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" PREFACE.

iAnoné'the ﬁany‘plays ascribed to the greateSt of
England's dramatists, williem Shakespeare, are some, ‘
the authorship of which is uncertain. These include
Titus Andronicus, Pericles, Prince of Tyre, ‘The Two

"Noble Kinsmen, Locrine, Sir John Oldcastle, Part I,

The Life and peath of Thomas Lord Cromwell, The TLondon

‘ Prodig The Puritan, A Yorkshire Tragedy, Arden of

Feversham, The Reign of King Edward T1I, George=-A-

'Greene Fair Em, Mucedorus, The Birth of Merlin, and

The Merry Devil of Edmonton.

It is the intention of the‘writerhof'this‘treatise
to establish, as well as possible, the anthorship of
”"the play, Pitus Andronicus.

In introduction, a brief biography will be given
" because of the relationship that exists between the
1ife and work of Shakespeare. |

| The treatment proper will include a study of the
'historical, the social, the literary, and the factual

evidence.




BIOGRAPHICAL SKETCH OF WILLIAM SEAKESPEARE.

Although the exact date of the birth of William shakespeare
13 not definitely known, it is generally acoepted that he was
born on April 23rd, 1564, in the beautiful and tranquil 1ittle
town of Stratford-on-Avon in the "Heart of England. nt It was
in a house on Henley street that he rirst saw the light of day,
and 1t was on April 26th that he was baptized, according tothe
entry which reads: "1564, April 26 Gulielms f£ilius Johannes
Shekspere." Upon this is based the assumption that the great
drematist's natal day is Aprn”zsrd, because 1t is thought
that two or three days would elapse between the day of birth
and the baptism.

" John ‘Shakespeare, father of William, was, in turn, the
son of Richard, a farmer. ' He became a prosperous citizen of
the little town, and was, at dirferent times, a glove-maker,

a tanner of white leather, a wool-merchant, and & dealer in
certain farm products, especially grain and malt. He also
acted in‘the capacity of middleman selier‘of the produce
brought to him by the farmers in the district about Stratford.
puring his lifetime he held several offices in the community.
Tn 1557 he was the official aleitaeter and burgess. 1In the
yoars 1558 and 1559 he was constable. He wWas affeeror in 1559
and again in 1561. During the years 1561 and 1562 he was
chamberlain or treasursr, and in 1565 he was alderman  These
were followed in 1568 by the ofrice of High Bailirf or Mayor
and finally by that of Chief Alderman 1n 1571. Thus we see

1, Term used by Michael Drayton.




thet William's father took an active part .in the life of .
Stratford. He was & man of some affluence, too, because by
1556 he owned two houses. -~ one on Greenhill Street, which
was, no-doubt, a:speculation, and one on Henley Street. The
latter became known as the Wool shop, end forms the eastern
half of the Shakespeare House of to-day.

In 1557 John Shakespeare took in ﬁarriage Mary Arden,
the youngest daughter and principal heiress of Robvert Arden,
Richard Shakespeare's landlord. The Ardens lived at Wilmecote,
three miles from Stratford, and were & family of substance.
or~this-union‘eight children, of whom William was the third,
were born. - -

william, as a boy, was-an attractive lad, and is described
by Professor J. Q. Adams as havihg suburn heir, large hazel
eyes, ruddy cheeks, a high forehead, and a gentle disposition.
Althbughiitvis not known for fact, it is likely that}he at-
tended the Stratford grammar school, which was reorganized,
in 1553, as the King's New School of stratford-upon-Avon.
There he probably received free tuition because his father.
was a town offical. At that school the young William doubt-
less studied Lyly's Latin Grammar and gained a fairfknoﬁledge
of Virgil, Ovid, Horace, Terence, Plautus, Seneca, Cicero,
and Sellust. From his works it 1is evident that he knew the
Geneva version of the Bible, learned at his mother's knee,
and'that,~dur1ngzhis early.years, he acquired some French and
sbﬁeiltalian: . Ben Jonson, almost a contemporary of shakespeare,

admired the grest dramstist's genius,‘but'allowed him "small




Latin end less Greek." His first school-masters were Walter
Roche, B. A., and then Simon Hunt, B. A., ‘both of Oxford.
These were followed in turn by Thomas Jenkins and John Cotton,
both:oxoniang. .shakespeare's.school-day,‘ue_can be safe in
assuming, was a long one, beceuse it was the custom in those
days to attend school from six in the morning until six im
the evening, with only occasional slight intermissions. To
add to this book-learning preparation for his play-writing, it
seems reasonable to assume that he was present at Kenilworth
in 1575 when Leicester entertained Queen Elizabeth with shows
performed by his company of actors.

As a result of financiesl difficulties, which befell John
shakespeare, - beginning in 1577 and continuing for some years
after, most of his own and of hié wife's property was lost.
william, too, felt the resultant economizing because hg WAS
withdrawn from school that he might
help. To what he turned his hand 1s not known definitely,
but it is suggested that he entered the glove trade, or be-
came & butcherts apprentice, & schoo}-master, or a lawyer's
clerk. In November, 1582, when only eighteeh years of age,
he married Anne Hathaway, who was his senior by eight years.
To;them‘were"born'three}childrep,Vsuzannarand the twins,
Fammet end Judith. LLE e
©° About 1586 Shakespeare left stratford for London and,
although it is only conjecture, it is said that 23_35394551
,32;253332599 by holding horses in front of the London theatres.
Whether this be true or not:we can assume- that before long he

was offered employment inside the :playhouse. . There his ability -




brought him promotion to the rank of‘actor and it was as such
that his earliest reputation was made. Although his dramatic
work soon overshadowed his histrionic efforts, he occupied a
position of prominence in the actors' profession almost until
his death in 1616. . =

‘Shakespeare's work as a dramatist can be divided into
three periods; namely, apprenticeship, experimentation, and
maturity. When the first period actually began we do not know
because we are not certain of when he started to write, but
we can assign 1591 as the approximate closing date. During
this period sShakespeare, as & young actor, wrote anonymously,
but he chose patriotic themes since he realized that in those
days near the Armeda patriotism would unite a mixed audience.
He therefqre turned to the chroﬁicles and produced scenes
from national history. To this period are assigned, among
other works, the revision of the three parts of King'Henrygzl,

The Tregic History of King John, end The Taming of the shrew.

In the seocond period we find Shakespeare writing plays

jn-imitation of others. Love's lLabours Lost is:;a.carefully

worked imitation of Lyly, and Merlowe's influence cen be de-

tected in The Life and Death of King Richard III. AmOng

others of this period he wrote The Comedy of krrors, The Two

Gentlemen of Verona, and The Life and Death of King Richard II,

in the last of which we find him turning back to the chronicle
pléy;
In the: period classed as that of maturity we fing shake-

speare on. his own feet, as it were, &nd in his writing there




is epidence of an independence of handling of plots. One of
his first products of this period is The Merchant of Venice,

which 1s close to being a tragedy. He then returns to the
historical in the trilogy made up of the two parts of King
Henry 1V and King Henry V. Along with the epic character in

these is an undercurrent of broad knglish humour. Falstaff

a real character, appears first in the First part of King

Henry IV, and later, supposedly at Queen Elizabeth's demand

to see Falstaff again, in The Merry Wives of Windsor. In A

Midsuhmer Night's Dream, also written during this period of

maturity, Shekespeare returns to the court, and in this del-
jcately treated play he elevated English folk-lore to a much
higher plane and &ssoclated ité heroes and heroines with
mythological characters. Romanﬁic plays, dealing with love
and far-off lands, flowed fromthe mature pen of shakespeare

in As You Like Tt and in Troilus and Cressida. 4 series of

very heavy tragedies, Julius caesar, antony and Cleopstre,

Macbeth, Hamlet, Prince of Denmark, and King lLear, also occ-

upied the attentions of the grest playwright during this
period, and then we find him returning to & state of ssrenity

in the comedies, The Tempest and The Winter's Tale.

Shekespeare, it is generally thought, gave up drematic
composition in 1611 and spent the concluding years of his
1ife mainly at Stratford. In that year he settled permanently
at New Place, which was the largest house in the town and had
been purchased by him in 1597. It 1is likely, too, that he
disposed of his sheres in the Globe and Blackfriars theatres




about that time because he owned none at his ‘death. During
his retirement he took an active part in all the social and
civic affairs of his birthplace. In the spring of 1616,
acéordingyto the: vicar, John Ward, Shakespeare entertained
his two friends, Michael Drayton and Ben Jonson, at New Place.
On that occasion, it seems, herdrank too hard," for he died
on the anniversary of the day of his birth, April 23, at the

age of fifty-two, of a fever thus contracted.




. X SYNOPSIS OF TITUS ANDRONICUS.

Before entering into the discussion of authorship of
the play an abstract would not be amiss. To that end let
us proceed.

In Act I, Titu8vAndrohicus, a nocble and a general of
Imperial Rome, returns to his native city after conducting
a successful campaign against the Gauls. At the time of his
return there-is a dispute about the succession to the throne.
Titus Andronicus is the choice of some but he uses his in-
fluence in favour of Saturninus, the eldest son of the de-
ceased emperor. Futher, he promises Lavinia, his daughter, to
Saturninus, but the new emperor's younger brother, Bassianus,
forcefully .carries her off. Titus is angered by one of his
sons who helped Basslanus in his treachery and kills this son,
Mutis. This evidence of his loyalty is not sufficiently
convincing and Saturninus plans Titus' downfall. Tamora, a
Gothic queen, whom Titus had captured and brought to Rome,
is liberated by Saturninus and becomes his empress .in place
of Lavinia. Because Titus offers Tamora's first-born son as
a sacrifice to his dead sons, she hates him and naturally
encourages Saturninus in his plans against Titus Andronicus.

Act IT tells us how Aamon, a Moor, whom Tamora loves,
causes_consideraﬁle havoc. He manages to meet Tamora during
a;huﬁtzwhidhbhas been pianned b& Titus to amuse the new emperor.
At Aaron's instigation Tamora's two sons murder Bassianus and
ravish Lavinia. So that she cannot re?eal who treated her in
such a.cruelffashion, they tear out her tongue and cut off her

hands. :suspicion for these @astardly acts afg(directed against-




two sons of Titus by Aaron.

In Act III, these two sons of Titus are condemned to
death, but Aaron informs Titus that they will not be executed
if he will cut off his hand and send it to Saturninus. Titus
has Aaron do this for him and gives it to Aaron to dsliver to
the emperor. A messenger returns the dismembered hand teo
Titus and, at the same time brings the heads of the two sons.
Titus swears to wreak vengeance on the perpetrators of such
cowardly acts, and, to help in this, Iucius, h;s one remain-
ing son, goes to Gaul to raise an army.

By holding a staff in her teeth and guiding it by her
stumps, lLavinia, in the fourth Act, writes the names of her
ravishers in the sand. Titus tpen pretends insanity and sends
strange messages to them. Tamora gives birth to a blackamoor
child and thus shows how intimate she had been with Aaron.
Aaron takes the child and flees from the city. Lucius returns
with his army and Tamora indicates that she will meet him at
his father's house.

Aaron and his child are found, in Act V, by some of the
Goths, who takethem to Lucius. When Lucius promises to spare
the life of the child, Aaron tells of his plots against the
Andronici. Tamofa, accompanied by her-sons, goes, disguised,

Titus' house to arrange 8 conference.
to, Titus continues in his guise of one bre.ft of sanity and,

N
when Tamora leaves, he kills her sons and bakes them in a pie
to be served at the meeting. As soon as the guests are seated
Titus kills Lavinia and when questioned by Saturninus he tells

of her ravisﬁment by Tamora's sons. Then Titus kills Tamora.
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Saturninus retaliates by killing Titus,and Incius kills
saturninus. After Lucius has told the Roman people of the
wrongs suffered by his family, they proclaim him emperor.
In conclusion A.é.ronv is sentenced to be set breast-deep in

the earth and left there until He dies.




HISTORICAL EVIDENCE.

'In 1600 a quarto edition of Titus Andronicus was pub-
lished and bore the following title-page: |

. -"The most lamenta-|ble Romaine Tragedie of Titus| An-
dronicus. | As it hath sundry times been playde by thel Right
= ' the Earle of Pembrooke, the| Earl of Darbie,
Honourable,the Earle of Sussex, and the | Lorde chamberlaine
theyrl Seruants. At London,l Printed by I. R. for Edward
Whitel_and are to bee solde at his shoppe, at the little'
North doore of Paules, at the signe of lthe Gun. 1600." This
is referred to as Quarto I, because it 15 the earliest edition
known. |

Eleven years later, in 1611, another quarto, based on

the former, was printed. The title-page of thig reads:

*The most lamen- rtable Tragedie | of Titus Andronicus.'
As it hath sundry | times beene plaide by the Kings Maiesties

Seruants. | London, | Printed for Edward White, and are to be
solde' at his shoppe, nere the little North dore of’lPauls,
at the signe of the Gun. 161ll."

In the First Folio, printed in 1623, Titus Andronicus

appears between the two plays, Coriolanus and Romeo and Juliet.

Tt was rather carelessly reproduced from a copy of the Second

Quarto with some additions. In this version, Scene ii of

Aot III, which was not in the quartos, makes its appearance.
As to date of composition we cannot be sure, but Gerard

Langbaine, in his Account of the English Dramatick Poets, 1611,

vrites'that a quarto edition of Titus Andronicus was printed

‘as early as 1594, but, unfortunately, no copy has been dis-

coverad. Lahgbaine f@%her states that the 1594 version was
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acted by the Earls of Derby, Pembroke, and Essex, their
Servants.. This'evidence should lead us to believe that
Langbaine had seen such an-edition, and his account is con-
firmed by an entry of February 6, 1593, in the Stationers’
Registers. This entry reads: ™John Danter. A booke entitled
a noblé Roman Historye of Tytus‘Andronicus;" Accompanying
this is theffollowing::"Enteréd also unto him, by warrant
from Mr. Woodcock, the ballad thereof.* 1t is likely that
the ballad was the org printed by Percy in his Reliques of

Ancient English Poetry. For purposes of comparison with the

play we shall include the ballad, which is as follows:
~Titus Andronicus's Complaint.

nyou noble minds, and famous mertiall wights,

That in defence of native count?y fights,

¢cive eare to me, that ten yeeres fought for Rome,

Yet reapt disgrace at my returning home.

In Rome I lived in fame full threescore yeeres,
My name beloved was of-&ll my -peeres;
Full five and twenty valiant sonnes I had,

Wwhose forwarde vertues made their father glad.

For when Rome's foes their warlike forces bent,
Against them stille my sonnes and I were sent;
Agéinst the Goths full ten yeeres weary warre

We spent, receiving many a bloudy scarre.
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Just two and twenty of my sonnes.were slain
Before we did return to Rome againe; -
0f five and twenty sonnes I brought but three

Alive, the stately towers of Rome to see.

‘When wars were done, I conquest home did bring,

And did present my prisoners to the king,
The queene of Goths, her sons, and eke a Moore,

Which did such murders, like was nere before.

The emperour did make this queene his wife,
Which bred:in Rome debate and deadlie strife;
The Moore, with her two sonnes, did growe soe proud,

That none like them in Rome might bee allowd.

The Moore so pleastd this new-made empress' eie,
That she consented to him secretlye
For to abuse her husband's marriage-bed,

And so in time a blackamore she bred.

Then she, whoge thoughts to murder were inclinde,
consented with the Moor of bloody minde .
Against myselfe, my kin, and all my friendes,

In cruell sort to bring them to their endes.
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‘Soewwhénvin age I thought to live in peace,
Both care and griefe began then to increase:
Amongst.my%sonnes I had one ‘daughter bright
Which joy'd and pleased best my aged sight;

'My dearePﬁav1n1a'was*betrothed‘then
To Caesar's sonne, & young and noble man:
Who in a hunting, by the emperour's wife

And her two sonnes, bereaved was of life.

He, being "slain, was cast in cruel wise
Intpua‘darksome den from light of skies::
The cruel Moore did come that way as then

With my three sonnes, who fell into the den.

The Moore then fetched the emperour with speed
For to accuse them of the mmrderous deed;
And when my sonnes within the den were found,

In wrongfull prison they:wsrs oast and bound.

But nowe behold! what wounded most my ming,
The empresse's two sonnes of savage kind
My daughter‘ravished withdut remorse,v |

And took away her honour, quite perforce.'
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When they had tasted of soe sweet a flowrse,
Fearing this sweete should shortly turg to sowre,
They Qutt her tquue, whereby she could not tell
How that dishopoure unto her.befell.

‘Then both her hends they basely cutt off quite,
Whereby their wickednesse shevcould not write,
Nor with her needle on her sampler sowe

The bloudye yorkers of her direfull woe.

My brothe: Marcus foun@ her in the wood,
Staining thelg:gssie;gxound,with,purple bloud,
That trickled from her stumpes and bloudlesse armes:

Noe tongue at all she had to tellvher ha:mes.

But when I saw her in that woefull case,
With tears of bloud I wet mine aged face:
For my Lavinia'I lamented more

Then for my twokgnd twenty sonnesvbefore.

When as I sawe she could not write nor speake,
with grief mine'éged heart began to breake;
We spread an heape of sand upon the ground,

Whereby those bloudy tyrants out we found.
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For with a staffe, without the helpe of hand,
she writt these wordes upon the plat of sand:~-
'The lustfull sonnes of the proud emperesse

Are doers of this hateful wickednesse.'!

I tore the milk-white hairs from off mine head,
I curst the houre wherein I first was bred;
I wisht this hand, that fought for countrie's famse,

In oradle rockt had first been stroken lame.

The Moore, delighting still in villainy,

Did say, to sett my sonnes from prison free,

T should unto the king my right hand give,

And then my three imprisoned sonnes should live.

