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SECTION I

MAKING THE ADAPTATION



A
DISCUSSION
OF THE

ADAPTATION



A. PURPOSE IN MAKING THE ADAPTATION

For the younger generation Shakespeare is the author who wrote
all those quotations, Too often, in the study of his plays the em-
phasis is on Shakespeare the scholar, rather than on Shakeaspeare the
playwright, The danger in this method of study lies in the develop=
ment of an attitude of reverence for the "quoted phrase" rather than
the fostering of an appreciation for the living play on the stage.
Shakespeare was an astute playwright and showman, He was writing
for an audience that was composed of the finest minds of his time
and those of the simplest intelligence., H. W, Mabie in his schol-

arly study of Shakespeare, William Shakespeare, Poet, Dramatist,

and Man, in his chapter on the London Stage writes:
The theatre was the channel through which the
rising 1life of the people found expression,
and accurately reflected the popular taste,
feeling, and culture; it was the contemporary
library, lecture-room, and newspaper, that
gave expression tf what was uppermost in the
1life of the time,

Shakespeare aimed, in his plays, to please the mature mind
with his magnificent oratory and hie flowing postry, but he never
failed to make an appeal to the more child-like element in his aud-
ience. The simpler appeals are usually identified with the char=
acters who represent the homely comedy of lower and middle-class

English country life, It is the presence of these appeals to the

child-like mind which made wonder about their adaptability for

1 Mabie, H, W., William Shakespeare, Poet, Dramatist, and Man,
Grosset and Dunlap, New York, 1900, p. 87.

1



audiences composed of children. I turned to one of the playwright'e

most delightful comedies, A Midsummer Night's Dream., After a thor-

ough study of the play, I felt it contained material which children
would understand and enjoy. Mabie's comment on the play justifies,
I think, my conclusion., In speaking of A Midsummer Night's Dream,
he says that the author:

eseis equally at home with the classical tradition

nobly presented in the figure of Theseus, with the

most extravagant rustic humor set in the mouths of

the inimitable clowns, and with the traditional

lore of childhood == the buoyant play of the pogular

imagination == in Titania, and Oberon and Puck.

My primary purpose was to0 adapt the play so that it could be
played for children as young as eight years of age. A second rea=-
son for undertaking the project was that, in the event my adapta=-
tion enjoyed a successful production, others might be encouraged
to adapt and produce Shakespear's plays for children.

How the original play was adapted to meet the above purposes

will be discussed in the pages following.

2 Ibid.’ p. 1&.
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B. TH= PROCESS OF MAKING Tnf ADAPTATION
l, Specific Aims

Before discussing the alterations made in adapting A Midsummer
Night'a Dream, I should like to make clear the specific aims I had
in mind when beginning the project. First «- and foremost == I
wanted to provide a play for children which they could easily under-
stand and enjoy. Second, I wanted a play which contained plenty of
action and which would play no longer than sixty minmutes. This was
very important, for the interest span of children is of relatively
short duration. As Arthur T. Jersild expresses it, "Except in re-
sponce to urgent physical demands, the young child's concentration
span tends to be quite brief."” Third, I wanted a play which could
be produced in a comparatively simple setting. The present lack of
building materials necessitated simplification. In order to meet
this limitation and, at the same time, to supply an appropriate
background for the action of the play, I visualized an out-of-doors
production with the action arranged to play in a single setting.

The final consideration had to do with casting and costuming
the play. As finally presented, there were only twenty characters
in the play. The main reason for eliminating the others was that
too many characters in a play are confusing to children, They are
apt to be kept too busy clarifying the characters instead of giving

their full attention to the story. The second reason for eliminating

3 Jersild, Arthur T., Child Peychology, Prentice-Hall,
New York’ 1940’ P 3560



some of the characters was that acting Shakespearian drama «- and
especially acting it for children -- is a problem in itself., Thus
there is an advantage in using the smallest number of important
speaking characters possible. A third reason for eliminating char=
acters was that a large cast is usually very difficult to costume
with any degree of authenticity. The smaller the cast, the fewer
are the costuming problems.

