sentence structures and of recognizing and understanding poetic compressions, omissions, and wordplay. And even those skilled in reading unusual sentence structures may have occasional trouble with Shakespeare’s words. More than four hundred years of “static”—caused by changes in language and in life—intervene between his speaking and our hearing. Most of his immense vocabulary is still in use, but a few of his words are no longer used, and many of his words now have meanings quite different from those they had in the sixteenth and seventeenth centuries. In the theater, most of these difficulties are solved for us by actors who study the language and articulate it for us so that the essential meaning is heard—or, when combined with stage action, is at least felt. When reading on one’s own, one must do what each actor does: go over the lines (often with a dictionary close at hand) until the puzzles are solved and the lines yield up their poetry and the characters speak in words and phrases that are, suddenly, rewarding and wonderfully memorable.

Shakespeare’s Words

    As you begin to read the opening scenes of a Shakespeare play, you may notice occasional unfamiliar words. Some are unfamiliar simply because we no longer use them. In the opening scenes of Timon of Athens, for example, you will find the words untirable (i.e., tireless), continuate (i.e., lasting), anon (i.e., soon), unclew (i.e., ruin), and hungerly (i.e., hungrily). Words of this kind are explained in notes to the text and will become familiar the more of Shakespeare’s plays you read.

    In Timon of Athens, as in all of Shakespeare’s writing, more problematic are words that are still in use but that now have different meanings. In the opening scenes of Timon of Athens, for example, the word happy has the meaning of “fortunate,” record is used where we would say “witness,” breathed is used where we would say “animated, inspired,” meat where we would say “food,” and harness where we would say “armor.” Again, such words will be explained in the notes to the text, but they, too, will become familiar as you continue to read Shakespeare’s language.

Some words are strange not because of the “static” introduced by changes in language over the past centuries but because these are words that Shakespeare is using to build a dramatic world. Timon is, as its title declares, “of Athens,” which is the setting for most of the play. For us, Athens is the cradle of democracy; in the play, however, Athens does not function as a unified social entity, and it seems anything but ideally democratic in the profound divisions that separate its classes. At the top of Athens’s social order are its aristocratic “Lords” and “Senators,” an economic and political elite of “happy [i.e., fortunate] men,” whose lives are filled not only with luxury but also with “ceremony” and “masques,” through which the elite elaborately “gratulate” each other. Their style of life is built on the labor of a servant class, which has no social standing; to the elite, a servant is no more than a lord’s “creature,” “one which holds a trencher.” Finally, beneath the servants come the dispossessed, represented in Timon of Athens by the Cynic philosopher Apemantus, who is usually addressed as “dog” by the elite. He, in turn, thinks no better of them; he accuses them of making “traffic” (i.e., trade, commerce, business) their “god,” and refers to their “ceremony” as the “serving of becks and jutting-out of bums.” Craving “no pelf,” he prefers instead “a little oil and root.” These unusual words and others that build the play’s dramatic world will be explained in notes to the text.

Shakespeare’s Sentences

    In an English sentence, meaning is quite dependent on the place given each word. “The dog bit the boy” and “The boy bit the dog” mean very different things, even though the individual words are the same. Because English places such importance on the positions of words in sentences, on the way words are arranged, unusual arrangements can puzzle a reader. Shakespeare frequently shifts his sentences away from “normal” English arrangements—often in order to create the rhythm he seeks, sometimes to use a line’s poetic rhythm to emphasize a particular word, sometimes to give a character his or her own speech patterns or to allow the character to speak in a special way. When we attend a good performance of the play, the actors will have worked out the sentence structures and will articulate the sentences so that the meaning is clear. When reading the play, we need to do as the actor does: that is, when puzzled by a character’s speech, check to see if the words are being presented in an unusual sequence.