The Moore I caus'd to strike it off with speede,
Whereat I grieved not to see it bleed,

But for my sonnes would willingly impart,

And for their ransome send my bleeding heart.

But as my life did linger thus in paine,

They sent éo me my bootless hend againe,

And therewithal the heades of my three sonnes,
Which filled my dying heept with fresher moanes.




Then past reliefe I upp and downe did goe,
And with my tears writ in the dust my woe:
T shot my arrowes towards heaven hie,

And for revenge to hell did often crye.

The empresse then, thinking that I was mad,
Like furies she and both her sonnes were clad,
(she nem'd Revenge, and Rape and Murder they,)

To undermine and heare what I would say.

I fed their foolish veines! a certaine space,‘
Untill my friendes did find a secret place,
Where both her sonnes unto a post were bound,

And just revenge in cruell sort was found.

T cut their throates, my daughter held the pan
Betwixt her stumpes, wherein the bloud it ran:
And then I ground their bones to powder small,
And msde a paste for pyes straight therewithall.

Then with their fleshe I made two mighty pyes,
And at a bénqnet, served in stately wise,
Before the empresse set this loathsome meat,

So of her sonnes own flesh she well did eat.
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Myselfe bereav'd my daughter tlien of life,

The empresse then I slewe with bloudy knife,
. And stabb'd the emperour immediatelie,

And then myself: even soe did Titus die.

Then this revenge against the Moore was found,
Alive they sette him halfe into the ground,
.. Whereas he stood untill such time he starv'd.

And soe God send all murderers may be sert'd.n

- Although the plots of the ballad and of the tragedy are
much alike there are dissimilarities in detail. In both,
Titus Ardronicus returns to Rome from a sucéessful campaign
. against the Goths and brings with him Tamora, a captured
queen of Gaul. In the ballad no mention is made of the dis-
pute about the succession to the throne of Rome, or to the
reason for Tamora‘'s hatred of Titus, but in both we read of
Tamora's infidelity and the subsequent birth of a blackamoor
child. The ballad and the tragedy both record the ravishment
of Lavinias and the placing of the blame on sons of Titus.
continuing in similar vein both tell us how, at Aaron's
suggestion, Titus cuts off his hand that his sons be saved,
but to no avail; and how Lavinia makes known who her ravishers
were. Even to the end similerities can be traced. Titus

feigns insanity, kills Tamora's two sons,bakes them In a pie

1. Veines - humours.
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which he serves to Tamora and others, and then kills Tamora.
Tn both, Aaron is buried breast-deep in the sznd to starve

to death. But facts that appear in the tragedy alone -are
those that relate Aaron's flight from Rome with his child and
his capture by some Goths of the army raised by Lucius to
help'his fapher, Titus, the death of Lavirnia at the hands of
her father, and, finally, in the tragedy and not in the ballad,
saturninus kills Titus, Lucius kills Saturninus, and Lucius

is chosen by the people of Rome to be their emperor.

Percy is of the opinion that the‘ballad preceded the
tragedy because of the several particulars in which they differ.
Ee reasons that a simple ballad-writer would be less likely
to alter a story than an inventive tragedian. The terms of
the entry in the Stationers' Registers would seem to prove
that the ballad existed before the play because it is assigned
by a previous publisher to John Danter, by whom the "booken
or play was entered. In 0pposition.to Percy's testimony
there is unquestionable evidence that the tragedy was popular
as an acted play before 1593, the year in which the ballad
was registered. This evidence appears in the Induction to

Ben Jonson's Bartholomew Fair, first produced in 1614.

Jonson says, in part, that anyone that will swear that

Jeronimo or Andronicus are the best plays yet shall pass

unexcepted as a person of constant judgment that has stood
still for five-and-twenty or thirty years. It is known for
a fact that Kyd's Jeronimo belongs to the earliest period of

regular drema &s 1t was acted by'the Lord Strange's men' in
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1591. Twenty-five years earlier would place the date at 1589;
thirty years would-tgke}it back to 1584 or thereabouts. Percy
comments on this in his Reliques of Ancient Poetry. He thinks

that there is reason to believe that this plaey was improved
By Shakespeare with a few fine touches of his pen rather than
originaily written by him. Percy follows on by saying that
the style of Titus Andronicus is less figurative than that of

other plays of Shakespeare, and adds that the mention of it in

the Induction to Bartholomew Fair places its composition at a

time when Shakespeare was but twenty-five years of age, an
age earlier than any known writing of his took place.

To enable us to comment on this, let us examine some of
the external evidence that has a definite bearing upon the

authorship of Titus Andronicus. Among those who credit

Shakespeare with this play is Francis Meres, a contemporary,
and probably a friend, of Shakespeare. Meres was, no doubt,
intimately acquainted with the literary history of that time
because he wrote, not in the later period of shakespeare's
life, but as early as 1598. He compares, for tragedy, the
excellence of Shakespeare among_the English, with Seneca among
the Latins, and mentions as excellent examples of Shakespeare's

ability at tragedy.his§ Richard ;llinichard III, Henry IV,

King John, Titus Andronicus, and Romeo and Juliet. With this

evidence from a contemporary it seems that we can refute

Perby's argument. Had Titus Andronicus not been written by

the great dramatist, Meres, who was well acquainted with 1lit-

erature of the time, would not have attributed it to ShakesPeare.
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Further proof that can be classed as historical evidence

is the fact that Titus Andronicus is printed in the first folio
edition of the poet's colleﬁted works. This was published in
1623, within seven years after Shakespeare's death, by his
intimate friends and "fellows," and the play, a&s printed in
this edition, contains an entire scene not found in either of
the previous quarto editions that have come down to us. The
first folio does not contain any other play about which there
is any doubt of authorship; so it seems logical to accept the
words of Shakespeare's fellow-actors, Heminge and Condell, men.
of character and experience, as definite proof that Shakespeare

was the suthor of Titus Andronicus.

Against this evidence which favours shakespeare as the

author of Titus And&ronicus there is only one fact opposed,and

that is that Shakespeare's name does not appear on the title-
page of either quarto edition, although both editions indicate
that the play was mctedvby the company to which Shakespeare
belonged. True as this is, we can only present in rebuttal
the fest that sShakespeare!s name did not appear on the first
editions of The Life and Death of King Richard II, The Life

and - Death of King Richard III, First Part of King Henry IV,

the first three editions of Romeo and Juliet, or the first

edition of King Henry V. These omissions tend to leave the

testimony of Heminge and Condell unimpeached.
"Almost‘a*century after Meres' time a writer, Malone by
name), presénﬁed‘evidenCe that shakes to some extent, Meres!'

* indirect essertion that shakespeare was the sole author of




Titus Andronicus. His claim is based on Edward Ravenseroft's

somewhat idle tradition that sShakespeare wrote a few lines in
the piay or gave some assistance to the author in revising it,
or, in some way, helped him to present it on the stage.
Ravenscroft wrote, in his preface to an alteration of this
play published in 1687, to the effect that from some anciently
conversant with the stege he had decided that Shekespeare had
not written it originally, but had only given some master-
touches to one or two of the principal characters. Malone
also quotes Langbaine, but not fully. He forgets to mention
that Langbaine first noticed an #dition of Titus Andronicus,

now lost, printed in 1594. He adds that it was revived and
altered, about the time of the Popish Plot, by Ravenscroft.
When Langbaine wrote his Account 0f the English Bramatick

Poets, in 1891, Ravenscroft Was a living author. In an in-
troduction to an account of the plays, claimed by Ravenscroft
as his own, Langbaine, in the work just mentioned, .says, with
freedom such as we seldom find except in anonymous criticism,
"Though he would be thought to imitate the silk-worm, that
spins its own wedb from its bowels; yet I shall make him appesmr
like the leech, that lives upon the blood of men." Langbaine
also quotes some of the remarks on plagiaries by Shadwell,

who insinuates that Revenseroft invented the story that

Shakespeare only gave some master-touches to Titus Andronicus
to exalt his own merit in having altered it. The play was
revived about 1678, but was not printed until 1687. In the

preface Ravenscroft boasts that it is a greater theft to rob




the dead of their praise than to rob the living of their
money. Langbaine shows that Ravenscroft's practice does not
coincide with his preaching. He suppressed the original
prologue, but Langbaine sarcastically offers to furnish the
part of the prologue, which he has lost, and, if he desire
it, send the whole:

'To-day the poet does not fear your rage,

Shakespear, by him reviv'd, now treads the stage:

Under his sacred laurels he sits down,

'Safe from the blast of my critic's frown.

Like other poets, he!ll not proudly scorn

To own that he but winnow'd Shakespear's corn;

So far he was from robbing him oft's treasure,

That he did add his own to maske full measure.®
If the subject, which Malone tries to treat lightly, was
worth the production of evidence, he was bound to have given
us all this. Therefore, the tragition of Ravenscroft, will
not outweigh Meres!' testimony. |

when the historical evidence is summed up, the facts
that place Shakespeare as the author of Titus Andronicus are

in excess of those to the contrary. That sShakespeare's name
does not appear on the title-page of either quarto edition
means very little when it is known that it did not appear on
first editions of several plays about which there is no doubt
.of éuthorship. the inclusion of Titus Andronicus in the first

"folio edition of 1623, published by Shakespeare's friends and

fellow-actors} Heminge and Condell, proves almost conclusively
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that Shakespeare wrote the play under discussion. The actusl
date of writing is not known, but different facts seem to
place it some time during the period of his career which we
have called the period of apprenticeship, or during the follow-
ing -one, that of experimentation. When he was serving, as it
were, his apprenticeship, or“when;he was experimenting with
his pen, it is generally eaccepted, and logically so, that he
wrote anonymously. Gerard Langbaine claims that a quarto
edition appeared as‘Qarly as 1594, end that it was acted by
the Earls of Derby, Pembroke, and Essex, their servants.

It 1svjust possible that Langbeaine erred in the name Essex,
which could quite easily have been written for Sussex. The

entry of a play, Titus Andronicus, in the Stationers' Registers

on Februaﬁ& 6, 1593, and a ballad thereof, helps as evidence.
The similarity in plot of the ballad an@ tragedy reveals a
porularity that the story must have enjoyed at the time, and
shakespeare, we are told on good authority, gave the audiences
what they wanted. In the matter of date, Jonson's Induction

to Bartholomew Fair places the time of composition somewhere

between 1584 and 1589. That would be during the period of
apprenticeship as has been mentioned. ©Percy gives sShakespeare
credit for only a few fine touches. He refers to Jonson's
Induction, too, saying that it places the time of writing at
the twenty-five year mark of the great writer's life. An age,
says Percy, earlier than any known writing of his took place.
These facts seem rather contradictory. Pércy does not think

that Shakespeére hed written anything at that time, and still
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gives him credit for a few fine touches. Further testimony

to refute the arguments of those who think that Titus Andronicus

was not written by Shakespeare comes from Francis Meres, a
contemporary and friend of the great playwright. As has.
elready been mentioned, Meres wrote in 1598 while Shakespeare
still lived. He compares shakespeare and Seneca as tragedians,

and lists Titus Andronicus among some of sShakespearet!s ex-

cellentibragedies. . Thus we feel justified in saying that
Shakespeare wrote Titus Andronicus.




SOCIAL EVIDENCE.

Social evidence that might help us in establishing the

authorship of Titus findronicus would necessarily include an

aceount of shakespeare!s life in his Stratford environment,
which would tend to influence his writing, especially early
in his*qareér, an account of the London of his time, and a
descfiptioniqf the audiences that frequented the theatres in
those days;“To what extent his social surroundings affected
his writing must be conjectural, but to enable ué to surmise
let us look briefly at his early life, his London, and his
andiences.

During the years of his boyhood it is thought that he
would attend the Grammar School at Stratford. There the
instruction received would be almost wholly.classical with
Latin predominating because Greek was not taught very exten-
sively in the provinces and there are no traces of its having
been included in the bourse.at the Stratford school until
later. It seems evident from his writing that the system of
education pursued was thorough. This is substantiated by the

scenes in Love's Labours Lost where Holofernes appears and in

Merry Wives of Windsor where Sir Hugh Evans examines his pupil

in the early pages of the Accidence. Some writers have found
it difficult to account for shakespeare's marvellous fund of
information when the. amount of his school traigg is considered,
but his had been a’'sound education and he had profited by it
aS“bnly shakespeare could. In the boy keen faculty and re-
ceptive capaéity combined and he must have amassed vast stores

of information to be used: later.
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His schooldays are thought to have lasted from 1571 to
1577, when, at thirteen years of age, because of his father's
commercial difficulties, he was removed from school and put
to work of some kind. There is little known of what Shakespeare
did during the years from 1577 to 1582, but they must have been
yearé~of‘mental growth and further acquisition of knowledge.

In 1582 hejziiée%athaWay and, within the next three years,
three children were born to them. TFrom 1588 to 1592 his life
is again hidden by mists of obscurity, but many are the oc-
cupations suggested for him. Whatever he did his mind would
be actively storing up information to be used later.

Turning now to Shakespeare's London we find that, al-
though 1t was not an important centre of the drams during the
Middle ages when Ybrk,Chester, and Coventry were the homes of
the great religious plays, throughout the period known so well
as the Elizabethan era, dramatic interests centred in the great
metropolis. Travelling companies of actors had headquagters in
London and journeyed far and wide from there into the provinces.

When shakespeare first went to London it was in many ways
a mediaeval town, bounded by a wall and the River Thames,
guarded by the quer, and administered to spiritually by many
churches, of which St. Paul's Cathedral was most important.

were meagre: and were huddled together
The shops and residences,on both sides of very narrow streets.

/i
In sharp contrast to these stood the large private dwellings,
gréat palaces, and stately castles set in spacious grounds
along the ‘river.

'From‘thé'plays performed in Elizabeth's London we are
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able to glean something of the daily life of the Londoners.
Affeirs of court occupied a very importent place as did in-
surrections, conspiracies, and palace intrigues. The nobility
and the common people in the nation at large were widely
separated because there was, as yet, no prosﬁerous middle class,
but in London a middle class had already risen to affluence

and influence. Listed among members of this middle class were
bankers, promoters, great merchants, prosperous traders, manu-
factures, lawyers, and hundreds of gentlemen, who were younger
sons of the nobility and country gentry. The last named came
from all parts of KEngland and resided for some time in the lnné
of court. .They possessed leisure and culture and were as in-
fluential as university groups would be. ‘They took an active
rart in dramatic performances, performing plays or masques
before the queen, and it seems that they were among the most
active patrons of thepublic playhouses.

Most of the inhabitants of London were, during Klizabeth's
reign, just emerging from the filth, disease, and slavery which
were characteristic of the Middle sges even in a city of such
wealth as London. The people, for the most part, were unclean,
ill-fed, and poorly housed, but there was constant improvement.
According to our standards the city was most unsanitery; sewers
were open and the stench in the markets and along Fleet Ditch
drew many complaints. In spite of this, the Thames was still
unﬁolluted,gbeing.famous.for~its_pure water and. its swarms of
fish. There was, however, an inadequacy of water supply until

sir Hugh Middleton relieved the situation in 1614 with the New
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River System. Public benefactors made possible the erection

of many splendid new buildings, among whigh were some hospitals,
but ‘there was little attention paid, scientifically, to the |
prevention or cure of disease. The plague continued and
carried away many of the inhabitants. It is, therefore, easy
to.réalize that the span of life then was much shorter. than

it is now. Elizabeth was the first of England's rulers to
reach the allotted three score and ten years, and, for most,
the chances of living to that age were indeed very small.
Nevertheless, after the Spanish Armada, the nation enjoyed
peace and the population increased rapidly.

The drama flourished during a time of great commercial
prosperity. Life in many ways, was beoominé more comfortable;
houses were improved, windows were coming into common use,
and ordinary necessities were within reach of all. Iuxury
increased. Men of wealth and scholers journeyed on the con-
tinent and returned with new tastes, new vices, and new fashions.
Forks and toothpicks were introduced. Smoking very quickly
became a widespread habit, and the general use of coaches
brought forth protests of extravagance and danger such as we
hear to-day about motor cars.

It was certéinly a time glien wealth increased and great
fortunes were made. It was a time of extravagance, luxury,
and idleness.* Puritanism appeared as a reaction to all this,
and'it-and the corrupt socliety were satirized in the dramsa.

The newly riéh, the new knights who could buy their honour,
also were giienfattention«by the dramatists. If there had
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been no commercial prosperity, there would have,very likely,
been no Puritans, and, certainly, very few‘theatreé, because
they are luxuries, dependent for thein:g;ggvgéople who have

an excess of time and money. But, in Tudor England, the
theatre did not depend entirely upon the wealthy for patronage;
theré‘wére meny idlers in London who could afford a holiday.

The average citizen was not without g good deal of re-
creation. He lived out-of-doors as much as possible and
spent his holidaysbeyond the walls, where he indulged in
playing, running, jumping, archery, and military drill.Cock-
fights and bull and bear baiting also drew large crowds.

Theése recreations took place in the fields to the north of

the city and across the river to the south,.and it was in such
places, long used by amsement seekers, that the theatres were
located when they were forced outside of the city limits.

From the first the city authorities opposed very vigor-
ously the erection of theatres and the acting of plays, but
the players were always assured some court protection becsuse
they were to have some place to practise the plays which were
to be presented before the queen. The corporation, after a
long struggle, was forced to content itself with keeping the
public playhouséé out of the city and with preventing Sunday
performances. No doubt, the opposition was, in ﬁart, based
on moral and religious grounds, and in larger part on social
redsons"- the danger of rioting, fire, and the spread of the
plague.