With these thoughte in mind, I turned to A Midsummer Night's

Dream.
2. The Steps in Making The Adaptation

The major considerations in adapting the play were (a) simpli-
fying the plot, (b) arranging the sequence of events, (c) re-allign-
ing the metrical form of some of the speeches, and (d) arranging the

continuity of the script.
(a) Plot Simplification

The first step in the process of making the adaptation was to
simplify the plot. The original play has four interwoven themess
the story of the four lovers, Hermia, Helena, Lysander, and Deme-
trius; the story of the wedding of Duke Theseus to Hippolyta, which
is the enveloping action of the play; the story of the fairies who
come to the wood near Athens to bless this wedding; and the story of
the artisans who go to the fairies' forest to rehearse a play they
wish to perform at the wedding feast. There was no question about
retaining the fairies and the artiaane. As T, M, Parrott says in

his preface to the text used:






It is the fairies, their songs and dances and

lyric speeches, that make A Midsummer Night's

Dream what it }s, the mﬁst perenially charming

of Shakespeare's plays.
And as for Bottom, who epitomizees the artisan class which Shakespeare
treats so good-humoredly, his comedy value made him ésaential to the
play. Because the wedding of Theseus to Hippolyta is the motivating
force which brings both fairies and artisans to the forest, and con-
nects all of the action of the play, the wedding theme had to be re-
tained. That left the four-lovers' theme to be considered. I decided
to eliminate it entirely for three reasons. The main reason was that
its romantic nature.would hold little appeal for children and fail to
keep them interested. Second, the inclusion of this theme == even if
cut considerable -- would have lengthened the play beyond the sixty
minute period I had decided on, And third, since I planned to do the
play in a simplified setting, the placing of the four lovers and their
complicated affairs would have added directing difficulties.

The elimination of the lovers and their tangled skein of active

ities was the first major alteration,
(b) Sequence of Event Changes

The next step was to arrange the sequence of events in such a
way that the entire play could be played in a single setting. W¥ith
the outdoor thestre in mind, I decided to have all of the action
take place in the forest inhabited by the fairies. The original
Play opens in the palace of Duke Theseus where the plot of the four

lovers is introduced. It was not neceesary to include that scene

4 Parrott, Thomes Marc, Twenty-Three Plays And The Sonnets,
Charles Scribner's Sons, New York, 1938, p. 134.
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since I had already planned to omit the lovers. But Theseus' wedding
plans had to be introduced early in the play. This was accomplished
by writing a prologue, delivered by Robin Goodfellow. In Robin's
speech before the audience, the setting is laid, the wedding plan is
established, the reason for the fairies being in the forest is ex-
pleined, and an element of suspense is created with the lines:

And others wander through the wood

As the nuptial hour draws near,

But them you'll see anon, and so,

I go == away from here!l

This last anticipates the earrival of the artisane., In the orig-

inel play, the artisans are seen first in Peter Quince's shop in
Athens, (Act I, Scene II) casting their play and planning to meet
later for rehearsal in the wood, I preferred to combine the casting
and rehearsal scenes in order to shorten the play and keep it in one
locale,

With Robin's prologue the play begins in the "fairy foreet."
Compared with the original, the adaptation begins with Shekespeare's
Act II, Scene I. The sequence here is identical: the conversation
between Robin and a fairy, the appearance of Oberon and Titania and
their treins, the argument between Titania and Oteron, Titania's
hasty departure, followed by Oberon's instructione to Robin to
fetch the "Love-in-Idleness" flower, and Robin'e exit. Oberon's
next speech, which in the original play follows Robin's exit, I
included in his instructions to Robin., With Robin's exit, we again
depart from the original sequence of events, for the lovers appear.
Having omitted them and Oberon'e part in their activities, I had

Oberon lead his elves off-stage, and brought Titenia and her

6



fairies back on, This scene with Titania and her fairies is Shake=-
speare's Act II, Sééne II., When Titania falls asleep in her bower,
having dismissed her fairies, Oberon appears, squeezes the juice of
the flower onto her eyelids, and exits. The last part of Act II,
Scene II, which is another meeting of the lovers, is omitted, and we
turn immediately to the artisans.

