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FORWARD

The times we are living in are times of polarity and as we struggle to make sense of
the extremities of violence in the world, extremities manifested by an insistence upon
black and white, right and wrong, it becomes clear that we need to embrace paradox
or at least commit ourselves to the evolution of consciousness.

In the court world of As You Like It the tyranny of polarity rules and in order to live a life
free from tyrants, collusion and spin-doctoring, the characters are forced to flee into the
forest. In this refuge they have the opportunity to experience life from a different
perspective: an organic, natural environment governed by the feminine principle. A place
where in the spirit of reconciliation a profound healing can take place, a place where
different perspectives are respected, a place of autonomy and communion, a place where
a new consciousness can arise.

Shakespeare the poet offers us the opportunity to change our consciousness and in
the words of Peter Brook ‘to open a burning mystery.’

‘a human being is only half alive if their life on the realistic, outer plane does
not have the full assent and co-operation of their life on the mystic plane.’
Ted Hughes
Shakespeare And The Goddess Of Complete Being

LINDY DAVIES
DIRECTOR
As You Like It
July 2003
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ABOUT THESE NOTES

The first performance of Bell Shakespeare’s As You Like It was 12 August 2003 at
The Arts Centre – Melbourne. The text used for this production and in these notes is
The Everyman Edition (1997). Audiences may notice slight truncations or text
differences which have arisen from the creative interpretation process of this
company.

It is suggested that teachers take students through Lessons One and Two as an
introduction to the play before seeing it. This will enhance and enrich their
understanding of the production and foster post production discussion.

For more advanced students, Lessons Three and Four will serve as excellent
comparative analysis of the themes and dramatic character devices used by
Shakespeare in As You Like It and elsewhere in the other Shakespeare texts with
which the senior students may be familiar or may be studying for coming exams.
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SHORT SUMMARY

This is a play about transformation, loyalty and moral courage. It is also about
rebellion.

Celia runs away from home fleeing her tyrannical father and pledging her loyalty to
her banished cousin Rosalind. Before they are forced to leave the court, Rosalind
and Celia watch a wrestling match, and Rosalind is suddenly smitten by the young
victorious wrestling champion, Orlando. Their lives are transformed by this
encounter.

In search of sanctuary with Rosalind’s father, the banished Duke Senior, and his
followers, the two cousins don disguises, escape the world of the tyrant Duke
Frederick and enter the magical world of The Forest of Arden.

Subsequently, Orlando learns that his wicked brother, Oliver, plans to burn him to
death, so he too flees the court for the forest accompanied by his loyal servant
Adam.

It is in the forest that Orlando and Rosalind meet again; but Orlando does not
recognise his new love Rosalind, for she is disguised as a man. Rosalind puts the
unwitting Orlando through many tests to measure his worthiness as a lover and as
‘Ganymede’ she experiences the freedom of maleness, of life and relationships away
from ordered society and the freedom to just be herself.

The journey takes them all into a world of changed perspectives and gives them the
opportunity to view their lives from a different point of view.

By the play’s end, Oliver has also ventured into the forest and is completely
transformed by love for Celia, the wicked Duke Frederick relinquishes his edict of
banishment upon his brother Duke Senior, Rosalind and Orlando are married with
Celia and Oliver, Touchstone and Audrey, and the shepherds, Phebe and Silvius.

The play is about taking responsibility for the impact of our behaviour upon others
and the power of transformed perspectives. The characters become empowered
through standing up for their beliefs and by being brave enough to venture into the
unknown.
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LESSON 1
AN INTRODUCTION TO THE PLAY by Neville Harrison

Frederick has usurped the Dukedom of his older brother who, with a retinue of faithful
followers has fled to exile in The Forest of Arden, for life at court is now characterised
by tyrannical rule and harsh authority. The grasping, aggressive seeker- after- power
thrives and the virtuous are despised.