' The thieatre of Shakespeare's time was a democratic
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institution, and the public seem to have enjoyed the pleys
presenéé.,-ln,a city of 200,000 people,. the population London 7
then boasted, six theatres were often presenting drama at one N
time, summer and winter. The reguler dreme enjoyed & popularity
like that enjoyed by the movies of to-day. And this London
‘thqatre-going public was made up of a very diversified and
appealing set of indigiduals. They are made known to us through
the men and women of the plays, and what a wide varf%y of human
nature is represented! We must not believe that the London
average was equal to that of the thousand characters of Shake-
speare's plays, but we can be safe in aSSuminé that he drew
his thousand from the pageant the city afforded. The dramatis
personae of Elizabethan drama has a still larger and more

varied population, but it is the dramatic reflectionAElizabethan
Londont's inhabitants.

The audience, which mst have influenced the play-writing
greatly, was a motley one in Shakespeare's day. Men and boys
filled the pit. In the galleries there was a fairly large
number of women, some of whom were not too respectable. A
few gentlemen from the Inns of Court were in the boxes, and
in the lordt's box, or, sitting on the stage, was a group of
eitravagantly dressed men of fashion. Even in those days
people went about.through the crowd selling their wares, not
peanuts, chocolate bars, and chewing gum, but more likely
nuts and fruit. The gentlemen were smoking, and the people
in the.pit were, no. doubt, exchanging rude jokes with the
painted ladies in the lower gallery. Shakespeare has left us




little oriticism, or. compliment, of his audience-as did many of
his contemporaries such as Jonson and Massinger. As & result N
it must be from the writings of these that we gather something
of its likes and dislikes.

The Elizabethan theatre was popular with the London
poyuiace, and its sudience was drawn from all classes of
London life. Admission to the pit, where there was only
standing room, was a penny. For an additional penny or two
a seat on a bench in the galleries could be secured. Still
more was charged for seats in the *rooms' or boxes off the
galleries, ori%%rset %%tie%n oz‘hiofwgig,e ’1n: Yé%;;g.erl:‘l sg%e,s%h%ii ?t%sé
prices or'admission‘fo-day it 1s,§1fficult to say, but it is
likely that the penny for the pit meant less to the
apprentices, merchanics, and mercantile employees than twenty-
five cents does to-day. The shilling paid by the members of
the middle class would correspond to approximetely two dollars
at present. All in all, the cost of theatrical entertainment
was about the same in the days of Shakespeare as it is now.

The attendance at the theatre then was much larger than
one would expect unless it be kept in mind that the playhouse
was new. That, of course, was in 1ts favour. ¥We are told
that for twenty fears after the opening of the first profess;
ional playhouses many Londoners were theatre-mad. This large
attendance is still more difficult to understand when one
realizes that the arrangements for the comfort of the spectators

were meagre. - A result of this was that the spectators were

often very disorderly.
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- There is some reason to believe that playbills, posted
about town, announced & play, and the title was posted or
announced on the stage. No lists of actors were included on
these bills, and: there were no ughers,’tickets, Oor programmes.
Usually there . was only one door,.and theresthé admission fee
was dropped into a box, which was always under the carsful
scrutiny of the money-taker. The additional sums required
Lor admittance to the galleries and boxes were taken at the
entrances thereto.  The beginning of a performance, which
usually took place at three o'clock, was announced by trumpets.
sounded :three times; The third sounding was the signal for
the speeker of the prologue to appear. Up to this time the
sudience had been amsing itself in different ways, by eating,
drinking, smoking, and playing cards, and, strange to relate,
often continued these throughout the play. Picking pockets
was common practice, but if the culprit, or culprits, were
caught they were tled to & post on the stsge. The plays
usually lasted two hours; some lasted three. Of the audience,
the moving, jostling ghoundlings were in the majority, and,
after standing for an hour or so they must have become restless,
and, no doubt, theifr appetites would be blunted for anything
‘except low comed& or rapid, sensational action. Thus, it is
only natural to expect disorders to break out, and they often
aid. '

| 0f the tastes of these audiences much can be said. They
showed & liking for unusual spectacles and brutal physical

suffering. .They enjoyed battles, murders, processions, fire-
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works, ghosts, and insanity. They derived much delight in
seeing conguered monarchs draw Tamburlaine about 1n.his chariot.
To .see Richard III with ghosts surrounding him, or to see him
fighting many' Richmonds on the battlefield pleased them.
Horrid stories of rape and revenge gave them enjoyment, and
they iererrond of seeing a person's eyes gouged out, someone's
tongue torn out by the roots, or a childts brains dashed out.

A dance of madmen, a chamber of horrors, or a burning town
proved interesting to them. To be thrilled is what they wanted;
they demanded physical activity and emotional excess. Comedy
mst abound in beatings and tragedy in deaths to appeal to thenm.
Villainy was not to be expressed merely by plots and poisons,
but rather in terms of rape, unqhastity, and mitilation. Ccruelty
and brutality were more in evidence in those days of massacre
and public burning of heretics than they are to-day. At least
men were more openly cruel and more bestial in their expression
of passion. The audiences went to the theatres expecting some
senation or physical horror, but they did not go for those
alone; real blood and torture were to be seen daily at the bear
baiting and public executions which were still quite common.

The audiences in the early days of the theatre'were mostly
masculine; there were few women and no young girls. shakespeare,
it is thought, never pleyed before an audience mede up largely
of women unless at court. Before long however, the citizens'
wivéSAbegan to patronize the play, and the female proportion
of the audiences increased considerably with the advent of

private.theatfes.~ The presence of women.  in the audience would
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lead us to assume that there was some refinement there. Tew
public entertainments offered as little brutality as the
theatres. Museums, libraries, and concerts did not exist then;
the rivals of the theatre were cock-fights, acrobatic exhibitions,
puppet shows, and bull and bear baiting. These cquld be had

for & penny by those who wanted less literary and more brutal
entertainment. But those who desired something that satisfied
the imagination could find it only at the theatre, which supplied
the desire for story so lacking because of the absence of news-
papers and magazines. |

At that time there was mch comment abopgt the difference
between the groundlings and the more judicious spectators, but
we mist not place too much oredence in that. The nobles, who
made up the latter group, were not much superior in tastes to
the groundlings although their criticism or approval would be
incentives to literary ambition. It is suggested, too, that
the young lords of Elizabeth's court were not distinguished by
taste and learning and probably enjoyed the obscene jokes and
bad puns as much as did the apprentices.

The audiences of shakespeare's day were illiterate if com-
pared with the amdiences of to-day. Many probably could not
read and certainiy only a few read much. That, of course, was
due to the lack of educational opportunities and the scarcity
of reading material. Their cultural background, in most cases,
was{scanty, but the theatre became a means of education. This
was most evident in the English history that the drama taught
its patrons. 'National,patriotism which culminated in the defeat




of the Armada resulted in the publication of many chronicles.
The popular patriotismnmade it possible for the drametist to
use. this historical material, and, for the fifteen years be-
tween the Armade and Elizabeth's death, many plays based on
events of the English Chronicles appeared. Some appealed merely
to thé national pride, but others gave a searching interpretation
of historical persons and events. Thus the public was quickly
supplied with much information on the course of English history.
So much s0 was this the case that Shakespearse could begin such

a play &s The Life and Death of King Richard IT in the middle

of the reign and not have to bother with what went before.

This familiarity with the history of their country became a
cultural assest of the London c;owd. With.the death of Queen
Elizabeth in 1603 these chronicle plays based on English history
ceased, but the way had been prepared for Chapman's plays on
French affairs, Jonson's Roman tragedies, and especially chake-
speare's plays from Plutarch. Only with audiences -trained to
enjoy historical plays would it have been possible to make
Roman history popular.

The absence of reading matter in the form of newspapers,
megazines, and novels was an advantage to the Elizabethan drame-
tist. Fe was not limited by the general informetion of his
audience, with the possible exception of the field of law. In
that field the public seemed well versed and, as a result, the
1aw'court-became as popular as the battlefield. Therefore the
dramatists cultivated the scanfy cultural ‘background of the
audienoes:at'évery opportunity. Although the multitude was



ignorant about mdst.things, it was, nevertheless, able to interest
1tself in new information, and it did. The audiendes, both
groundlings and lords, were used to the spoken word and soon
became  adept in following blenk verse. Though not well read,
they were familiar with sermons. They preferred listening

to reading and they were quick to respond to oratory and re-
vartee. Sonorous declamation and witty slang appealed to them.
Their delight in style was oral but none the less keen. -They
‘enjoyed hearing new words, new phrases, and classical allusions,
that they did not understend, such as the clown's misapplied ‘
words, Tamburlaine's ranting audacities, or his sweetly flowing
enumeration of strange proper names from Persepolis to Mexico.
The Stygian vocabulary of the revenge traéedies or the stylistic

redundances and burlesques of such as Love's Labours Lost were

enjoyed. They were trained to listen to a speech. They were
at home with ancient puns and familiar metaphoés, but quick
were they to detect a conceit new to them or a figure steeped
in adventure. Language was changing rapidly at that time, and
the audiences were keen in detecting novelty in the spoken word
even if they were careless about the rules of writing. The
theatre-goers responded readily to verse, heard clearly the
fall of the acceﬁt,,the regular march of the measure, and their
hearts beat with the throb of fhe decasyllables. Delighted,
too, were they with music and sentiment. The people, however,
went to the theatre not so much for information, sensational
spectacle, or recitation, as for story. From the stage they

heard stories of all sorts, strange and new. ,storieS‘oerreece‘
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and Rome, of Italian novelists, of English history, and of
London of their own time were made real and vivid for a public
that was just beginning to read. The stage took the place of
the novel, the short story, the drama, the newspaper, and the
moving picture show of our day.

The London audiences in Shakespeare's time wanted variety;
they liked action as well as incident, and they showed a pre-
ference for mixed emotions. If distress moved them to tears,
they expected immediate relief in laughter. Although horror
was & source of enjoyment to them they wanted it tempered with
fun. And as tragedy increased in gruesomeness, the greater
became their need for relieving jigs. Stories that took them
in fancy to strange lands, into the past, or'related for them
brave deeds proved of interest to them; es did stories of the
shoemakers, clothiers, and grocers of London. Bejond such
Joys, which can be classed as natural and unigersal, few were
the rules they set. To meet with their approval a story must
have some order -—— a beginning and an end. The characters must
be introduced and finally disposed of by being buried or merried.
Serials were enjoyed, but the story must end to their satis-
faction with everything definitely explained, settled, and
finished. Both true stories and those that were fictitious
appealed to them. They were not romanticists or idealists
and did not insisf upon a happy #nding or the triumph of virtue.
The'early audiences merely had an insatiable appetite for

stories.

story_to.them meant persons as well as plot. The Elizabethan
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audiences always showed'keen'interest in human nature and: in
its dramatic representation. The Elizabethen period was one
of ‘individuelism, a time when man, as an individual, was,
through his own efforts, moving forward and at the same time
working out his salvation. This movement was more evident
than ever before in England. The individual was endeavouring
to escape from that class of society into which he had been
born, or from the trade which he had entered as an apprentice,
or from the faith to which he had become accustomed because

of early assocliations. No longer was he merely a cog of a
wheel, an article of society, or a member of a particular
class, party or sect. He frequented the theatres that hé
might hear and éee heroic acts, .trials, succésses, and defeats
of individuals like himself. Along with him he took an adf-
lescent curiosity about humar nature -- a dreaming of his own
future. The young men who wanted to hear stories and see
visions of what they might do or become were the ones who
crowded the theatres. The tastes of these young people re-
vealed themselves in their interest in experience, their cur-
iosity about ‘the ways of men, and their liking for incongruous
emotions. To us mixed metaphors seem improper, and the close
proximity of farée'and'pathos, grossness and innocence, are
indecent, but not so to the Eligaebethan. We demand that the
exposition be convincing, but the Elizabethan wanted a story
that arodsed his imagination. As time goes on and people become
more solemn and scientific Shakespeare's romantic comedies may

be rejected as they were early in the eighteenth century.
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Although there is no doubt that they are fantastic, quite .
| lacking in morality, and contein a good deal -of nonsense,the
audiences in shakespearets time enjoyed them because the members
of those groups possessed a mixture of impatience and respnn-
siveness, a willingness to let’one's ¢magination go, and an
eagerhess to have it -spurred. There never will be another
such age when the public will attend the theatres without much
previous schooling or experience and discover there for the
first time the whole world in stories.

. .Since we have accepted Shakespeare as the author of Titus

Andronicus from our examination of the historical evidence and

have placed it among his early works because of the same finde-
ings, let us attempt to use the social evidence to substantiate
this premise. Considering, first of all, the circumstances of
Shakespeare's boyhood, youth, and early manhood in this attempt

to prove his anthorship of Titus Andronicus, we must constantly

keep in mind the fact that his was a thorough and sound education,
and he was a boy of keen faculty,and unusual perceptive capacity,
but-at the age of thirteen he was thrust into what would be, for
a person of his temperament, uncongenial employment. This was
followed in turn by his presence in the strange whirl of the
so=-called great ﬁbrld of Loondon, where he was forced to contend
for long years with unfavourable circumstances, ﬁith nature,
with himself, and with God. In a man who rose to such heights
of dramatio,production there must have been, early in life,
urges to write, and with such urges suppressed because of his

surroundings he must bave spent much time in the deepest
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contemplation. Such a rich nature as Shakespeare's, in such .
circumstances, must have wanted to explain the riddle of the
humai being and the surrounding world, but it would not have
been disclosed to him while still a young man. Does it seem
Teasonable to expect him to wait until such & time before he
attem@ted to dramatize? That would be expecting the super-
human. Only through early errors, for which he most certainly
made up later, could he reach the truth.

In his early poems an elegiac tone, which allows us to
imagine wvery deep passions in the youthful Shakeépeare, is
found. It should not be considered an error to think that
this single tone would not long remain sufficient for him. Soon
he would want to speak aloud from that stage.'which signifies
the world'Lwhat_the world seemed to him, & youth, who was not

yet able to penetrate. that seeming. In Titus Andronicus the

the poet had nothing less in mind than to give us a grand
Doomsdey~-drama, for such the world seemed to him. 'Wwhat was
possible to him as & man in King Lear he could not havé ac-
complished as a youth. He pictures for us a torn~to~pieces
world, about which Fate wanders like a bloodthirsty lion or a
refined and crue; tiger tearing the good and evil of mankind
and stamping out:every,vestige of joy.

‘Let us, now, imagine the young Shakespeare entering the
London of his time. ‘As has been intimated, he had had, no
doubt,‘aspigatigns to_wyite poetry and plays when a very young

man, and with his background of educatior he would have somsthing

l. Term used by sSchiller.



on which to build. He came from the sturdy yeomen class which
fitted in admirebly between the high and the low. Xe had lived
his early life in the beautiful and quiet part of ngland,
Werwickshire. He arrived in London, therefore, with a vast
fund bf‘knowledge, and, no doudbt, experience, and an open mingd.
The Lbnddn'he entered was still a mediaeval town where affairs
of court, insurrections, conspiracies, and palace intrigues
were common. Shakespeare was quick to realize what the very
mixed audiences would want, and he tried to please them. Would
it not be likely then that in his early efforts he would reproduce
to some extent what he saw around him? In Titus Andronicus he

very early mentions difficulties at court in the matter of
decidihg a successor to the deceased emperor; Conspiracies and
palace intrigues are evident in the plotting of Saturninus to
bring about Titus®' downfall. Tamora joins in these. What better
example of an intrigue can be imagined than that of Aaron and
Tamora? And does not Lucius raise an army of Goths and lead

them in an insurrection? The author of Titus Andronicus pro-

duced everyday happenings in a different setting.

We ‘are told, too, that the people of London at that time
were just emerging from the £ilth, disease, and slavery of the
middle ages, and %hey>were, for the most part, unclean, ill-fed,
and poorly hous#d. Only a man of such keen perception would
h&ve.written, early in his career, a play as low in aesthetic

quality as Titus Andronicus because he must have realized that

it would not be wise to present to such people something too

far above their tastes. Affairs of court were meant to attrmet
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the courtiers while the crudity that he portrayed was intended
to appeal to the groundlings. Shakespeare, throughout his
career, was able, in the same play, to satisfy both high and

low, and this is done admirebly in Titus Andronicus. It seems

logiocal, therefore, to suppose that he would attempt that in
one of his early efforts.

Shakespeare arrived in London during a time of great conm-
mercigl prosperity and its attendant extravagance, luxury,

idleness, and corruption. In Titus Andronicus the actions of

corrupt society are reflected in the actions of Aaron and
Tamora and of Temora's two sons. Thus is that corrupt society
satirized by one who observed this-~—shakespeare.

It must not be thought that the areragé citizen of that
time had no other form of recreation besides the theatre. Such
was not the case because, in the fields to the north and across
the Themes to the south, holidays were spent in playing, running,
jumping, military drill, cockfights, and bull and bear baiting.
To attract sudiences from these, plays that appealed to all
mst be presented. The groundlings, who were required to stand
throughout the entire performance, must be kept interested, or
their consequent actions would be ltable to upset everything.
The plays of some of Shakespeare!s contemporaries failed be-
cause they did not appeal sufficiently to the audience. Titus

Andronicus, however, we found in our examinstion of the his-

torical evidence, enjoyed a long popularity as have Shakespeare's
later plays, about which there is no doubt of authorship. The

connectioniseéms evident. Shakespeare must have written Titus




Andronicus. Furthermore, when the theatre was Just begiéﬁng‘
to take its place among Elizabethan amsements, a play written
by .a man, who with his other plays held his audiences, would
naturally be less finished and more likely to contain incidents
that would appeal to the groundlings. In that way he would
hOpe.to retain their interest for later performances. After
standing for an hour or so only rapid and sensational action
would appeal to their somewhat blunted appetites, and since
Shakespeare became the greatest of dramatists he must'have
forseen what would appeal to such people.