The introduction of the artisans in the adaptation is a combi-
nation of the afore-mentioned Act I, Scene II, and Act III, Scene I,
of the original play. Much of the discussion in the two scenes of
the Pyramus and Thisbe play was cut for purposes of brevity, clarity,
and interest to children. (These matters will be dealt with more
fully in a later discussion.) The action and sequence of events
follow the original closely, however, up to the point where Bottom
appears wearing the ass's head and frightens his fellows away. In-
stead of having the others return to comment on Bottom's singular
appearance, I have had them make their outcries as they hastily de-
part. Then, Bottom's line, "Why do they run esway?!" is combined with
the speech he delivers when they are finally out of sight, As in
the original, Bottom's singing wakes Titania who, under the spell of
the love-juice, calls her fairies to wait upon Bottom. This fairy
scene is also a combination of two of Shakespear's scenes, namely,
Act III, Scene I, and Act IV, Scene I, Like the artisan scenes,
there was much which could easlily be omitted from both scenes.

Now a major divergence occurs., In the original play, Titania
leade Bottom offstage to her bower, Then Oberon and Robin Good=-
fellow come on (Act III, Scene II) and Robin tells Oberon of Ti-
tania'e behavior with Bottom. This is followed by further confu-

sion and eventual unwinding of the lovers' plot. Then, in Act IV,

Scene I, Oberon and Robin meet once aiain —- this time at Titania's

7
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bower -~ and Oberon tells Robin how he had managed to wrest the
chan;eling boy from Titania when he found her in the wood "Seeking
sweet favours for this hate ul fool." Having got the boy, Oberon
proceeds to release Titania by touching her eyes with another flower.
Because action is more interesting to children than mere talk of ac-
tion, I decided to have Titania lead Bottom to her bower up center
stage in full view of the audience. This change, of course, meant
doing a great deal of re-arranging end original writing in order to
show Oberon actually upbraiding Titania and procuring the boy. It
was accomplished by using phrases suggested by Oberon's description
of the act. With this, the adaptation joins the originel play once
more, Oteron and Titania are again ensconced in amity, they depart,
and Robin is left to remove the ass's head from Bottom.

From here on, the sequence of events is altered considerably.
In the original play, the exit of Oberon, Titania, and Robin is
followed by the entrance of Theseus, Hippolyta, and their train
who have come to the wood to hunt early in the morning. Coming
upon the lovers, they set aside their hunting plans and go back to
Athens where a feast is planned. Not until the lovers, the Duke
and his party have disappeared does Bottom awake. He moves off in
the same direction and we ses him next in Peter Quince's shop in
Athens, Here, the artisans are lamenting the loss of their cohort,
and when he suddenly appears «- much to their relief «- they
arrange to go to the Duke's palace to give their play. Act V takes
place in the palace where the Duke blesses the lovers, overrides
Philostrate's objections to the artisan's play, requests that the
play be presented, lauds the efforts of the artisans, and finally,

diemisses the company, Robin, Oberon, Titenia and their trains

8
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enter when the rest depart. Oberon gives inetructions to his train,
and all exit but Robin who delivers the epilogue.

In thie adaptation it was necessary to bring the frightened fel-
lows back to the woods, have Bottom join them there, and bring The-
seus, Hippolyta, and Philostrate among them so that the Pyramus and
Thisbe play could be performed in the forest. This was done by hav-
ing Bottom, after his awakening speech, depart in confusion to search
for his friends in the forest. When he had made his exit on stage
left, the others (except Snug) entered from stage right, using the
dialogue which originally appeared in Act IV, Scene II., While they
are lamenting their ill=fortune, Bottom wanders back onstage and
joins them., The next step was to find a reason for bringing Theseus
and Hippolyta into the foregt at evening time., The suggested hunt-
ing supplied a logical reason, Instead of going out to hunt at dawn,
they were shown as returning from hunting at nightfall. In the orig-
inal play, Snug bursts into Peter Quince's shop crying:

Masters, the Duke is coming from the temple,

and there is two or three lords end ladies

more married. If our sport had gone forward,

we hed all been made men,
This idea was used in the adaptation by having Snug run into the
forest clearing shoutings

Masters, the Duke comes through the wood, He

comes =- returned from hunting, He goes to

the temple, to his wedding feast., O! If our

play had gone forward, we had all been made
rich!