Shakespeare often, for example, rearranges subjects and verbs (e.g., instead of “He goes” we find “Goes he”). In Timon of Athens, when Flavius says “Happier is he that has no friend to feed,” he is using such a construction (1.2.214). So is Timon when he says “More welcome are you to my fortunes” (1.2.20). The “normal” order would be “he is happier” and “you are more welcome.” Shakespeare also frequently places the object before the subject and verb (e.g., instead of “I hit him,” we might find “Him I hit”). The Painter’s declaration “A thousand moral paintings I can show” (1.1.105) is an example of such an inversion, as is the Messenger’s “Your honorable letter he desires” (114). The “normal” order would be “I can show a thousand moral paintings” and “he desires your honorable letter.”

Inversions are not the only unusual sentence structures in Shakespeare’s language. Often in his sentences words that would normally appear together are separated from each other. As with inversions, this is often done to create a particular rhythm or to stress a particular word. Take, for example, the Poet’s observation concerning Timon: “His large fortune, / Upon his good and gracious nature hanging, / Subdues and properties to his love and tendance / All sorts of hearts” (1.1.66–69). Here, the phrase “Upon his good and gracious nature hanging” separates subject (“His large fortune”) from verb (“subdues and properties”). Or take the Poet’s description of his own poem:

You see how all conditions, how all minds,

As well of glib and slipp’ry creatures as

Of grave and austere quality, tender down

Their services to Lord Timon.

(1.1.63–66)

In this sentence the nouns “conditions” and “minds” are separated from the verb “tender down” by descriptive phrases that make concrete the generalized “conditions.” To create for yourself sentences that seem more like the English of everyday speech, you may wish to rearrange the words, putting together the word clusters (“You see how all conditions, how all minds, tender down their services to Lord Timon”). You will usually find that the sentence will gain in clarity but will lose its rhythm or shift its emphasis.

Sometimes, in addition to separating basic sentence elements, Shakespeare also holds them back, delaying them until other material to which he wants to give greater emphasis has been presented. Shakespeare puts this kind of construction in the mouth of the Poet:

                                           Amongst them all

Whose eyes are on this sovereign lady fixed,

One do I personate of Lord Timon’s frame. . . .

(1.1.79–81)

Holding back the subject, verb, and object, the Poet begins the sentence with a subordinate clause (“Amongst them all whose eyes are on this sovereign lady fixed”). The effect is that the picture of the masses turning to look at Lady Fortune provides a context within which to set the individual representation of Timon himself. When the Poet does provide the main clause (“One do I personate”), he inverts the elements and gives us object-verb-subject, creating a more interesting rhythm than the “normal” “I do personate one.”

Finally, in many of Shakespeare’s plays, sentences are sometimes complicated not because of unusual structures or interruptions but because Shakespeare omits words and parts of words that English sentences normally require. (In conversation, we, too, often omit words. We say, “Heard from him yet?” and our hearer supplies the missing “Have you.”) Frequent reading of Shakespeare—and of other poets—trains us to supply the words missing from elliptical speeches. Ellipsis serves a number of different ends in Timon of Athens. The principal end seems to be creation of dialogue that sounds conversational. When, for example, the Jeweler announces “I have a jewel here,” the Merchant replies “For the Lord Timon, sir?”—just as a speaker would in conversation, rather than using a complete and formal sentence: “Is it for Lord Timon, sir?” It is apparently with the same end that so often pronominal subjects are dropped before their verbs, though to the modern ear such ellipsis hardly seems to imitate informal speech. The following exchange, from a choice of many, provides (in line 301) one example in which Apemantus drops the pronoun thou before the verb “Shouldst”:

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.

(1.1.298–302)

Rather than capturing the informality of conversation, sometimes ellipsis can instead inform dialogue with a concise elegance that conveys the gravity and urgency of the topic being addressed by a speaker. Such is the case when the Messenger tells Timon of Ventidius’s desperate need for help: “Five talents is his debt, / His means most short, his creditors most strait” (1.1.112–13). By omitting the needless repetition of the verb are from the clauses “His means most short” and “his creditors most strait,” the Messenger artfully balances the clauses against each other, while at the same time in the very economy of his expression indicating the immediacy of Ventidius’s needs.