‘In the matter of the tastes of the Elizabethan audiences
we are told that they derived much pleasure from unusual spec-
tacles, brutal physical suffering, battles, ﬁurders, processions,
_ghosts, and insanity. How well are these portrayed in Titus
Andronicus} And it seems that only by him who became the master
of drama could such have been written. Early in the playkun-
usual spectacle is seen in the dispute about a successor to the
throne, and throughout the play one unusual incident follows
another very closely. Bassianus carries off Lavinia. Tamora,

a captive queen, becomes empress. Tamora's sons murder Bass-
ianus. Titus is inveigled into cutting off his hand. Tamora
gives birth to a blackemoor child, . Titus bakes Tamora's sons

in a pie. Titus kills Lavinia and then Tamora. Saturninus
kills Titus. ' Lucius kills Saturninus. And the unusual incidents
are'climaxedzby Aaron being set breast-deep in the sand to die

of starvation. '

Brutal physical‘surfering is mentioned throughout. wWhat
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could be more brutel than the treatment Lavinia received at the
hands of Tamora's sons, or the cutting off of Titus hand? Murder
follows murder. The play opens with & procession, and numerous
others take plgqe\befgre_the play closes. And for insanity,
what better examples could there be than the actions of Titus
toward the end, especially when he bakes Tamora's sons in & pie?
If bhorrid stories of rape and revenge gave them enjoyment,
Lavinia's ravishment must heve fully satisfied their demands, and
revenge was certainly exemplified in the last act. If it was to
their liking to see someone's tongue torn out, this was satisfied
by the treatment meted out to Lavinia by Demetrius and chiron.
The audiences demanded that they be thrilled and, with their
tastes in mind, a reading of Titus Androhicds will reveal that

this demand was filled to excess. Comedy %o appeal to them had
to abound in beatings, and tragedy in death. Titus Andronjicus,

then, is a tragedy in the full sense of the word. villainy must
be expressed not merely by plots and poisons but in terms of

rape, incest, and mutilation. So it is in Titus Andronicus. If

this play seems cruel end brutal to us we must keep in mind that
cruelty and brutality were more in evidence in those days of
massacres and public burnings of heretics than to-day.

Then, too, the audiences were mostly masculine and men were
more bestial and more openly cruel than they are now. Further-
more, other entertainments were brutal and if the theatre was to
vie.successrully;with cockfights and bull and bear baiting its
performances must include some brutality.

The cultural background of the patrons of the theatre in its
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early days was scanty 1ndged, but they soon evinced an interess®
in stories of G:eecé and Rome. A_budding dramatist would, there-
fore, use any story available to satisfy this interest, and such

a story was Titus Andronicus.

The London audiences also wanted variety, and this’they were

given in Titus Andronicus. They enjoyed stories of strange lands,

rast times, and heroic deeds. It has been quite definitely
proven that the play being discussed is not bhased on fact and,
therefore, falls into the first group mentioned.

Thus it seems that the author of Titus Andronicus has ful-

filled all the requirements set by an Elizabethan audience. One
who could so early in the development of the theatre satisfy so
well the demands made by its patrons must have reached the
heights of success during his career. Shakespeare so outshines
his contemporaries and all other dramatists that it seems
Justifiable on the strength of these bits of social evidence to
place Titus Andronicus among the plays written by Shakespeare.

A survey of all the social evidence reveals to us a young
man, who as a boy was admitted to the halls of learning, but
because of circumstances, over which he had no control, was
forced into uncongenial employment. Against the fetters of
this he mst havé strained. Life to him, in conseguence, would
seem sordid and gloomy and when he attempted to satisfy the urge
to write he would most likely reveal in his writings what the
worid seemed to him. Would that novd be an outlet to his feelings?

Titus Andronicus seems to be just such an outlet. Then, in

reference to fhe state of early English drema and the circumstances
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in which he was placed with reference to his audiences, our
findings seem to corroborate the testimony presented as
~historical evidenoe end make it possible for us to name

shakespeare the author of the rather painful tragedy, Titus

Andronicus.




To make it poss;ble to examine literary evidence that .

LITERARY EVIDENCE.

might ‘be used to defend Shakespearet's authorship of Titus '
Andronicus, the literary style and the dramatic art of the
great dramatist must be considered in some detail, and evidences:
of that style and that art then sought in the play being
discﬁsséd.

Shakespeare is acclaimed by all the world's genius. He
appeared in the world of literature at the most opportune time
in humen history for a great genius of drame to pour out his
verse. He was favoured more than any by circumstances of time:
and place. His ege was rife with dramatic elements; it abounded
iﬁ character and passion; and it was an age of change from an
0ld society to a new. Yet did it contain thé peculiarities of
both. At that time human nature had just been stirred to its
depths and the strongest of its passions laid bare. Society
had not reached that calm uniformity which has brought about
é weakened sympathy for strongly expressed passion.

~ Shakespeare was thoroughly acquainted with tAe classical
unities of action, time, and place. In The Tempest they are

strictly observed for the period of time during which the events
of the play are represented as occurring is slightly more than
that required fof the stage performance -- about four hours, :

according to Prospero and ArieZ. In The Comedy of Errors, too,

are the unities observed by the universal poet. The scene, in
thiﬁfplay, is confined to Ephesus, and the dramatic action takes
place in one'day, ending about five p. me On the other hand, in

The Winter's Tale, the master'has utterly disregarded the unities




in the actual sense, but he has, nevertheless, shaped the widely
varied elements of the play into "the unity of breathing life,"
which is the only unity worthy of consideration in Art.

Because of the wider range of modern drama, the system of
time and place that suited the narrower range of ancient drama,
was not suited to it, and Shakespeare, who becsuse of his genius
rose above arbitrary law and authority, devised a time-system
of his own. This he used in most of his plays. 'Briefly, it is
8 system of time-perspective; & long period appears as & short
period, end a short period, as a long.

Another feature of Shakespeare's drametic art which adds
to what may be called the drametic perspective, or whatvmakes
up the still background of what is to be,drématized, is the
narrated element of the plays; that is, all that is told or
described by characters instead of being represented in scene
or action. Although this element is to be found in the dramatic
iiterature of all time, no one has used i% with such skill as

Shakespeare did. TFor example, in The Merchant of Venice, when
Shylock finds out that Jessica has run off with a Christian and
takeﬂ?ﬁer two bags of ducats and some valuable jewels, in anger
and despair, he walks about the streets of Venice, trailed by
Jeering boys. Héd this been scenically represented instead of
being described by Salanio in a few lines it would weaken the
appearance of the money-lender when he meets Salanio and Salarino.
Theh, too, if this had been dramatically presented, too great
would have;béen the indignity heaped upon the leading character

of the play Before the time was ripe for such.  Actually, poor




Shylock is treated bedly enough.

Contrast was also used very skilfully by Shakespeare as
a means-of effective expression. In his‘playé"hevbrings together
the high and - the low, the great and the little, the noble and
the base, the sad and the merry. To bring together such widely
Sepafated material is quite eaéy, but when it is to be governed
by a great idea then it is the work of the master, who lives,
it seems, in all and for all. '

- In the way in which one speech depends an and develope
from one that precedes it, Shakespeare excels. It shows how
complete is the identification of the poet and his scenes and
how great is his skill in filling up little intervals with side-
dialogues. 1In Shakespeare each reply and-tﬂe answer thereto
appears as the rebogmd of the previous speech.

Let us now examine briefly shakespeare's verse. When he
began to write, blank verse had not been sufficiently developed
to make it adaptable to use in the highest of dramatic work. It
evolved, in its earliest form, out of the rhyming pentameter
couplet. Rhyme gives emphasis to the end of a verse snd checks
the smooth flow of one verse into another. As a result, in
rhymed verse the thought is more or less confined. It is sec-
tioned off, as 1t were, by the metre, and pause-emphasis and
pause-melody are thus more impeded than in free blank verse.

In Lord Surrey's trenslation of the second and fourth books of
Vifgil‘s Aeneid, which was fashioned upon rhyming verse, there

is very 1ittle melody resulting from variety of pause. The fact
is that‘it'ié often difficult-to distinguish Surrey's blank verée
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from prose. The reader is made too conscious of the metrical
bonds within which the thought is confined throughout. In
material which is suited to expression in blank verse, thought
and ‘feeling are equally weighted one against the other, although
the former is generally more predominent. Such materiel, as a
resuit, would be restrained by the ciﬁic'movement which, in the
case of material wherein feeling is superior in influence to
thought, would not be restraint at a;l, but it would be the
naturel movement that this material would endeavour to find for
itself. 'Thought moves toward an undeviating course; that is,
toward straightforward speech. PFeeling, on the other hand, must
rotate, .as it were, upon an axis that is itself. When the feel-
ing is strong it is unreasonab;e to do so.. An examination of a
few lines of surrey's blank verse, written about 1540, shows
that the thought is narrowly restricted within the limits of the
metre. It seems to the reader a mere succession of verses, or
a list of verses that do not run together to form a system. &
pause occurs at the end of esach verse and these verses are little
more than couplets without their rhymes. Decidedly lacking is
the sweep and elasticity of the blank verse of fifty or sixty
years later.

The earliest English drama of any kind written in blenk

verse is The Tragedy of Gorboduc, known also as Ferrex and Porrex.

The first three acts of this were written by Thomas Sackville,
first Lord Buckhurst, a little more then twenty years after
surrey's Translation of Virgil. Its smoothness and its variety

of pause shows considerable improvement over Surrey?s, but




generally the thought is bound by the metre. The speeches are
long and give the impression that they were prepared'in~advance
by. the different speakers. As a result the dialogue is not very
dramatic. But the movement of the verses is freer than Surrey's
and the verses themselves have more continujty and more spirit.

it was felt, apparently, by the several writers of early
blank verse that a substitute for the closing of verses by rhyme
was necessary. As a result the use of rhyme was discontinued
more and more until people became quite accustomed to its absence.
In its place a freer and more melodious progression of verse
developed, and the strong word or syllable at the end of the line
was deéired less.

Continuing in our tracing of the development of blank verse
we come to Marlowe's, and in his we find a great improvement over
all that had been produced previously. It is true that the thought
therein is more or less restricted to metrical limits but there
is much more freedom and grace of movement within those limits.
Each verse is more melodiously joined to the others and the pro-
gress of the verse, as a result, appeals to the ear more than
does the close. Such verses seem to follow one another more
smoothly than do those that have less melodious movement and more

strongly marked eﬁdings. In Marlowe's earliest play, Tamburlaine

the Great, there is much bombast, rant, and brag, but the splendid
vigour of the verse that is evident, here and there, throughout
the p1ay makes up, in part, for these.  In Edward II, his best
play, Marlowe displays more self-control, and the occasional verse

is quite eqqai-to_that written by: Shakespeare during his period '




-52-

of experimentation. - Even when freest, Marlowe's thought, how-
" ever, seldom breekgs the bounds of metre. In consequence, the
dramatic possibilities of blank verse cannot be judged from its
use in his plays. Nevertheless, within those bounds, Marlowe's
thought h&s-mnoh*ease and grace of movement. It has been suggehted,

and -on good aunthority, that in the tragedy Tamburlane the Great

Marlowe established blank verse as the popular metre of English
drama. He not only drove the rhymed couplet from the stage by

substituting the blank verse of his contemporaries, but he also

creatéd a new metre by the melody, variety, and force which he
poured into the iambic, and he left models of versification, the:
pomp end gorgeousness of which only Shekespeare and Milton have
surpassed. The ten-syllabled heroic line, which was divided into
five feet of alternate short-and long, Marlowe found monotonous
and monosyllabic, but the changes he introduced into it left it
decidedly varied in form and structure. Sometimes in his linse
there was an extra syllable; sometimes it was deficient by a
syllable. And the unexpected emphases and changes in beat for
which Marlowe is responsible made the heroiec line much richer
then it had been before he set to work to remould it. When he
turned his attention to it he found no sequence or attempt

at periods; one line followed enother with uninteresting
regﬁlarity, and‘alllwere made in the same mould. In his verse,
form does not dominate over thought; rather it is grouped ac-
COrding'to'sense, and. it obeys an internal law of melody. Eis
metre was not fixed and unaltered but was widely varied in its

modulations,.and’these in turn were dependent for their beauty '




upon their perfect adeptation to the flow of his ideas. Thus
was Marlowe able to produce the double effect of variety and
unity, to retain the fixed march of the metre he had chosen,
and, at the same time, by clever changes in the pauses, speed,
and grouping of syllables, he was able to make each measure
very éffective. In skilful hands, blank versebecame widely
#aried. In some ways, it was similar to music, which requires
regulear time and rhythm; but, by use of phrase, it brings about
a higher kind of melody which rises above the common and dull
beat of time. Many writers of blamk verse, like Marlowe's
predecessors, who. lacked creative ability and power of harmonidus
inflection, produce monotonous successions of iambic lines in
which poetic expression is sacrificed that the mechanical side
of their art be more nearly perfect. To them metre is nothing
more than a framework instead of the organic body of a vital
thought, and for these very faults of tameness and monotony,
which have been incorrectly termed the regularity of numbers,.
they have been praised by critics of questionable reputation.
Thus it was that Jonson severely censured the sublimest and most
eudacious of Milton's essays in versification.

It can be said that Shakespeare raised his future dramatic
discourses upon ﬁhe ground, the tune; or the plain song of the
best form of Marlowe's verse. Some suggest that Shakespeare's
metre developed freely as it appealed to the ear and that it
pwed very little except its generic form to his predecessors
and contemporaries. . In any case, he first of all perfected the

plain sbngdbqforqghe raised any descants upon it, and he learned



to move freely and gracefully within the bounds of five measures.
But Shakespeare's development as an artist did not proceed from
form to spirit. It is plain to be seen, however, that his verse
did develop in'certain directions. The change in form which
gradually took plece throughout his career, exclusive of certain
oonvehtionalities; was not brought ebout through the influence
of the foreign hand, but developed more from within. In some
of his earliest plays it is evident that sentiment is predomin-
ant over the dramatic, but it must be admitted that the verse

of these plays, which are more or less conscious imitations of.
the works of his predecessors and contemporaries, and which
conform to the traditional demands of the theatre, is just as
organic as the verse of his latest plays, in so far as the spirit
that shapes it is concerned. Because the man, Shakespeare, in
the period of his career designated& the period of maturity, had
grown spiritually, intellectually, and morally, had grown in
self-knowledge and in world-wisdom, had decided the proportions
by which the moral elements of the world are balanced, and,
above all, had reached the heights of dramatic ability, the
langusge-shaping, of the plays written during that period,
differs greatly from that of the plays produced early in his
life as a'playwright. This difference is not so mich the dif-
ference one would expect to find between the work of an 8sppren=-
tice and the work of a master,though it has been indicated that
Shakesﬁeare,'like all mortals, served an apprenticeship,as it is
thefdifferenbélbetween ngenius in the bud and genius in full

A " ‘ ‘ ‘ ‘ :
bloom.”" As a result, the student of shakespeare's verse must

1 TrdrmAalAumradtan dha Al atom caeamam e R — . e
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not reason after the theory of evolution, as it is often under-
stood to-day, but he must reason in the opposite direction ---
from pre-existent spirit to form.

Stated generally, it can be said that the development of
Shakespeare's verse is from the recitative to the spontaneous.
In conformity with this development, his verse at first moves
submissively yithin the limits of metre, gaining melody and
grace greadually until the greatest freedom of movement possible
within those metrical limits is reached, and realizes the full-
est dramatic power of which it is capable. Then it gradually
breaks the bonds of metre more and more until, in the latest

plays, The Winter's Tale, Cymbeline, snd The Tempest, it is

frequently little more than rhythpical prose in which an unbroken
pentameter measure is not returned to often enough to be consideredA‘
a standard. Although many writers of blank verse have not done
i1t, it should be clearly understood that however skilfully the
pause may be varied, variety ceases to be such when the deviation
from the standard pentameter measure is so continuous that it is
no longer, even subconsciously, in the feelings.

"That poetry, written in blank verse, may be musical, it
must exhibit all the variations possible in a ten-syllable line.
Nowhere between the first syllable and the last is there a place
at which the poet should not pauSc occasionally, and that place
of pause must be continually moved. Such variety in the place
of the pause, however, will not bring pause-melody, but rather ..
metrical chaos; unless the return to an unbroken pentameter

measure is maqé$sqff;cient}y,o£ﬁ§n‘to establish it -as a standard.
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In Shakespeare it is thought that the most frequent Caesura is
at the end of the third foot, that is, generally aftér the sixth
syllab;e, though it may at times be after the seventh or even
the eighth -foot.

- Returning to the development of Shakespearefs verse, it can
be stated again that it proceeds from the recitative to the
sponteneous. This was due, no doubt, to the fact that when the
drama was first ushered in, during the reign of Elizabeth, the
elocution of the stage was most likely more or less recitative
in style and at the seme time inflated. This can be inferred
from an examination of the versification that precedes Shakew
speare’'s. A

At the same time that Shakespeare's blank verse was iden-
tified by its recitative form there were numerous rhymes, but
these slowly decreased in number as the verse moved toward the
spontaneous form. During the recitative period, the poet often
permitted sentiment to dominate the thought because his mood
was more poetic than dramatic. In consequence, he had the tung,
the plain song, more in his' feelings. Generally, the metre of
the plain song is characterized by a strong word or syllable in
the fifth foot, and it is upon this that the voice cen and must
press. Rhyme forces this marking of the metre under certain
emotional conditions.