At that moment, Bottom mekes his appearance, learns of the ex-

9






pected arrival of the Duke, and instructs his friends to get their
apparel together, ?hey are busy learning their lines when the Duke,
Hippolyte, and Philostrate make their entrance. Theceus notices the
artisans and says, "But soft! What swains are these?!" Philostrate
explains who the artisans are and what they are ebout., Theseus,
amused and flattered at their efforts, says he will hear the play.
Notwithstanding Philostrate's objections, the play is performed.
While the artisans are making their preparations, however, Oberon,
Titania, Robin, the fairies and elves enter, and seat themselves
out of sight on the bower. When the play is over, Theseus inviteg
the company to come away to Athens to take part in the wedding
feast and the activities to follow. As soon as the artisans and the
Duke's company depart, Oberon instructs the fairies and elves to go
to the Duke's palace where they are to bless the several chambers,
¥With his partings

Trip away; make no stay;

Meet me all by break of day.
the fairy folk run off, Robin remains to deliver the epilogue,

and the play ends,
(c) The Change In Line Form

The third step in making the adaptation was to change the
metrical form %f some of the Shakespearian lines. The charac-
ters in the original play speak in rhymed verse, unrhymed verse, and
prose, The medium of the artisans ie prose, except when they are
taking part in the Pyramus and Thisbe play. The fairies and Robin
Goodfellow speak in rhymed verse, Unrhymed verse is spoken by
10



Theseus, Hippolyta, Fhilostrate, and sometimes, by Oberon and Ti-
tania, However, at other times, the speech of Oberon and Titania
is rhymed verse. For example, Oberon in Act II, Scene I, says to
Robins

My gentle Puck, coms hither. Thou remem-

brest

Since once I say upon a promontory,

And heard a meruaid on a dolphin's back

Uttering such dulcet and harmonious breath

That the rude sea grew civil at her song,

And certain stars shot madly from their

epheres,
To hear the sea-maid's music?

In Act III, Scene II, again speaking to Robin, Oberon sayss

About the wood go swifter than the wind,

And Helena of Athens look thou find.

All fancy-sick she is and pale of cheer

With sighs of love, that cost the frest blood

dear.

By some 1llusion see thou bring her here,

I'11 charm his eyes againet she do appear.
The inconsistency in the speech of Oberon and Titania made it
difficult when cutting and re-arranging lines and scenes, to de-
termine what type of expression should be used. At the sugges-
tion of Professor Townsend Rich of the Englieh Department, I de-
cided to have Oberon and Titania speak coneistently in unrhymed
verss, This choice was made because it was easier to change the
word order of lines and thereby remove the rhyme, than it was to
make the unrhymed lines into rhymed couplete. An example of the
manner in which word order was changed to remove the rhyme is

thie one of Titania's speeches to Oberons

11



Original Play

TITA. Not for thy fairy kingdom. Fairies, away!
We shall chide downright, if I longer stay.

ADAPTATION
TITANIA., Not for thy fairy kingdom, Fairies, away!
If I longer stay, we shall quarrel long!

The only exception to this play was made in Oberon's two
speeches where he squeezes the juice of flowers onto Titania's eye-
lids and cast spells over her by reciting varse' charms.

With the Artisans, the use of both prose and poetry is not a
matter of inconsistency but a matter of contrast., In ordinary con-
versation the artisans speak consistently in prose, but in their
play, they attempt a loftier expression, The over-stressing of the
rhyme in the lines of their play is a humorous contrast to their
true medium and to the normal reading of rhymed verse,

Besides desiring consistency, I also wanted to differentiate
between the children of the fairy world and the adults of the fairy
world. As well az having the distinction of living in and ruling
the world of fantasy, Oberon and Titania have many of the attributes
of mortals, They sleep, they quarrel, they love much the same as
ordinary people. They look like mortals, they act like mortals, and
they often speak like mortals, The fairies, however, bear littile
resemblance to normal children., They hide in acorn cups, keep
nlghtly vigils while their queen sleeps, war with bats, and move
"Swifter than the moon's sphere.® The poetic language which is
theirg is completely appropriate to them and is made more distinc-
tive, 1 think, when not spoken by other characters.