Shakespearean Wordplay

Shakespeare plays with language so often and so variously that books are written on the topic. Here we will mention only two kinds of wordplay, puns and metaphors. Puns in Timon of Athens usually play on the multiple meanings of a single word. Timon employs a pun to adorn his emotional address to the friends he invites to dinner in 1.2:

O, no doubt, my good friends, but the gods themselves have provided that I shall have much help from you. . . . I have told more of you to myself than you can with modesty speak in your own behalf.

(90–96)

In this speech told means both “narrated” or “related” and “counted,” the second meaning perhaps indicating Timon’s awareness of the wealth of his friends, should he ever need monetary help from them. More often in Timon of Athens, however, puns are to be found in Apemantus’s savagely satiric speeches, where their multiple meanings expose the improvidence of Timon’s gifts to his friends. “I doubt,” says Apemantus, “whether their legs be worth the sums / That are given for ’em” (1.2.249–50). In this speech, legs means both “lower limbs” and “courtly bows.” It will be a long time before Timon adopts Apemantus’s viewpoint, but when he finally does, he too will pun crudely on the body parts of his so-called friends, calling them “mouth-friends” (3.6.91), a term that may mean both “those who only mouth their friendship” and “those who are friends only so long as one feasts them.”

A metaphor is a play on words in which one object or idea is expressed as if it were something else, something with which it shares common features. For instance, in the Poet’s statement “You see this confluence, this great flood of visitors” (1.1.51), the crowd that attends on Timon is translated through a metaphor into “confluence” or “flood,” a seemingly endless stream of people (to continue the metaphor). At Timon’s dinner for his friends in 1.2, he and Alcibiades bandy back and forth a metaphor in which a battlefield strewn with the bodies of fallen enemy soldiers is compared to a feast:

TIMON  Captain Alcibiades, your heart’s in the field [i.e., battlefield] now.

ALCIBIADES  My heart is ever at your service, my lord.

TIMON  You had rather be at a breakfast of enemies than a dinner of friends.

ALCIBIADES  So they were bleeding new, my lord, there’s no meat like ’em. I could wish my best friend at such a feast.

(1.2.76–82)

Later Timon, at this point markedly attentive to his friends, transforms them in another metaphor into musical instruments:

O you gods, think I, what need we have any friends if we should ne’er have need of ’em? They were the most needless 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.

(97–102)

Implied Stage Action

Finally, in reading Shakespeare’s plays we should always remember that what we are reading is a performance script. The dialogue is written to be spoken by actors who, at the same time, are moving, gesturing, picking up objects, weeping, shaking their fists. Some stage action is described in what are called “stage directions”; some is suggested within the dialogue itself. We should always try to be alert to such signals as we stage the play in our imaginations.

Consider, for example, the stage action that is suggested in the exchange between Timon’s servant Flaminius and the Lord Lucullus in 3.1. When Lucullus says to Flaminius “Here’s three solidares for thee,” it can reasonably be inferred that the speech is to be accompanied by the action of handing over money. This inference is confirmed by Flaminius’s angry reply “Fly, damnèd baseness, / To him that worships thee!”—a speech that also seems to demand an action, the hurling of the solidares at Lucullus. Therefore we, as editors, have added stage directions, set in half-square brackets to advise readers that they are editorial additions:

LUCULLUS . . . Here’s three solidares for thee. (<Gives him money.>) . . .

    FLAMINIUS      . . . Fly, damnèd baseness,

To him that worships thee!

<He throws the money back at Lucullus.>

(45–51)

This is one of several places where the dialogue allows us to be reasonably confident about adding, in brackets, a stage direction suggesting the action.

On other occasions in Timon of Athens, the signals for stage action are not so clear. These occasions offer interpretive challenges in the absence of explicit stage directions in the Folio text. One such challenge arises with the sharply satiric commentary that Apemantus offers during the course of Timon’s dinner in 1.2. Apemantus’s commentary, which consists primarily of indictments of Timon’s friends’ flattery and of Timon’s gullibility, elicits not a single reply or comment from either
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