~ There are. in Love's Labours Lost, about eleven hundred

rhyming verses; about nine hundred in A Midsummer Night's Dream;

about five hunfred in Romeo and.Juliet; and over five hundred in

The Life and Death of King Richard II. .In that part of Shake-

speare's career that intervenes between the decidedly recitative
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and the 'decidedly spontaneous periods rhymes gradually decreased
in number, and during his latest period of work they were used
very sparingly and only for a special purpose such as the

rounding-off of a scene. Only about one hundred rhyming verses

appear in Cymbeline, in Coriolanus and in Antony and Cleopatra
about forty; in The Tempest, only two; and in The Winterts Tale

there are none, except those in the chorus introducing the fourth
act, and about shakespeare's authorship of this chorus there is
much doubt.

It is possible that the proportion of rhyming to blank vers
verses might indicate whether a play was written during the
recitative or the spontaneous period, but rhyme is only one of
a number of phenomena which must be considered in an effort to
determine approximately where a play belongs in the chronolog-
ical order. This is equally true of all other tests without
exception.

In considering two early plays written by Shakespeare, it
is not possible to decide which was written first even if one
does contain one hundred or two hundred, or even three hundred
rhymes more or less than the other, the whole number of verses i
in each being taken into account. shakespeare, it 1s true, made
use of the conventional forms of language but he never slavishly
subjected his mind and feelings to them. The use of more fthymes
or of fewer rhymes in one early play than another depended upon
tﬁe ﬁitch of the poetic or‘dramatic key in which he wrote it.

Anyone who reads A Midsummer -Nightts Dream must necessarily feel

that rhyme is an inseparable addition to the speeches of the




chief characters of this drama, if it can be considered an
addition when it is so organic an element of the language~-
shaping. At times the feeling is better expressed by double
thyme:
"The will of man is by his reason sway'd;
‘Ahd reason says you are the worlhier maid.
Things growing are not ripe until their season:
- So I, being young, till now not ripe to reason;"L
In one case, repetition of the same rhyme through a number
of consecutive verses shows the rebounding pitch of the speaker's
feelings or spirits:
"Be kind and courteous to this gentleman;
Hop in his walks and gembol in his eyes;.
Feed him with epricocks and dewberries;
With purple grapes, green figs and mulberries;
The honey bags steal from the humble-bees,
And for night-tapers crop their waxen thighs,
And light them at the fiery glow-worm's eyes,
To have my love to bed and to arise;
And pluck the wings from painted butterflies
To fan the moonbeams from his sleeping eyes --
Nod to him, elves, and do him courtesies."”
If shakespeare, early in his career, had merely adopted
rhyme, and then used it just because he liked it, there would

1. A Midsummer Night's Dreem, Act I, Sc. ii, 111 - 114.
2. Ibid., Act III, Sc. i, 167 - 177,
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be no use in trying to employ it in estimating the pitch of a
rlay. But as it is used in A Midsummer Night's Dream, it is

felt. to be very necessary to the poetic pitech of a play. There

is no reason to boubt that the poet wrote plays on a lower

poetic key before he wrote 4 Midsummer Night's Dream, &nd, be-
cause he had a more dramatic purpose, he used fewer rhymes. In
fect, we are quite certain that he did write such plays; and to
suppose that he could not have written a more dramatic play at

the time he composed A Midsummer Night's Dream would be folly.

As shekespeare uses it, rhyme, by itself, is more or less
a chronological test except in deciding whether a play be an
early or a late one.

There is, however, a relationship between the place of a
pause or a break in & verse and the current of the feeling.
Ordinarily the comma-pause makes-very'little difference in the
movement of a verse, but when a sentence closes within a verse,
and with a complete foot, the break is more pronounced than it
is when the sentence closes with the light syllable of an iamb.
In such a case ds the latter, the feeling of the current of the
verse 1s somewhat sustained, but there is a close in the thought,

as the following verses from Romeo end Juliet show:

4,

0, where is Rbmgg? Saw you him to day?

Well, in that hit you miss: she'll not be hit

- With cupid's arrow; she hath Dian's wit.>’

: leady, 3
A man, young lqu;Asuch e man ~

1. Romeo and Juliet, Act I, Sc.i, 99..

2. Ibid., Act I, Sc.i, 191 & 192. 3. Ibid., Act I, Sc.iii, 57.
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You are a lover; borrow Cupid's wings,L

She is the Fairies' midwife; and she comes *

.And sleeps again. . This is that very Mab™

If this be the case, it would. be expected that the pauses
or breaks would be more frequent after the light syllables in
the mofe smoothly flowing of shakespeare's verse that belongs to
the recitative form; and so Corson found them to be in a number
of plays examined by him. Then, toco, the verse-sense of the
poet, at the time of writing, determines, more or less, the place
of the pause. When this verse-sense is strong, the pauses after
the light syllable of an iamb will be more numerous, and when |
his verse-sense is weaker, the pauses after complete feet will
increase in numbers. _

The recitative form of verse becomes freest in King John,
The Life and Death of Richard II, the two parts of King Henry IVy

and Xing Henry V, which were written between 1596 and 1599. In

these plays, too, recitative verse becomes mosf vigorous and
sweeping, and reaches its fullest dramatic possibilities. The
best blank verse in these plays stands in marked contrast to that

of such of shakespeare's earliest plays as Love's Labours Lost.

Shakespeare's blank verse in its recitative form; that is,
the form in which the orbit of the thought is determined to a
considerable extent by the normal pentameter measure of the

verse, reached its climax of freedom of movement and bounding

l. Romeo and Juliet, Act I, Sc.iv, 17.
2. Ibid., Act I, Sc.iv, 56. 3. Ibid., Act I, Sc.iv, 88.
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vigour in Act IV,%scene i, of the ®irst Part of King Henry IV

when Hotapur says, in alluding to the King:
"fhere is his son,

The nimb;e-footed madcap Prince of Vales,

And his comrades, that daff'd the world aside,

And bid it pass?"
and in Sir Richard Vernont's reply:

A1l furnish!'d, all in arms;

Al) plumed Xike estridges that with the wind

Bate it like eagles habing lately bathed;

¢littering in golden coats like images;

As full of spirit as the month of May,

And gorgeous as the sun at midsummer,

Wanton as youthful goats, wild as young bglls.

I saw young Harry, with his beaver on,

His cuisses on his thighs, gallantly arm'd,

Rise from the ground like feathered Mercury,

And vault it with such ease intc his seat,

LKs if an angel dropp'd down from the clouds,

To turn and wind a fiery Pegasus, .

And witch the world with noble horsemanship."z'
When suchvvigoroué and bouyant metrical movement was reached,
the greatest dramatic capabilities of this form of blank verse
had been reached by the poet. For the freest movement of his
dramatic- thought in the fullest maturity, however, he left the

1. Pirst Part of Xing Henry IV, Act IV, Sc.i, 94 - 97. .
2. Ibido, Act IV,‘ Scoi, 9719 llo.
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recitative form, and passed into that named by Corson the spon-
taneous. The outstanding characteristics of this form of
verse. ave: -
1. The metre is, to some extent, sunk
(a) Through the weakness of the wbr&}recéiviﬁg the fifth
ictus of the verse.
(b) By & looser melodious fusion of the verse, and by a more
arbitrary use of pauses and breaks.
2. Extra end-syllables appear more frequently as the recitative
form of verse is departed: from more and more.
As Shakespeare advances in his dramatic art the movement of
thought controls the metre of his blank verse much more. 1In
the more markedly recitative sty;e, the firmest resting place
for the voice is the accented word or syllable of the fifth foot;
in the spontaneous style, this word or syllable is very often
the lightest on which the voice can press, and sometimes a
proclitic particle, on which the voice cannot press at all, but
must move to the next verse, occupies this place in the verse.
~ Thus the normel metre is sometimes lost to the feelings,
end all that is felt is the foot rhythm of the language. Such
atonic or proclitic words as

of, for, the, Eg,'which, withare often used in The Winter's Tale

at the ends of verses. For example:

!
A lip of much contempt, speeds from me, and

Turn then my freshest reputation'toa'

1. The Winter's Tale, Act I, Sc.ii, 370.
2. Ibid., Act I, Sc.ii, 416.
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When feeling or sentiment is in the ascendancy over the
dramatic, its power to unify is shown in a closer andrmore
melodious fusion of the verse. The paﬁses and- breaks comply
more with the standard measure of the verse, or, in other words,

or breaks occur does not cause
the way in which the rausesathe standard to be sunk in the varied
measures. But in the speech uttered by imogen in'ngbelinez
Act III, Scene ii, lines 50 - 70, when she learns that her
husband is at Milford-Hfaven, and expresses an eagerness to go
to him, the melody fusion of the verses is diminished, and the
verse measure which 1s considered the standard gives way to
varied measures. The speech is as follows:

n0, for a horse with-wings! Hear'st thou, Pisanio?

He is at Milford-Haven: read, and tell me

How far *'tis thither. If one of mean affairs

May plod it in & week, why Bay not' I

Glide thither in a day? then, true Pisanio, == »

who longtst, like me, to see thy lord; who long'st,-

0, let me bate,-but not like me-yet long'st,

But in a fainter kind:- 0, not like me;

For mine's beyond beyond-say, and speak thick,-

Love's counsellor should f£ill the bores of hearing,

‘To the smothefing of the sense~how far it is

To this same blessed Milford: and by the way

Tell me how Wales was made so happy as '

- 7o ingerit such an haven: but, first of all,

How we m&& steal from hence, and for the gap

' That we shall make in time, from our hence-going




And our return to excuse: but first, how get hence.

Why should excuse be born or ere begot?

...We'll talk of that hereafter. Prithee, speak,

How many score of miles may we well ride :

'Twixt hour and hour?"

As Fletcher used them, extra end-syllables are not much -
more than a mere peculiarity of style, that is, they are not.
very organic -- The movement of the thought or feeling is not
respogsible for their occurrence. For that reason and because
Fletcher used them excessively, the possibilitides of double
endings in drama can not be realized from his verse. But with
Shakespeare, extra end-syllables were more than just an adoption.
still it is deairable to decide, ;f possible,’how organic and
how conventional they are. It mmst be remembered that Shake-
speare used ﬁhat was conventional in other things than language
forms. The fact is that he used to good advantage all the
literary conventions of that era, but his genius was. so forceful
that he was able to #nstill new spirit into the conventional
forms and thus make the conventional organic. Under his in-
fluence gracefﬁl spontaneity emerges out of the formal. Of
all authors, he is freest from mannerisms, and in that we have
one of the importaht reasons why he cannot be succéssfully
jmitated. Nowhere in his diction can be found that something
upon which imitators usually pounce -- the organic character-
istic of his language-shaping.

As in‘his use of rhyme, so in his use of extra syllables,

shakespéare»emylovs-them when the feeling of the drama reaches
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out for them, and the extra end-syllables are not found only
in verse of the spontaneous form, but they appear also quite
frequently in the better verse of the recitative form. In
Hamlet*s first soliloquy, Act I, Scene ii, lines 129 -158,
which begins "Oh, that this too too solid flesh would melt,"
additional light syllables appear at thq end of, and within the
verses, and they produce an organic effect. The rebound of the
speaker's impulsive feeling is expressed by them. In the
soliloquy, beginning "To be or not to be", a reflectiveness of
tone is given to the language by their use. .Corson expresses
the belief that the speeches of some of sShakespeare's characters
mist have been heard by him apart from the thoughts they ex-
pressed, and he shaped them according to the sound that was in
his mind. Often, too, verses having extra end-syllables are
effectively mingled with verses which end normally on accented

syllables. Gloster's soliloquy, which opens The Life and Death

of King Richard IIY, is a good example of this. After a suc-

cession of smooth verses the extra end-syllable produces an
agreeable erfggt when it appears, as in the fourth verse:

"Now is the winter of our discontent

Madefglorious summer by this sun of York:

And all the ciouds that lour'd upon our house
-~ In the deep bosom of the ocean buried.”
Then, in the four verses that follow (28-31), an alternation of
normﬁl and éxtra end-syllable-proves effective:

mand the:efore, since I cannot prove a lover,

To entertéin these. fair well-spoken days,
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I am determined to prove a villain

And hate the #dle pleasures of these days."

The. more or less organic end-syllable of Shakespeare gives
liveliness to his verse, but the extra end-syllable of Fletcher
is usually the product of en uninteresting languege habit.

Now let us exemine briefly the distinctive use Shakespeare
made of verse and prose. - '

It is said that no writer has shown the power, which Shake-
speare has exhibited, of arranging words effectively, of in-
creasing the vitality of language to the limit, and of intro-
ducing into that language all the variety of organic form which
might be demanded by any of the attitudes of the mind and the
sensibfilities. Corson uses the term organic'in describing the
form because, although Shakespeare did choose, early in his
career, as the general course of his language, forms used by
his predecessors and contemporaries, the power of his mind and
feelings to mould these forms slowly made them more and more
organic. In otkkr words, these forms became closely linked
with the thought and emotion expressed. Shakespeare was the
first to use blank verse, rhyming verse, and prose organically
in:dramatic composition. 411 are harmoniously united by him,
and often within the limits of a short scene. It is not known
whether he ever decided definitely the actual duties each of
- these modes of language-shaping was to perform, but he must
haveyielt,,to-a nicety, the use of each. He moves from blank
verse to rhyme, from rhyme to prose, then back asgain to blank"
verse witpqut\fpe\rea@er actually noticing the change, or, if
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he does notice it, he takes it for granted as the natural thing
.to do. It is often difficult to decide the plan and the spirit
of the different stagesvor‘his writips during the various per-
iods of his career, but it is quite easy to obsérve the two
outstanding divisions of languege-shaping, prose and verse,in
all the plays. In the first place, thpse_qharacters that are
more or less subordinate, or those that do not move in the higher
realms of thought and feeling, usually speak in straightforward
prose. This is truer of the later plays because Shakespeare's
appreclation of the peculiar domains of verse and prose devel-
oped gradually just as other characteristics of his dramatic
art, such as humour, developed. Sometimes, leading characters
speak in prose when the situation does no% cell for any ideal-
ization of langusge. Hamlet uses verse in speaking to his
mother, to his very close friend Horatio, to his father's ghost;
and in his soliloguies; but he uses very easy prose when he
speaks to Polonius,‘the old chancellor, whom he dislikes, when
he speaks to the courtiers and to the players, and in the scene
with the grave-diggers. 1In the last scene, however, when he
thinks of the‘great Roman, he speaks in rhymed verse:

"Imperious,caesar, dead and turn‘'d to clay,

Might sbodp a hole to keep the wind away:

0, that the earth which kept the world in awe,

Should patch a wall t'expel the winter's rlaw!"L

vProse, of course, is spoken:by such a character as Falstaff.

Although his actual self is backed by great and various possi-

1. Hemlet, Prince of Denmark, Act V, Sc.i, 235-238.
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bilities, sensual indulgence always dominates his higher
faculties. Just as with all sensualists, his mind never
reaches a height above regard of self; it never attains that
elevation of thought and feeling that requires, for expression,
a language both rhymthicel and metrical in form.
In Act I, Scene iii, of The Merchant of Venice is found

an interesting example of the change from prose to verse.
Business-like prose is used during the conduct of negotiations
between Bassanio and shylock for a loan of three thousand ducats
for three months, the repayment of which 1s guaranteed by
Antonio. This prose is quite matter-of-fact except in Shylock's
reply to Bassanio's invitation to dine with him and Antonio.
This rather bitter speech precedes Antonio's entrance and is the
transition-point of the language-shaping. Shylock bears
Antonio many grudges for resl or imaginary wrongs, and, when
Antonio asppears, Shylock's feelings, which have become unduly
intensified, find expression in verse, the beat of which is high.
One of the most striking examples of Shakespeare's changes
in language-shaping to suit the varied pitch of thought and
feeling is shown in the third scene of the first act of Qthello,

The Moor of Venice. In this particular scene the Moor, who has

been accused by Brabantio of using love-potions and witcheraft
to win Desdemona, defends himself before the Duke and Senators
of Venice, and tells them how he courted the young lady. In
his éddress to the Senators the language he uses is very dig-
nified but notvarrogant. A more than usual correspondence of

thewrhythmica;‘ictus with the logical emphasis gives weight to
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the movement of the verse. Such double-endings as "masters",
"daughter", "offending", and "magic® give decisivenesé to the
tone, and the breaks in verse come at the ends of complete feet.
When Othello fells of his courtship the verse drops some of its
stateliness, and his speech tekes on a characteristic of frank-
ness which is particularly suited to the movement of the verse.
VWhen Desdemona enters at the conclusion of the story she-is
questioned by her father:

®*Do you perceive in all this noble company

Where most you owe obedience?n
Her enswer to this is given in blenk verse which is as staight-
forward as prose and which is raised above prose just enough
to show respect for her father.: Their close ielationship would
not permit of a more elevated form of language. And the first
part of Brabantio's reply, in which he drops the case, closely
approaches prose. There is an ease of movement in the o0ld man's
expression of submission.

It 1s not easy to draw a line between the fields of prose
and verse, but it can best be done through & consideration of
shakespeare's works. He chose verse as the general medium of
his language, and, consequently, often uses it where prose
would have been bétter;‘ His verse freguently trespasses into
the field of prose, but it can never be said that his prose
trespasses into the field of verss.