12



The type of expression and the characters who use these types

may be seen thust

RHY.ED VERSE UNRHYi 2D VZHESZE
Robin Goodfellow Oberon (except for recited
Fairies verses.)
Peaseblossom Titania
Cobweb Theseus
Moth Hippolyta
Mustardsesd Philogtrate -

PROSE

Bottom

Quince

Starveling

Snug

Snout

Flute

(d) Continuity Arrangement

The final step in making the adaptation was to arrange the con-
tinuity of the script., Besides selecting speeches from the original
play which would correspond with the movement pattern outlined, it was
necessary to cut speeches for the sake of brevity and clarity, substi=-
tute modern terminology for obsolete words and phrases, and, for the
sake of continuity, to add lines and to give some lines of the omitted
characters to those who were retained. At all times the primary pur-
pose of meking the text of the play understandable to children was
uppermost in my mind,.

To enable the reader to see what was done, the original play and
the adaptation are here included, The lines underlined in red in the
original play are those which were used in the adaptation. In the
right-hand margin of the adaptation, references to lines in the orig-
inal play are givens These notations include the act, scene, and

line numbers, as well as the name of the character from whose speech

15



the line was taken if it is other than the character speaking.

The reader, checking a line in the adaptation with the given ref-
erence 10 the original play, may discover that the word order of the
line ie different or that words within the line have been changed, V
These lines which differ from the reference given are numbered in the
left-hand margin of the adaptation and the reasons for the changes

are explained on page 51. Lines underlined in red are my own addi-

tions and are explained on page ¢7.
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A MIDSUM.:.ER NIGHT'S DREAM

Drametis Persona

THESEUS, duke of Athens.

EGEUS, father to HERMIA,

LYSANDER, betrothed to HERMIA,

DEMETRIUS, in love with HERMIA,

PHILOSTRATE, master of the revels to THESEUS,
QUINCE, a carpenter.

BOTTOM, a weaver.

FLUTE, a bellows-mender.

SNOUT, a tinker.

SNUG, a joiner.

STARVELING, a tailor,

HIPPOLYTA, queen of the Amazons, betrothed to THESEUS,
HERMIA, daughter to EGEUS, betrothed to LYSANDER,
HELENA, in love with DEMETRIUS,

OBERON, king of the fairies.

TITANIA, queen of the fairies.

ROBIN GOODFELLOW, a Puck.

PEASEBLOSSOM, a fairy.

COBWEB, a fairy.

MOTH, a fairy.

MUSTARDSEED, a fairy.

Other fairies attending their King and Queen.

Attendants on THESEUS and HIPPOLYTA.

SCENEs Athens, and a wood near by.



A MIDSUMI{ER NIGHT'S DREAM

Act 1, Scene 1, Athens, The Palace of Theseus,
Enter THESEUS, HIPPOLYTA, PRHILOSTRATE, with others.

THE, Now, fair Hippolyta, our nuptial
hour
Draws on apace: four happy days bring in
Another moon; but, O, methinks, how slow
This old moon wanes! She lingers my desires,
Like to a step-dame or a dowager
Long withering out a young man's revenus,
EIP, Your days will quickly steep them-
selves in night;
Tour nights will quickly dream away the time;
And then the moon, like to a silver bow
New-bent in heaven, shall behold the night 10
0f our solemnities,
THE. Go, Philostrate,
Stir up the Athenian youth to merriments;
Awake the pert and nimble epirit of mirth;
Turn melancholy forth to funerals;
The pale companion is not for our pomp. 15
EXIT PHILOSTRATE,
Hippolyta, I woo'd thee with my sword,
And won thy love, doing thee injuries;
But I will wed thee in another key,
With pomp, with triumph, and with revelling,

Enter EGEUS and his daughter HERMIA and
LYSANTER and IEMETRIUS,

EGE, Happy be Theseus, our renowned
Duke!
THE, Thanks, good Bgeus; what's the
news with thee? 21
EGE., JFull of vexation come I, with com~
plaint
Against my child, my daughter Hermia,
Stand forth, Demetrius. My noble lord,
This man hath my consent to marry her, 25
Stand forth, Lysander: and, my gracious
Duke,
This man hath bewitch'd the bosom of my
child.
Thou, thou, Lysander, theu hast given her
thymes,
And interchang'd love-tokens with my child.
Thou hast by moonlight at her window sung
With faining voice verses of faining love, 31
And stol'n the impeession of her fantasy
With bracelets of thy hair, rings, gawds, con-
ceits,
Knacks, trifles, nosegays, sweetmeats,-—mes-
15