To help us_in examining the literary evidence a brief dis-
cussion of thé'Latin and Anglo-Saxon elements and the monosy-

llabic vocabulary. would be in order. Numerous writer's, well
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qualified for the task, have ably defined the peculiar domains
of the Latin and the Anglo-Saxon elements of the English
language. We are told that both are equally indispensable.
Pathos, especially in homely situations or in connection with
domestic affections, is best expressed in Sexon words. Lyrical
emotion or'all kinds, which, to warrant the name lyrical, must
be in a general state of agitation, is also best expressed by
the Saxon element of the language. These uses can be explained
by the fact that the Sexon is the primitive element, or, in
other words, the basis and not the superstructure. It, there-
fore, iﬂciudes all the ideas relevant to the heart -of man and
to the simple situations of life. ZLatin, it is true, does often
supply us ﬁith words that express correspondiﬁg ideas, but the
Saxon or monosyllabic part is given preference because it is
the language of the nursery, where there is no use for long
words. Thus it is an advantage to have a language mixed as ours
is. Generally speaking, Saxon will predominate when the feeling
of a poem is of that kind, which uses the ideas without at-
terdipting to extend them, but, when the feeling of a poem moves
by and through the ideas, Latin will be the controlling in-
fluence.

shakespeare'; instincts in the use of words were so almost
infallible that the key, in which a particular pla& or a special
speech was pitched, is indicated quite reliably by the wocalbu-

lary. Troilus and Cressida, considered. the most intellectual of
Shakespeare's}r;ays, has a decidedly Latin vocabulery.
e The‘Angio-Saion"element éf theiEnglish language is mostly




monosyllebic; and the monosyllabic word occupies an important
place in Shakespeare's diction. Por that reason it must be
considered in a study of his language-shaping as it is organ-
ically connected with thought and feeling.

Deep feeling, it will be found, is usually expressed
through monosyllabic words; not only because such words are
mostly Anglo-Saxon, and thus more closely related to feeling
than thought, but also because they proddce a more staccato
effect than do disyllablic and trisyllabic words. They serve
better the natural movement of speech animated by passion.
This is exemplified in Juliet's speech to the Friar, three
lines of which are:

"Oor bid me go into a new-made grave,

And hide me with a dead man in his shroud;

Things that to hear them told, have made me tremble;"l.
The extra end-syllable of the third line adds to the effect.

The following speeches also show the force of the monosyllable:

wMontague ....... HOld me not, let me go. 2

Ledy M. .Thou,shalt not stir one foot to seek a foe.",
as does also Juliet's mother when she answers Juliett!s entreaty
to delay her marriage with Paris:

"ralk not to he,.for I'1ll not speak & word: 5.

Do as thow wilt, for I have done with thee."

King Lear, of all Shakespeare's plays, is the homliest in
its pathos. In it are meny striking examples of staccato effects

1. Romeo‘and~Jﬁiiéf, Act IV, Sc.i, 84486.

2. Ibid., Act I, Sc.i, 72, 73. 3. Ibid., Act III, Sc.v, 20365




through monosyllables:
"Go tell the duke and's wife I'ld speak with then,
.. Now, presently, bid them come forth and hear me,

Or at their chamber-door I'll beat the drum

Till it cry sleep to death."l.

Only‘a monosyllabic vocabulary, and that the Saxon vocab-
ulary of every-day life, would be effective in expressing such
homely pathos a&s that of King ILear.

other evidences of Shakespeare's able use of monosyllabic
words are:to be found in other of his plays. Besides the uses
already enumerated, he uses them to advantage in conveying an
impression of close confidence, abruptness of strong feeling,
or passionate grief. .

The more violent feelings of anger, hate, detestation, and
scorn are found to attract to themselves the monosyllabic words
of the language, and, at the same time, express themselves ox
the abrupt vowels of words. The gentler feelings of love,
admiration, and of the beéutiful, on the other hand, express
themselves on the prolongable vowels.

Examples'of special effect secured by emphasis on abrupt

vowels are numerous in the tragedies and histories of Shakespeare.

In The Life and Death of King Richard ITIT Gloster's speeches

are excellent examples:
with
"Gloster (in anger). What: threat you me,telling of the King?

Tell him, and spare not: iggk what I have said

I will avouch in presence of .the King;"

1. King Lear, Act II, Sc.iv, 112-115.
2. The Life and Death of King Richard 11X, Act I, Sc.iii, 153}




-7E=

;1 Good examples oceur, also, in the quarrel scene between

Brutus and Cassius, in Julius Caesar, Act Iv, Scene iii.

.With these characteristics of shakespeare's literary style

and dramatic art in mind, let us exemine Titus Andronicus.

Shakespeare has shown in his writing that he was familiar
with the olassical unities of action, time, and place, elthough
he did not always edhere to them slavishly. The first of these
is the only absolute dramatic-art principle; the others originated.
in the constitution of the Greek drama. According to Aristotle,
the time of action must not exceed one revolution of the sﬁn,
and the beginning and end of the action must be within the scope 
of a single view. Taken word for word, the first suggests
twenty-four hours, the second, a,;ather limited view. It has

been mentioned that these have been observed in The Tempest

and in The Comedy of Errors, but not in The Winter's Tale. If

by one revolution of the sun is meant only twenty-four hours,

then Titus Andronicus does not comply; but if we interpret it

to mean & year, then Titus Andronicus does comply. In The Comedy

of Errors, the scene is confined to Ephesus; in Titus Andronicus,

to Rome and the immediate vicinity. It seems that there is a
marked similarity in the treatment of place and a partial
similarity in the treatment of time. The writer, therefore,

feels justified in counting thesénas~furtheh proof of Shakespeare's
authorship of Titus Andronicus. Too, as in The Winter's Tale,

where "the unity of breathing life" is all-important, so is it
all-important -in Titus Andronicus..  The author of the two would

eppear. to be one and the same person, and, since Shakespeare's
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authorship of The Winter's Tale is undisputed, it is justifiable

to accept Titus Andronicus as one of his works.

.. Because the system of time and place that was suited to the
narrower range of the ancient drama was not suited to the wider
range of modern drama, Shakespeare worked out his own dramatic
time-system -- & system of time-perspective in which & long
period appears as & short period, and a short period, as a long.

This is quite evident in Titus Andronicus. The conqueror's

return to Rome, the discussion of the imperial succession, the
difficulties of Lavinia's betrothal, the rapid climb of Tamora
to the position of Saturninus' empress, and the formulation of
plans for the downfall of Titus take place, actually, in a short
space of time, but that time in tpe play appears to be a long
period. Likewise, the meeting of Tamora and Aaron during the
hunt, the rurder of Bassianus, the ravishment of Lavinia, .and
the directing of suspicion for the murder of Bassianus against
two sons of Titus are made to appear to occupy a long period of
time. But the period of pregnancy of Tamora is passed over
quickly. :Only the inventor of the system of time-perspective
could use it to such advantage.:

In an examination of the narrated element of this play;
that is, all that is told or described by characters instead of
being-scenically‘or dramatically represented, we are able to

f£ind as worthy examples &s the one in The Merchant of Venice,

mentioned earlier. Tucius tells of the sacrifice of Alarbus;
it 1s not represented scenically or dramatically. The intimate

relations of Aéron end Temora are merely suggested. In like




manner are treated the ravishment of Lavinia, the execution of
the two sons of Titus, &and Tamora's delivery of a blackamoor
child. It has been definitely established that Shakespeare
used this element more effectively than any other writer, and,

although Titus Andronicus 1s one of his earliest plays, evidence

of his skill is apparent.
Contrast of high and low, great and little, noble and base,
sad and merry were used to good sdvantage by Shakespeare. In

Titus Andronicus Shakespeare shows his supremacy in this field

by bringing all together and subjecting them to the dominancy of
the idea that right will triumph. He also makes them subservienf
to the profound feeling that there is some good in everything.

As has been stated elsewhere, it ;s easy enough to bring together
such diverse material, but only the master can make & great idea
and a profound feeling dominant. The high and the low are
brought together in Titus and the clowns; the great and the little,
in Titus and the boy Lucius; the noble and the base, in Lavinia
and Tamora; and the sad and the merry, in the sadness of Bas-
sianus and Lavinia which follows very closely the-new-found
happiness in their love. Sadness does outweigh happiness, it

is true, but only Shakespeare could use all these diverse ele-
ments and keep the idea of right against wrong and the feeling
of some good in everything predominant.

Shakespeare surpesses &ll other dramatists in the way in
whichgone speech &epends on or is evolved out of a preceding
speech. He £ills little intervals with side-dialogue. Each
reply or rejoinder in his plays: ‘seems to be, ‘the rebound of the
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previous speech. In Titus Andronicus Saturninus addresses the

patricians in his own behalf in the opening speech of the play.

Bassianus' speech, before the people, certainly follows that

of Satﬁrninus regaerding the' choice of an emperor. Marcus'

-speech is dependent upon these two, but he pleads for Titus.

At this point Saturninus' aside, "How fair the tribune speaks

to calm my thoughtst%‘is most apropos. These should suffice to

show that the hand of Shakespeare worked in this. Anywhere

throughout this play it is evident that one speech evolves out

of, or is dependent upon, the preceding one, and almost any-

where can side-dialogues.like that of Saturninus be found filling

up little intervals. Tamorats ™0 cruel, irreligious piety:"z.

and the dialogue between her two sons fill the gap between the

departure of Lucius to see about the sacrifice of Alarbus, son

of Temora, and his {Lucius') return to report to his father,

Titus. How clever is the reply of Lavins, |
"T say, no; :

I have been brosd awake two hours and more."s.
to Bassianus' query of whether it was too early for new-married
ladies!

Now we turn to a consideration of Shakespeare's verse form

in so far as it aiplies to Titus Andronicus. It is said that
shakespeare first learned to make his verse move freely and with

grace within the limits of five feet. This is plainly seen in

anyiﬁant of Titus Andronicus, although it is marked somewhat as

1. Titus Androniocus, Act I, Sc.i, Line 46.. ,
2. Ibid., Act I, Se.i, 130-141. 3. Ibid., Act II, Sc.ii, 12-16.
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the work of an apprentice when compared with later works of
his maturity. We are t0ld also that Shakespearet!s verse
developed from the recitative to the spontaneous. At first
it moves obediently within the limits of metre; it gradually
gains in melody, until it is slightly more than rhythmical

prose. Titus Andronicus has been placed by other evidence

among Shakespearet!'s earlier works, and, therefore, must needs
be classed as recitative. This is proven further when we

examine the regularity with which the verse of Titus Andronicus

moves within the pentameter line. Together, these two pieces

of evidence help to prove that‘Shakespeare wrote Titus Andronia s,
It is thought that, in shakespearet's plays, the Caesura

ogours most frequently at the end of the third foot; that is,

after the sixth syllable. If Titus Andronicus is examined with

this in mind it is found that Caesurae at the end of the third
foot are frequent. Thus it seems logical to assume that Titus

Andronicus was written by Shakespeare. Some of these, picked

at random from the play, are: N

Saturninus. "Thanks, sweet Lavinisa.--Romans, let us go."

Titus. - "what, villain boy!

Barrt'st me, my way in Rome?"
Lucius. "But, softi methinks I do digress too much,
Citing my worthless praise." )
To be musical, poetry must show all the variations poss-

ible. Brief pause mst-beomade- any place between the first
1. Titus Andronicus, Act I, Sc.i, Line 273.

2. Tbid., Act I, Sc.1 290, -291. 3. Ibid., Act V, Sc.iii, liié
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and the last syllable, and the place must be continually shifted.
To avoid metrical chaos, however, the unbroken pentaméter
measure mﬁst be returned to often enough for it to be considered
the standard. When one considers how early in the dramatic

career of Shakespeare Titus Andronicus is supposed to have been

'written,,oneais impressed by the variety shown,

Much has been written about rhyme in sShakespeare's plays.
By the number of rhyming verses it can be decided, with some
accuracy, as to whether a certain play belongs to the early
period of composition or to the late. Rhymes gradually diminish
in number as the verse progresses from the recitative form to- |
ward the spontaneous. Yet it is quite certain that shakespears,
with a more dramatic purpose, wrope‘a number of pleys, with
fewer rhymes and on a lower poetic key, before he wrote such &s

ILove's Labours Lost, with its eleven hundred rhyming verses,

and A Midsummer Night's Dream, with its nine hundred. It has

been fairly dgfinitely established that Titus Andronicus pre-

ceded these two plays, and, since it has in the neighbourhood
of fifty rhyming verses, it might be placed in this group of
fewer rhymes and iower key.

From an examination of a number of Shakespeare's plays
that can be s&id,tb contain the more smoothly flowing verses
of the recitative form, 1t has been found that the pauses or
breaks come,more}frequently after the light syllables. Titus
Andrdnicus, chronologically, belongs to the recitative period,
and although 1t cannot be said emphatlcally that in this play,

such pauses or breaks occur more f&equently after the 1light.
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syllables, still it can be said that they do appear frequently
after the;light'syllables, and thus portend the smoother verse
of the later poems of this period. A few examples follow:

Bassianus. "Ay, noble Titus; and resolv'd withal

To do myself this reason and this right.";.

Safurninus. "what madam! be dishonour'd openly,

‘And basely put it up without revenge?" )

Lavinia. "0, let me teach thee! for my father's sake,

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

Be not obdurate, open thy deaf ears."s.

It has been found that the firmest resting place for the
voice, in the plays that are more markedly recitative in style,
is the accented syllable or word of the fifth.foot; while, in
the plays belonging to the period of the spontaneous style,
this syllable or word is often & proclitic on which the voice

cannot place stress but must move on to the next verse. We

have placed Titus Andronicus among those plays written by Shake-

speare during the recitative period, and, since few, if any,
verses of this play terminate with a proclitic particle, this

can be cited'as further evidence that Titus Andronicus is one

of shakespeare's early.plays.
"Extra end-syliables in Shakespeare gre used to good ad-
vantage, and, ‘although they are éometimes conventional, they
are mostly organic in his verse. They are not confined to his
sponfaneOuSVform;of.verse;;however,'but often occur in the
1. Titus fAndronicus, Lct I, Sc.i, 278, 279.

2. Ibid., fLct I, Sc.i, 432, 433. 3. Ibid., Act II, Sc.iii,
158-160.
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recitative as well. As in Hamlet's first soliloquy where the
extra end-syllables express the impulsiuénesé of the speaker's

feeling,“so‘do they in different speeches in Titus Andronicus,

such as in Lavinia‘ts denunciation of Tamora:
“"No grace? no womanhood? Ah, beastly creaturex"l.
'Iust as en agreeable effect results when an extra end-syllable
crops out after a succession of smooth verses in Gloster's
soliloquy, so in Aaron's speech to pemetrius and Chiron when
he is exhorting them to the dastardly ravishment of Laviniae:
"For shame, be friends, and join for that you jar:
Pis policy and stratagem must do
That you affect; and so must you resolve,
That what you cannot as you would achieve,
You must perforce accomplish as you may.
Take this of me, Lucrece was not more chaste
 Then this Lavinia, Bassiasnus’ ;ggg."z'

Too as in Gloster's soliloquy in Richard III vwhere verses with

. extra end-syllables mingle effectively with regular verses, so
do they in the words of the boy Lucius:

"0, grandsire, grandsire, even with all my heart

Would I were dead, so you did live againt

0 Lord I cannoé-speak to him for weeping!

My tears will choke me if I ope my mouth."

Thus we find traces of shakespeare's able use of extra end-

syllebles in Titus Andronicus. More proof, it seems, that

1l.Titus Andronicus, Act II, Sc.iii, 182. =
2. Ibid., et II, Sc.i, 104-108. . Ibid., Act V, Sc.iili, 1;?;




«8)-

Shakespeare wrote this play.
- Shakespeare was the first to intermingle blank .verse,

rhyming verse, and prose in dramatic composition. Tt would

be . practicable then to exemine Titus Andronicus with this in
mind, and attempt to.find evidences of Shakespeare's handiwork:
therein in this connection. It has been definitely established
that Shakespeare in his writing passes from blank verse to
rhyme, from rhyme to prose, and back again to blank verse with-
out having the reader feel conscious of such changes. Although

very little prose appears in Titus Andronicus, some is spoken

by the clowns in Act IV, and blank verse is interspersed through
it. There is no rhymed verse intermingled, it is true, but
this play is characterized by a deficiency of rhyme. As in
works known to have been written by Shakespeare, so too, in

Titus Andronicus, such characters as the clowns, that are not

active in the higher movements of thought and feeling, speak
in straightforward prose. Leading persons speak in prose when
the situation does not demand idealized languasge. Both Titus
and Marcus use prose in speaking to the clowns just as Hamlet
does when he speaks to the despised Polonius.

~ Evidences of early shakespearian language-shaping that is
adapted to the pitéh of thought and feeling, though hardly
comparable with those in Othello,.are to be found throughout
Titus Andronicus. At the beginning of the play Saturninus,

Bassianus, Marcus, and Titus all address the patricians
solemnly and with dignity. Double endings such as "followers",

"1nhigh1pyﬁ,’ﬁa§éroacp", "undeftbokﬁ,‘ahd mancestors" give
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these speeches & decisive tone.' Again has proof been found

that Shakespeare wrote Titus Andronicus.