sengers
0f strong prevailment in unharden'd youth, 35
¥With cunning hast thou filch'd my daughter's
heart,
Tarn'd her obedience, which is due to me,
To stubborn harshness; and, my gracious
Duke,
Be it 80 she will not here before your Grace
Consent to marry with Demetrius, 40
I beg the ancient privilege of Athens,
As she is mine, I may dispose of her;
Which shall be either to this gentleman
Or to her death, according ® our law
Immediately provided in that case, 45
THE, What esay you, Hermia? Be advis'd,
fair maid,
To you your father should be as a god,
One that compos'd your beauties, yea, and one
To whom you are but as a form in wax
By him imprinted, and within his power 50
To leave the figure or disfigure it,
Demetrius is a worthy gentleman,

HER, 8o is Lysander,

THE. In himself he isj}

But in this kind, wanting your father's voice,
The other must be held the worthier, 56
BER, I would my father look'd but with

my eyes,

THE, Rather your eyes must with his

Judgment look,

HER, I do entreat your Grace to pardon

me,
I xnow not by what power I am made bold,
Nor how it may concern my modesty, 60
In such a presence here to plead my thoughts;
But I beseech your Grace that I may know
The worse that may befall me in this case,
If I refuse to wed Demetrius,

THE, Either to die the death or to abjure
For ever the society of men, 66
Therefore, failr Hemia, question your desires,
Know of your youth, examine well your blood,
Whether, if you yield not to your father's

choice,

You can endure the livery of a man, 70
Tor aye to be in shady cloister mew'aq,

To live a barren sister all your life,
Chanting faint hymns to the cold fruitless

moon,
Thrice-blessed they that master so their dlood
To undergo such maiden pilgrimege; 76

But earthlier happy is the rose distill‘'a,
Than that which withering on the virgin thorn
Grown, lives, and dies in eingle blessedness,
HER, 8o will I grow, so live, so die, my
lord,
16



Ere I will yield my virgin patent up 80
Unto his lordship, whose unwished yoke
‘My soul consents not to give sovereignty.
THE, Take time to pause; and, by the next
new moon=—-—-
The sealing-day betwixt my love and me,
Yor everlasting bond of fellowship—— 85
Upon that day either prepare to die
Jor disobedience to your father's will,
Or else to wed Demetrius, as he would,
Or on Diana's altar to protest
Tor aye austerity and single life,
IEM, Relent, sweet Hermmla; and, Lysander,
yield 91
Thy. crazed title to my certain right.
LYS., You have her father's love, Demetrius,
Let me have Hermia's; do you marry him,
EGE, 8cornful Lysander! true, he hath my
love, 95
And what is mine my love shall render him,
And she is mine, and all my right of her
I do estate unto Demetrius,
LYS, I am, my lord, as well deriv'd as he,
As well possess'd; my love is more than his;
My fortunes every way as fairly rank'd, 101
If not with vantage, as Demetrius';
And, which ie more than all these boasts can
be,
I am belov'd of beauteous Hermia,
Why should not I then prosecute my right?
Demetrius, I'1l avouch it to his head, 106
Made love to Nedar's daughter, Helena,
And won her soul; and she, sweet lady,
dotes,
Devoutly dotes, dotes in idolatry,
Upon this spotted and inconstand man, 110
THE, I must confess that I have heard so
mch,
And with Demetrius thought to have spoke
thereof;
But, being over-full of self-affairs,
My mind did lose it, But, Demetrius, come;
And come, Egeus; you shall go with me, 115
I have same private schooling for you doth,
Yor you, fair Hermia, look you am yourself,
To fit your fancies to your father's wish;
Or else the law of Athens ylelds you up--
Which by no means we may extenuate-- 120
To death, or to a vow of single life,
Come, my Hippolyta; what cheer, my love?
Demetrius and BEgeus, go along.
I must employ you in some business
Against our muptial, and confer with you 125
Of something nearly that concerns yourselves,
EGE, With duty and desire we follow you,

EXEUNT ALL BUT LYSANDER AND HERMIA
17



1YS, How now, my love! why is your
cheek 80 pale?
How chance the roses there do fade so fast?