- .Lastly, in applying what has been decided generally about

Shakespearets style to Titus Andronicus, we come to his use of

Anglo-Saxon .and Letin in his plays. Shakespeare used Anglo-
Sexon which is largely monosyllabic to express deep feeling.
Are not Tamora's words to Titus when he is about 'to offer her
eldest son as a sacrifice;

"Aind if thy sons were ever dear to thee,

0, think my son to be &s dear to met"”

and Lavinia's when she beseeches Tamora not to let her sons

ravish her:

70 Tamora, be call'd a gentle queen,

And with thine own hands kill me in this placel

For *tis not life that I have begg'd so long;

poor T was slain when Bassiemus died."
good examples of this? Shakespeare used monosyllabic words,
‘also, to convey an impression of close confidence, abruptness
‘of strong feeling, and passionate grief. One example of each
-of these should suffice as furkher evidence that Shakespeare
wrote this play. The words of Titus to Lavinia when he tells

. are
her how he intends to avenge the wrong done,herAan example of

close congfidence:
rTCome, come, Lavinia; look thy foes are bound.--
Sirs, stop their mouths, let them not speak to me,

1. Titus &ndronicus, Act I, Se.i, 107-108.
2. Tbid., Act IT, Sc.iii, 168-171.
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But let them hear what fearful words they ubber.--n '
What better example of the abruptness of strong feeling can
be found\thén'Lavinia's words when she hears what Tamora and
her two sons plan for her:
®'Tig true; the raven doth not hatch a lark."a.?
And the power of monosyllables to express passionate grief is
shown by the words of young Lucius when he is called to the side
of his dead grandsire, Titus:
- "Would I were dead, so you did live again."s.
The presence of Latin words in the vocabulary of Titus
Andronicus will serve to assist us in establishing Shakespeare's
authorship of the play, especially in their use in more intel-
lectual passages and in the genepal tone of the play. In Act I,
Scene i, Marcus uses Latin words in an intellectual dissertation;
nind welcome, nephews, from successful wars,
You that survive, and you that sleep in fame!
Fair lords, your fortunes are alike in all,
That in your country's service drew your swords;
But safer triumph is this funeral pomp,
That hath aspir'd to Solon's happiness
And triumphs over chance in honourt's bed.--"4.

Saturninus also mﬁkes use of Latin words in:
"why, lords, what wrongs are thesel was ever seen
An emperor in Rome thus overborne,

‘1. Titus Andronicus, Lct V¥, Sc.ii, 167-169.

2. Ibid., Act IV, S¢.iii, 149. B. Ivid., Act 7, Sc.iii, 173.
4. Tbid., et I, Sc.i, 172-178.
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Troubled, confronted thus, and, for the extent

0f equal justice, us'd in such contempt?

However these disturbers of our peace

Buzz in people's ears, there nought hath passtd,

.But even with law, against the wilful 'sons

Of old Andronicus.®” L
It can be said, generally, about the entire play that the setting
is fictitiously Roman, and so for the most part, Latin words
predominate. Then, too, the feeling of this poem moves by and
through the ideas, and, consequently, Latin is the controlling

influence.

In these respects, Titus Andronicus is characteristically
shakespearian. '

Included &lso in 1iteréry evidence, passages that bear
marked Shekespearian characteristics should be cited.

Bassianus' words, "Romans, friends, followers,"g'are echoed

by Merk Antony in Julius Caesar in his "Friends, Romans, country-

men ..."
‘Demetrius, in talking about Lavinia, says:
nche is & woman, therefore may be woo'd;

She is a woman, therefore may be won;"

Gloster in Richard IIT speaks in similar vein about Lady Anne:

n"was ever womsn in this humour woo'g?

Was ever woman in this humour won?™

1. Titus Andronicus, Act IV, Sc.iv, 1-9. 2. Ibid., Act I Sc.i,9.
Se mlius Caesar, Act III, Scoii 75. : ) : :

4, Titus Andronicus, k¢t II, Sc.i 82, 83.

5. Richard III, Act I, Sc.ii, 228, 223.
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Also in Henry VI, Part I does the Earl of Suffolk in speaking
about Margaret: |

rFain would I woo her, yet I dare not speak:

I*'1ll call for pen and ink, and write nmy mind:"l.
Titus Andronicus, after his victorious return to Rome, spesks
as foliows:

"Hail, Rome, victorious in thy mourning weeds!

Lo, as the bark that hath discharg'd her fraught
Returns with precious lading to the bay
From whence at first she weigh'd her anchorage,
Cometh Andronicus, bound with laurel boughs,
To re-salute his country with his tears,
Tears of .true joy for his return to Rome;--ﬁz.
Temora in beseeching that her son be spared says:
nwilt thou draw near the nature of the gods?
Draw near them then in being merciful;
Sweet mercy is nobility's true badge."s.
These two speeches are similar in some respects to the famous

mercy speech of Portia in The Merchant of Venice beginning:

nphe quality of mercy is not strained;"
Other passages bear marked Shakespearian characteristics.
The concluding 1ine of Demetrius' words to his mother and his

surviving brother: 5

*po quit the bloody wrongs upon her faes."

1. I Henry VI, Act V, Sc.i,.78,79. )

2. Titus Andronicus, &ct I, Sc.i, 70-76. 3. Ibid., Act I,Sc.i,
4. The Merchant of Venice, Act IV, Sc.i, 183. - (117-119.
5. Titus Andronicus, Act I, .Sc.i, 1l4l.




is one of these, as is also the first line of Lucius' report
to his father after feeding Alarbus to the sacrificial flames:
-nSee, lord and father, how we have performed
Our Roman rites;"l.
In the opening words of Titus, in Act IXI, Scene ii, the work
of shakespeare seems apparent:
wThe hunt is up, the morn is bright and gray,
The fields are fragrant and the woods are green;
Uncouple here and let us make a bay,
And wake the emperor and his lovely bride,
And rouse the prince and ring a hunter's peal,
That all the court may echo with the noise.”™ )
Tamora's wordsvto Aaron, in Act II, Scene iii; are worthy of
shakespeare when she says:
"My lovely Aaron, wherefore look'st thou sad,

When everything doth make a gleeful boast?

The birds chant melody on every bush,

The snake likes rolled in the cheerful sun,

The green leaves quiver with the cooling wind

And make a chequer'd shadow on the ground-"S.
Marcus, in describing lLavinia after her ravishment by Chiron
and Demetrius, usés words with a Shakespearian touch:

r0, that delightful engine of her thoughts,

That blabb'd them with such pleasing eloguence,

Is torn from forth that pretty hollow cage

1. Titus Andronicus, Act I, Sc.i, 142. 2.Ibid., Act II, sc.1,1,6.
3. Tbid., Act II, Sc.iii, 10-16. - =~ - L
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Where, like a sweet melodious bird, it sung
Such varied notes, enchanting every eartn )
In the same act and scene Titus gives us further evidence that
Shakespeare wrote this play when he says:
"It was my deer, and he that wounded her
Hath hurt me more than had he kill'd me dead;
For now I stand as one upon a rock
Environ'd with a wilderness of sea, -
Who marks the waxing tide grow wave by‘wavé,
BExpecting ever when some envious surge
Will in his brinish bowels swallow’him."z.
Again Tamora speaks words that seem to be conceived by Shake-
speare in: '
‘"King, be thy thoughts imperious, like thy name.
- Is the sun dimm*d, that gnats do fly in it?
The eagle suffers little birds to sing,

And is not careful what they mean thereby,

Knowing that with the shadow of his wings
He can at pléasure stint their melody;"o.

Similarly the following words of Titus seem to be by the master:
T am not mad; I know thee well enough.
Witness this wretched stump, witness these crimson lines;
Witness these trenches made'by grief and care;
Witness the tiring day and heavy night;
>W1tness all sorrow, that I know thee well

1. Titus Andronicus, Act III, Sc.i, 82-86.
3. Ibid., Act III, Sc.i, 91-97. 3. Ibid., Act IV, Sc.iv, 81-86.
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For our proud empress, mighty Tamora.

Is not thy coming for my other hand?"l.
In conclusion another passage of shakespearisn merit is that
uptered by'anius to his son:

"Many a time he danctd thee on his knee,

Sung thee to sleep, his loving breast thy pillow;

Many a matter hath he told to thee,

Meet and agreeing with thine infancy:

In that‘respect,vthen, like a loving ochild,

Shed yet some small drops from thy tender spring,

Because kind nature doth require it so;

‘ Friends should associate friemnds in grief and woe."a'

Other passages there are throughogt the play that show evidence
of Shakespeare!s hand, but the foregoing seem to be sufficiently

representative, and can be taken to prove that Shakespeare

wrote Titus Andronicus.

Thus in every part of the literary evidence examined there
have been found sufficient facts to warrant our placing of

Titus Andronicus among Shakespeare's plays.

1. Titus Andronicus, Act ¥, Scene ii, 28-34.
2. Titus Andronicus, Act V, Scene iii, 160-168.




FACTUAL EVIDENCE.

We turn now to our discussion of the factual evidence.
This will teke the form of an examination of the opinions of
leading shakespearian scholars regarding the authorship of

Titus Andronicus. To examine, in detail, all opinions on

this matter seems unnecessary, but representative findings
m:st be considered.
Since we have, to our satisfaction, established Shakespeare

as the author of Titus Andronicus through our Study of the

historical, the social, and the literary evidence, let us see
how this premise is suﬁstantiated by Charles Xnight.

This able student of shakespeare tells us that it is
difficult to accept Hallam's opinion that "in criticism of all
kinds we must acquire a dogged habit of resisfing {estimony,

when res ipsa per se vociferatur to the contrary.” Knight

goes on to say that the res ivsa may be looked upon through
very different media by different minds, and testimony that is
clear end free from bias must be received and cannot be doggedly
resisted. Hallem's decision, that by common consent Titus

Andronicus is denied to be- Shakespeare's, is countered by

Knight's assertion that there is a school of thought that places

Titus Andronicus as a Shakespearian product in every sense.

The German criticé, he goes on to say, reject the opinion of
those Fnglish critics that refuse Shekespeare any part in writ-
ing this play, and follows by saying that the subject, therefore,
is worthy of much consideration.

Knight then presents his external evidence, and in doing

1. Literature of Rurope, vol.ii, page 385.
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so-constantly refers to the state of early English drama, the
probable tendencies of the poet's own mind when he produced
his.first drames, the position‘injwhich»hqffound himself in
respect to his audiences, the struggle which he must have had
in trying to reconcile the practical and the ideal, the popular
and thé:tfue, and, finally, the process which Shakespeare must
have employed in reaching superiority over his contemporaries.

One can easily say that the versification of Titus Andronicus

is much .inferior to that of A Midsummer Night's Dream. Titus

can be shown to rave and denounce without moving terror or pity,
and Lear to tear up the whole heart and lay bare all the hidden
springs of thought and passion that elevate madness into sub-
limity. This, Knight says, is not just criticism. First, we
mst trace relation, not likeness; and if likeness is found

in a "single trick or line™ it may be added to the evidence of
relation. Relation, too, continues Knight, may be established
even out of dissimilarity. The progress of the great intellects
of the world, traced through doubts, fears, throes, and plunges
of genius, shows that excellence in art is attained by contest
and purification. To prove this point, Knight quotes from
Franz Born who, in part, says that a mediocre nature finds
itself easily,but ihe richest and most powerful poetic nature
that the world has ever seenr could not do that. This rich
nature would naturally, through the expression of error in
song;ufinduuhat quickens the truth. Horn goes on to say that
the elegias tone of his juvenile poems reveals deep passions.

This was not eﬁoughrfor him. He very soon wanted to tell what




the world seemed to him. There are errors. it is true, but
the man who could write-Lear could not have written i¥ as a

youth. . He gave in Titus Andronicus what the world seemed to

him at the time. More could be written, at this point, from

Horn's treatment of Titus Andronicus, but it is sufficient to

say that Horn considered Shakespeare to be the author of the
play in every sense of the word. He does not give any credence
to the thought that Shakespeare might have written a part or
helped the author to revise it.

Knight also makes reference to Malone who was of the
opinion just stated. Malone based this upon Ravenscroft's
idle tradition. . Boswell was of the same opinion. In dealing
with such beliefs, Knight discusses drama briefly. He says
that drama is of the highest poetical art, because a play
"which fully realizes the objects of a scenic exhibition re-
gquires-a nicer combination of excellencss, and involves higher
difficulties, than belong to any other species of poetry."l.
If the qualities of invention, power of languaege, end versifica-
tion be equal in two men, and one devote himself to dramatic
poetry, the other to narrative poetry, the former is more likely
to fail than the latter. Dialogue, and especially the imagery,
of a dramatic poef are secondary to the invention of the plot,
the management of the action, and the conception of the char-
acters. Language is merely the drapery of the beings that the
dramétic poet's imagination has created. They must be placed

by the poet in the various relations which they must meintain

1. The Pictorial Edition of the Works of Shakspere.
Edited by Charles Xnight. The Second Edition, Revised.
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through a long and often complicated action. The poet must see
the whole action vividly, as it would appear to an audience,
and the pantomime must be acted over and over in his mingd,
before the actors are given voice. . When this is done and the
contradictions removed, the obscurities cleared, the interest
prolonged, and the catastrophe matured, the design is complete.
One of the reasons for Shekespeare's superiority over his con-
temporaries, to continue with Knight, is his power of combin-
ation by which the‘action of his drama is constantly sustained.
In the works of his contemporaries, with few exceptions, the
action flags or breaks down into description, or is carried off
by imagery. Xnight names Christopher Marlowe and Philip
Massinger as the best of shakespeare's contemﬁoraries, and he
says that they do what Shakespeare never does -- speak from the
mouths of the puppets. When this happens, characterization is
lost and action is forgotten. Shakespeare, according to Knight,
was not a line-maker, and, therefore, it is absurd to think

that shakespeare added here and there to Titus Andronicus. The

passages, that Malone thought were Shakespeare's and marked with
inverted commas, could not have been written except by the man
who conceived the action and the characterization. To sub-
stantiate,fhis; Kﬂightrdiscusses the character of Tamora. He
thinks that Tamora is the presiding genius of the piece. Strong
passions, ready wit, perfect self-possession, and a sort of
orieﬁtal imagination place her apart from ordinary women. It

is from her lijs that mich of the poetical language of the play

comes: Some. examples are: .
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"The birds chant melody on every bush; -
The snake lies rolled in the cheerful sun;

- The green leaves quiver with the cooling wind,
And make a chequer!'d shadow on the ground:
Under their sweet shade, Aaron, let us sit,
And-ﬁhilst the babbling echo mocks the hounds,
Replying shrilly to the well-turn*d horms,

As if a double hunt were heard at once,--’
Lot us sit down."

."A barren detested vale, you see, it is:

The trees, though summer, yet forlorn and lean,
O'ercome with moss and baleful misseltoe.

Here never shines the sun; here nothing breeds,
Unless the nightly owl, or fatal raven.

And, when they show'd me this abhorred pit,

They told me, here, at dead time of the night,
X thousand fiends, a thousand hissing snakes,
Ten thousand swelling toads, as many urchins,
Would make such fearful and confused cries,

As any mortal body, hearing it, 5
Should straight fall mad, or else die suddenly."

"Xing, be thy:thoughts imperious like thy name.
Y¥s the sun dimm'd, that gnats do fly in it?

The eagle suffers little birds to sing,
.And is not careful what they mean thereby;

1. Titus Andronicus, Act II, Scene iii, 12-20.
2. Titus Andronicus, Act IY, Scene i¥i, 93-104.




Knowing that, with the shadow of his wing,
He can at pleasure stint their melody."'.
*Know thou, sad man, I am not Tamora;
She is thy enemy, and I thy friend:
I am Revenge; sent from- the infernal kingdom,
To ease the gnawing wvulture of thy mind,
By working wreakful vengeance on- thy foes.
Come down, and welcome me to this worldts light."z.
‘Malone merked the'first two of these as additions made by
Shakespeare. RKnight claims:thet, had he used Malone's theory,
he would have marked the others and more, too, of the lines
spoken by Tamora. Furthermore, Knight holds that the lines
could not have been produced, according to Maione's theory,
even by Shakespeare. Poetry, and especially dramatic poetry,
cannot be regarded as a bit of joiner's work. The lines quoted
are not to be listed amongst Shakespeare's highest, but they
could not have been produced except under the full swing of his
dramatic power. Continuing, Knight states that it would be
equally just to say that the well-defined traits of cheracter,
vhich stand out from the physical horror of the play, were
superadded by Shakespeare to the work of a less able men. iaron,
the Moor, is a viilain or a fiend, and is to be detested, dbut
_shakespeare makes him human when he shops his affection for his
child in these words:
Qcome on, you thick-lipp'd slave, I'll bear you hence;

1. Titus Andronicus, Act.IV, Scene iv, 81-86.
2. Titus Andgonicus, Act Vv, Scene ii, 28-33.




For it is you that puts us to our shifts:
I*1ll make you feed on berries, and on roots,

- And feed on curds and whey, and suck the goat,
And cabin in a cave; and bring you up
To be & warrior and command & camp." )

Knigﬁt asks 1f Shakespeare could have added theseclines in mend-
ing another mants work, and adds that such a system would do
for an article but not for a play. He further wants to know if

Shakespeare put these lines:

"Ccome hither, boy; come, come and learn of us

To melt in showers: Thy grandsire lov!'d thee well:

Manj-a time he danc'd thee on his knee,

Sung thee to sleep, his loving breast thy pillow;

Meny & matter hath he told tq'thee,

Meet and agreeling with thine infancy;

In that respect then, like a loving child,

Shed yet some small drops from thy tender spring,

"Because kind nature doth require it so.m )
into the mouth of ILucius, when he calls his son to weep over
the body of Titus. Xnight tells us that Malone did not mark
- these at all, and suggests that they are too simple to be in-
cluded in his poeéical gems. Xnight continues that they are .-
full to overflowing of those deep thoughts of human love which
the great poet of the affections has sent into so many loving
hearfs. Knight informs us that Malone marks with commas the

1. Titus Andronicus, Act IV, Scene iii, 175-180.
2. Tbid., Act 7V, Sceme 111, 160-168.




addresérththe tribunes at the beginning of the third act. The
lines are lofty and rhetorical; a poet who had undertaken to
add -set speeches to another man's characters might have added
these. But Malone does not mark one line which has no rhetoric
in it and does not look‘likelpoetryf The o0ld man has given his
hand to the treacherous Aaron to save his sons' lives, but the
messinger brings him the heads of his sons. Marcus and Lucius
burst into passion. Titus, for some time, does not speak, and
when he does, speaeks only one line:

"When will this fearful slumber have an end?"l. _
Knight doubts that such a line was made to order. KHe says that
the. .pael whouwrote:that line conceived the whole situation.