HER, Belike for want of rein, which I could
130

well
Beteem them from the tempest of my eyes,
LYS, Ay me! for aught that I could ever
read,
Could ever hear by tale or history,
The courese of true love never did run smooth;
But, either it was different in blood,-——

HER, O cross} too high to be enthrallld to

low,

1YS, Or else misgraffed in respect of
years ,—-

HER, O spite! too old to be engag'd to
young.

LYS, Or else it stood upon the choice of
fnendso-.-

HER, O hell! to choose love by another's
eyes,

LYS, Or, if there were a sympathy in
choice,

War, death, or sickness did lay siege to it,
Making it momentany as a sound,
Swift as a shadow, short as any dream,
Brief as the lightning in the collied night,
That, in a spleen, unfolds both heaven and
earth,
And ere a man hath power to say "Beholdl"
The jaws of darkmess do devour it up;
S0 quick bright things come to confusion,
HER, If then tru lovers have been ever
cross'd,
It stands as an edict in destiny,
Then let us teach our trial patience,
Because it is a customary cross,
As due to love as thoughts and dreams and
sighs,
Wishes and tears, poor fancy's followers,
LYS, A good persuasion; therefore, hear
me, Hermia,
I have a widow aunt, a dowager
Of great revenue, and she hath no child,
From Athens is her house remote seven
leagues;
And she respects me as her only son,
There, gentle Hermia, may I marry thee;
And to that place the sharp Athenian law
Cannot pursue us, If thou lovest me then,
Steal forth thy father's house to-morrow
night;
And in the wood, a league without the town,
Where I did meet thee once with Helena
To do observance to a morn of May,
There will I stay for thee,
18
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HER, My good Lysander!
I swear to thee, by Cupid's strongest bow,
By hie best arrow with the golden head,
By the simplicity of Venus' doves,
By that which knitteth soule and proepers
loves, !
An by that fire which burn'd the Carthage
queen,
When the false Troyan under sail was seen,
By all the vows that ever men have broke,
In number more than ever women spoke,
In that same place thou hast appointed me
To-morrow truly will I meet with thee,
LYS. Kepp promise, love, Look, here
comes Helena,

Enter HELENA
HER, God speed fair Helena! Whither
away?
HEL, O0all you me fair?! That fair again
unsay.

Demetrius loves your fair, O happy fair}
Your eyes are lode-stars, and your tongue's
sweet air
More tuneable than lark to shepherd's ear
When wheat is green, when hawthorn duds
appear,
S8ickenss is catching; O, were favour so,
Yours would I catch, fair Hermia, ere I go;
My ear should catch your voice, my eye your
eye,
My tongue should catch your tongue's sweet
m10d70
Were the world mine, Demetrius being
bated,
The rest I'11 give to be to you translated,
0, teach me how you look, and with what art
You sway the motion of Demetrius' heart,
HER, I frown upon him, yet he loves me
still,
HEL, O that your frowns would teach my
smiles such skill}
EER, I give him curses, yet he gives me
love.
HEL, O that my prayers could such affeo-
tion move!

HER, The more I hate, the more he follows

me,
HEL, The more I love, the more he hateth
me.
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HER, His folly, Helena, is no fault of mine,

HEL, Nome, but your beauty, Would that
fault were mine}
HER., Take comfort; he no more shall see
my face;
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Lysander and myself will fly this place,
Before the time I did Lysander see,
Seem'd Athens as a paradise to me; 205
0, then, what graces in my love do dwell,
That he hath turn'd a heaven unto a hell!l
LYS, Helen, to you our minds we will un-
fola,
To-morrow night, when Phoebe doth behold
Her silver visage in the wat!ry glass, 210
Decking with liquid pearl the bladed grass,
A time that lovers! flights doth still conceal,
Through Athens! gates have we devis'd to
steal.
HER, And in the wood, where often you
and I
Upon faint primrose-beds were wont to lie, 215
Bmptying our bosoms of their counsel sweet,
There my Lysander and myself shall meet;
And thence from Athens turn away our eyes,
To seek new friends and stranger compenies,
Yarewell, sweet playfellow! pray thou for us;
And good luck grant thee thy Demetrius} 221
Keep word, Lysander; we must starve our
sight
From lovers'! good till morrow deep midnight,
LYS. I will, my Hemmia, EXIT HERMIA,
Helenia, adieu:
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