From this point Knight continues with a dissertation on

the evidence of Shakespearian versification in Titus Andronicus.

He discards Malone!s theory on the matter as a fallacy, and,
although it does, like Henry VI, want the
2.
- "Linked sweetness long drawn out®

of later plays, Knight says that so, too, do The Two Gentlemen

of Verona and The Comedy of Errors. In part, he goes on to say

that after the first scene of Titus Andronicus, in which the

author sets out with the stately pace of his time, we are carried
away, by the powef of the lenguage, the variety of the pause,

and the freedom with which trochees are used at the ends of lines,
to forget that the versification is not altogether upon the best
Shakéspearian‘model. The instrument is there, but the performer
has not fully realized its scope and power.

;,1,vTitué‘Andronicus, Act‘III,IScene'i, 253.
2. L'Allegro, John Milton, 140.
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" Knight refers again to Horn, and this time mentions Horn's

remark on the languege of Titus Andronicus. According to this

Shakespearian scholar we first of all recognize with praise

the almost never-wearying power of the language. Shakespeare
does not resort to feeble Ohs! and Ahs! as do many of the French
and German tragedians, who have their princes and princesses

satisfy themselves to silence with Helas! Oh Ciel! 0 Schicksall

and similar cheap outcries. Shakespeare, for every degree of
pain, knew how to give the right tone and the right colour. In
the bloody sea of this drama, in which men scarcely keep them-
selves afloat,vthis! without doubt, in Horn's estimation, must
have been difficult. Knight continues that other o0ld English

dramatists had the same power as. the author of Titus Andronicus

of grappling with words befitting situations, but their be-
setting sin was the constant use of "huffing, braggart, puft®
language, which Shakespeare did not use in dramas, which all
agree to call his, and of which there is a very sparing portion

in Titus Andronicus. There was, at every turn, a temptation to

.use such langusge, but when Titus kills Mutius, the young man's

brother says:
"My lord, you are unjust."l.
and when Marous eﬁcounters his mutilated niece there is much
poetry but no raving. Then in his crowding agony Titus utters:
ﬁWhy, T have not another tear to shed.m" )
Next, Knight deals with the assumption that Shakespeare

has given us no other tragedy constructed upon the principle

1. Titus Andronicus, Act I, Sc.i, 203. 2.Ibid., Act III, Sgéi,
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of Titus Andronicus. He says that we cannot be sure of this
because we do not know what the first Hamlet was. Whén the
quarto of 1603 is compared with the finished play, we are able
to study the growth of shakespeare's command of language, his
dramatié skill, the higher qualities of his intellect, his
profound philosophy, end his wonderful penetration of what is
most hidden and obscure in men's characters and motives. In

the sketch of 1603 all the action of the perfect Hamlet is to

be found, but the profundity of the character is absent. There
is little of the thoughtful philosophy or of the morbid feelings
of Hamlet. Knight, however, suggests that we imagine an earlier
sketoh in which that wonderful creation of Hamlet's character
may have been still more unformed and in whicﬁ the poet may
have simply proposed to exhiblit in the young man a desire for
revenge combined with irresolution or even madness. Knight
suggests thet if we make a common dramatic character the tragedy
becomes &8 tragedy of blood. It does not offend us now, softened
and almost hidden in the atmosphere of poetry and philosophy
that surrounds it. If we look at it merely with reference to
the action and to the materials of which it 1s made, we find a
ghost described, a ghost appearing, a play within a play, and
that a play of mufder, Poloni¢gus killed, the ghost again,
Ophelia mad and self-destroyed, the struggle between Famlet and
Laertes at the grave, the queen poisoned, Laertes killed with
a'poisoned sword, the king killed by Hamlet, and, finally,
Hamlet's deatﬁ.l No wonder Fortinbras exclaims:

1.
"This quarry cries on havoc.™
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Knight concludes his evidence by referring to another early
Shekespearian tragedy, Romeo and Juliet. He mentions the belief

that there was an earlier sketch of it than the one published

in 1597. It may be said, according to Knight, of the deliclous
poetry that it makes the charnel-house "a feasting presence

full of light." Ee suggests, on the other hand, that we imagine
a Romeo and Juliet conceived in the immaturity of the young

Shakespeare's power -- a tale of love but surrounded with horror.
There is enough for the excitement of an uninstructed audience:
the contest between the houses, Mercutio killed, Tybalt killed,»
the apparent death of Juliet, Paris killed in the church-yard,
Romeo swallowing poison, Juliet stabbing herself. The marvel

is that the surpassing power of the poet should meke us forget
that Romeo and Juliet can present such an aspect. All the ‘

changes, which we know Sheakespeare made in Hamlet and in Romeo

and Juliet, were to work out the peculiar theory of his mature

judgment -~ that the terrible should be held, as it were, in
solution by the beautiful, so as to produce a tragic consistent
with pleasurable emotion.

By the foregoing evidence Knight leaves no:ldoubt about
Shakespeare's anthorship of Titus Andronicus.

Let us now examine briefly Verplenck's treatment of Titus

Andronicus in regard to its.&uthor.

This Shakespearian scholar begins by saying that a greet
majority of English Shakespearisn editors, commentators, and
critics,-inclﬁding some of the highest names in literature,

have agreed in rsjecting this bloody and repulsive tragedy as
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wholly unworthy of Shekespeare and therefore, erroneously
ascribed to him.  Yet the external evidence of his authorship,
which is the same as that presented previously as Historical
Evidence, and will not be outlined again, according to Verplanck,
is exceedingly strong, and, although thrown asidé by a host of
critics without any plausible attempt to explain how the error
arose and why it prevailed so generally and so long, cannot be
disposed of so easily. The argument rests almost entirely upon
the apparent inferiority of this play of accumulated physical
horrors to the alleged author's other tragedies, and its
difference from their style and versification, so great as to

be judged incompatible with their proceeding from the same author.
Verplenck offers his opinion that it is unphiiosophical and in
contradiction to the experience of literary history, to reject
all external evidence as being incompetent to oppose the
internal indications of taste, talent, and style. To uphold
this opinion Verplanck refers to Sir Walter Scott's last novel
which shows no want of learning and of labour. It, claims
Verplanck, would be ejected from his works on account of its
fatal inferiority to all his other prose and verse, had his
biographers chosen, from any reason of delicacy, to wveil from

us the melancholytcause of its inferiority, in the broken spirits
and flagging intellect of its admirable author.

Verplanck continues in this vein by adding that it is
possible t0 enumerate several of Dryden's works which would
hardly stand this test of suthenticity; but it will be enough
to mentfon his deplorable and detestable tragedy of Amboyna,
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written in the meridian of his faculties, yet as bloody and

revolting as Titus Andronicus, and far more gross, and this

without any redeeming touch of genius or feeling.
This rule, Verplanck suggests, should be sparingly applied
more especially to the juvenile efforts of men of genius. He

refers to Jonson's mention of Titus Andronicus in his Induetion

to Bartholomew Fair which places the writing of Titus Andronicus

at- the time when Shakespeare was scarcely twenty-one years of
age, if not still a minor. He goes on then to mention Hours of
Idleness by George Gordon, Lord Byron, published when the author
was but twenty. Lord Byron's education and precocious acquaint-
ance with the world had given him far greater advantages for
early literary exploit than Shakespesare Gould-have possibly
enjoyed; yet, claims Verplanck, it is no exaggeration of the
merits of Titus Andronicus to say that, with all its defects,

it approximates more to its author's after excellence than the
commonplace mediocrity of Byron's juvenile efforts to any of
his works by which his subsequent fame was won. Swift's poor

Pindaric Qdes, written after he had attained manhood, might be

denied to be his for the same or simllar reasons, as differing
in every respect, of degree and kind, from the talent and taste
he afterwards exhibited -~ as too extravagant and absurd to
have been written by the author 6f the transparent prose, strong
sense, and sarcastic wit of Gulliver; and equally incompatible
with.the mind of the inventor of that agreeable variety of
English verse, in its lightest, easiest, simplest dress

"which he was born to introduce;
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 Refined 1t first, and showed its use.' -

' Verplanck goes on to say that critics have vied with one
another in loading this play with epithets of contempt. EHe,
himself, feels that, as compared with the higher products of
drematic poetry, it has little to recommend it. But in itself,
and for its times, it was very far from giving the indication
of an unpoetical or undramatic mind. Verplanck offers as proof
of this that it was long a popular favourite on the stage. It
is full of defects, but these are precisely such as a youthful
aspirant, in an age of authorship, would be most likely to
exhibit -- such as the subjection to the taste of the day, good
or bad, and the absence of that dramatic truth and reality
which some experience of human passion, and oﬁsernation of life
and manners, can alone give the power to produce.

Verplanck continues with his examination of Titus Androniars.

He terms it a tragedy of coarse horror, but he says that it was
in the fashion and taste of the times, and, accordingly, stands
in the same relation to the other popular dramas of the age
that the juvenile attempts of Swift and Byron do to the poetry
of their day which had excited their ambition. But it differs
from their early writings in this, that while they fail very
mich below their ﬁodels, this tragedy is at least equal to the
6nce admired tragedies of Peele and Kyd, and if inferior in
degrge and power,'yet not of en inferior’class'to the scenes of
Marlowe and Green, the modals of dramatic art and genius of
their times;*fmheatrical audiences had not yet been taught to te
thrilled mwith grateful terrorn without‘the presence of physical
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suffering; and the author of Titus Andronicus made them, in

Macbeth's phrase, "sup full with horrors." He gave them stage
effect and interest such as they liked, stately declamation,
with some passages of truer feeling, and others of pleasing
imagery. It is not in human nature that a boy author should be
ab;e to dévelop and portray the emotions and passions of Lear
and Tago. It was much that he could raise them dimly before
*his mind*s eye", and give some imperfect outline and fore-
shadowing of them in Aaron and Andronicus. He who could do &ll
this in youth and inexperience, might, when he had found his

own strength, do much more. The boy author of Titus Andronicus,

in Verplanck's opinion, might well have written King Lear
twenty years later. _ )
Continuing, Verplanck explains that the rather scant

resemblance -of diction and versification of Titus Andronicus

to after works may also be a&scribed to the same cause. We do
not need the experience or suthority of Dryden to prove that
the mastery of "the numbers of his mother tongue" is one of the
‘gifts which "neture never gives the yougg."

The young poet, born in an age and country having a culti-
vated poetic literature, good or bad, must, until he has formed
his own ear by.préctice,;and thug t00 by practice made his
language take the impress4andtcoiour of his own mind, echo and
repeat the tune of his instructoré. This may be observed in
Shakéspeare's‘earlier comedies; and, to Verplanck's ear, many

lines and passages of Titus Andronicus, such as the speech of

ramora in Act IT, Scene ii, beginning "The birds chant melodies
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in every bush®", and in the same scene the lines from the same
person beginning. "A barren detested vale.you see it .is," recall

the rhythm and taste of much of the postry of The Two Gentlemen

of Verona. The matchless freedom of dramatic dialogue and

emotion, and of lyricel movement -- the grand organ swell of
contemplative harmony, were all to be afterwards acquired by
repeated trial and continued practice, The versification and

melody of Titus Andronicus are negrer to those of Shakespeare's

two or three earlier comedies, thinks Verpianck, than those

are to the solemn harmony of Prospero's majestic morality.
Verplanck continues by saying that he cannot find, in

Titus Andronicus, any proof of the scholar-like familiarity

with Greek and Romen literature that Steevens asserts it to
contain, and, .therefore, to be as much above Shakespeare's

reach in learning as beneath him in genius. This lauded
scholarship does notgo beyond such slight schoolboy familiarity
with the more popular Latin poets read in schools, and with its
mythology, and some hackneyed scraps of gquotation such as the
poet has often shown elsewhere. The neglect of all accuracy of
history, and of its costumes, the confusion of ancient Rome
with modern and Christian habits, are more analogous to Shake-
speare's own-irreéuler acquirements than to the manner of a
regularly trained scholar. To add proof to his findings Ver-
planck quotes Eallem as saying &£ the undisputed Roman tragedies
that»ittis evident that Roman character end Roman mauners are .
not exhibited in them with the precision of a scholar. If this
be true of the historical dramas composed in the fullness of the
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poet's knowledge and talent, Verplanck thinks that the same

sort of defects will be ‘found in Titus Andronicus and carried:

to greater excess. The story is put together without any
historicel basis or any congruity with any period of Roman
history. The Tribune of the people is represented as an
efficient popular magistrate, while there is an elective yet
deSpot;c emperor. The personsges are pagans appealing to Apollo,
Pallas, Juno, or Mercury, while at the beginning of the play we
£ind a wedding conducted according to the Catholic ritual with
rpriest and holy water,"l.and tapers that "burn so brighti"zo
and at the end an‘algusion to a Chriétian funeral, with burial
and fmourning weeds"a.and"mournful bell."4.

" For all these reasons Verplanck is so far from rejecting
this play as spurious that he regards it as a valuable and
curious evidence of its author's -- sShakespeare's --intellectual
progress.

Further examination of the findings of pro-shakespearian
scholars seems unnecessary, but in justice to those who, in

their opinions, thought Shakespeare had nothing to do with
Titus Andronicus, and those who thought that he merely added

to the play, we should examine the words of some that are
representative-ofzthese,two groups.

~ rthe judgment of the first of these groups is given by
Johnson who says, in part, that all the editors and critics
agreé in supposing this play to be spurious. He adds that he

1.Pitus Andronicus, Act I, Sc.i, 323. 2.Ibid., Act I, Sc.1,324.
3. Tbid., Act V, S0.11i, 96. 4. Tbid., Act V, Sc.iii, 97.
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sees no reason for differing from them because the colour of
the style is wholly different from that of other plays, and he
goes on to say that there is, in the play, an attempt at regular
versification and artificial closes, not always inelegant, yet
seldom pleasing. Ee thinks the barbarity of the scenes and the
generﬁl massacre which are exhibited can scarcely be conceived
tolerable to any audience, yet we are told by Jonson that they
were not only borne but praised. Thet Shakespeare wrote any
part of it, though Theobald declares it incontestable, Johnson
sees no reason for believing. The treatment of Knight and the
treatment of Verplanck refute quite definitely what Johnson has
to say.

Hallam who also believes that shakespearé had nothing to

do with Titus Andronicus says that the play is, by common

consent, denied to be in any sense a production of Shakespeare.
Very few passages, in fact, Hallam thinks not one, resemble
Shakespeare's manner. Xnight again has disposed of this
opinion very ably. '

To this second group, also, belongs Dowden. Ee says that,
regardless of the strong external evidence of Meres and of

Heminge and Condell, it is difficult to admit Titus Andronicus

to the period of Shakespeare's tentative dramatic efforts. He
says that this tragedy belongs t6 the pre-shakespearisn school

of bloody dramas, and, if any portion of it be. from Shakespeare's
hand;'it"merely shows that there was a period of Shakespeare's
authorship when he yielded to the popular influences of the

day and hour. Dowden‘feelskthat:othér,early writings of
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Shakespeare will not let him believe that Shakespeare himself
entered with passion or energy into the literary movement

which the Spanish Tragedy of Kyd may be taken to represent.

Continuing, Dowden thinks that the supposed sturm and drang

period:of Shakespeare's artistic career exists only in the
imagination of his German critics. Dowden is of the opinion
that the early years of shakespears's authorship were years of
bright and tender play of fancy.and of feeling. If an epoch
of storm and stress arrived at any period, it was when Shake-
speare's genius had reached its full maturify»and Lear was a
product of that period. But, if the storm and stress were
prolonged and urgent, shakespeare possessed sufficient power
of endurance, and had obtained sufficient grésp of the strong
sure roots of life to save him from being borne away into the
chaos or in any direction across the borders of the ordered

realm of art. Upon the whole, concludes Dowden, Titus Andronicus

may be disregarded. Again, however, it can be said thet the
evidence so far examined favouring Shakespeare's authorship of

Titus sndronicus is sufficiently strong to cast this testimony

of Dowden's aside with the other of the anti-Shakespearian
school.
In the seconé group, already represented in this treatise
. by Ravenscroft and Malone whose evidence in both cases has been
blasted by thqt of Knight and Verplanck, is a man by the name
of Sfokes. He tells us that Meres' mention of Shakespeare in

connection wifh Titus Andronicus places the subject of author-

ship beyond doubt, but he feels that the classical allusions
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and the peculiar words compel us to adopt Ravenscroft's tra-
dition that it is only an old play revised by Shakespeare. e

is not able to tell us in what year the revision took place,

but adds that it must have been before 1598, when Meres
mentions it. The members of this group do not, like the others,
disregard Mere's evidence, but they are strongly entrenched in

their belief that Shakespeare merely added to Titus Andronicus.

Knight's tredtment of the theory that is given credence by such
scholars has been written at length elsewhere so that 1t seems
unnecessary to again enunciate it. Suffice it to say that it
does not seem possible that superimposed speeches and passages

can be detected in Titus Andronicus. It is the work of one man,

william Shakespeare.
Thus the factual evidence establishes more firmly our

findings that Titus Andronicus was written by Shakespeare.




CONCLUSION.

The conclusion can be stated briefly. William Shakegpeare

wrote Titué‘Androhicus. No further reiteration of evidence is

necessary; the rihdings point conclusively to Shakespeare's
authorship and are held together by the three-fold cord of
testimony - Langbaiﬁe's word for it that it was acted and
printed in‘l594; Mere's mention of it in 1598; and its inclusion
in the firét folio of 1623 by Heminge and Condell.
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