Rosalind, daughter of the old Duke has been kept at court because of her friendship
with Celia, Frederick’s daughter, but her virtue, kindness and sincerity ignite
Frederick’s hatred so she too is cast out. Unselfishly, Celia flees with her and to
alleviate the danger of two women travelling together, Rosalind disguises herself as a
man, taking the name of Ganymede; Celia poses as ‘his sister’ Aliena. Touchstone,
the court clown, accompanies them and these three find their way to The Forest of
Arden.

So too does Orlando, a worthy, personable and naïve young man, a strong and
skilled wrestler, who met Rosalind at court. They met only once but their tender,
tentative words evince love at first sight. Orlando flees to the forest accompanied by
an elderly servant, Adam, for his life is in danger at the hands of his elder brother,
Oliver, again apparently for no greater reason than Orlando’s virtue and desire for
freedom from servitude to his brother.

These three groups of exiles meet in the forest, where they also meet some of the
local inhabitants, among them the goat-herder, Audrey; the shepherds, old Corin and
young Silvius; the shepherdess, Phebe with whom Silvius is deeply in love but who
spurns him, falling quickly in love with Ganymede.

In this sunlit, pastoral comedy we are entertained not so much by incident but rather
by conversations which illuminate personality, attitudes and attributes, foibles and
failings of human beings who have been removed from a situation in which they were
in mortal danger through the inhumanity of man. Now the dangers are physical
privations of nature, of ‘winter and rough weather’, and though these might be real
enough, the new inhabitants of the forest find the ‘holiday’ air of the simple pastoral
life much to their liking. They converse, contemplate, reflect, fall in love and resolve
apparent dilemmas brought about by humorous disguise and affectionate deception
as the hazards of winter give way to the fertility promised by blossoming spring.

We can be enchanted by Rosalind, one of Shakespeare’s most delightful heroines.
She is intelligent, capable, warm-hearted, witty and she holds in perfect balance
seriousness and fun, thoughtful action and bubbling enthusiasm. She is deeply in
love but her head is never deluded by her heart. Indeed, in her manly disguise and
through her innate understanding of persons and personalities, she is able to lead
Orlando to overcome his ridiculous excesses without making him appear ridiculous in
his own eyes. In disguise she educates him in the ways of love and points up for him
the foibles of men and women, overcoming his naivety without harming his idealism.

Orlando, when first arriving in the forest, acts foolishly by hanging doggerel on trees
to express his love for Rosalind. He brings with him the suspicion and aggression of
the court when he intrudes roughly into the old Duke’s forest feast, thinking that the
only way to obtain food for Adam and himself is to take it by force. But the dwellers
there, through their skill and kindness bring him to the point whereby, later, when his
brother, Oliver, is in great danger in the forest, Orlando is able to rescue him. He
saves his brother from a snake and a lioness; he saves him not only physically, but
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symbolically he saves him both morally and spiritually. Orlando ultimately makes it
possible for Oliver to recognise and regain his own inherent worthiness.

There is magic in the forest and we shall consider more of this notion in Lesson 2.
Suffice it for now to say that love blossoms and burgeons in the forest and at the
play’s end we have four pairs of lovers who have each come to love by a different
route. We have doubts only about Touchstone, whose motive for marrying seems
little more than physical gratification, but, on the other hand, we know that his words
do not always express his real thoughts - a conversation he has with old Corin on the
relative merits of the courtly and the pastoral life giving evidence of this.

There is another character whose words we must take with caution. Jaques, a
courtier, who went into exile with the old Duke, affects cynicism and melancholy. He
appears to despair of the human race yet he undoubtedly loves people. For all his
cynicism, he feels deeply. His words which seemingly denigrate the failings of human
nature and even the futility of existence in his famous ‘Seven Ages of Man’ speech
and elsewhere, are given the lie by all he sees about him, and Jaques is aware of it.

The time comes when order is restored and the old Duke and his retinue must return
to court. Jaques alone will not return. He will remain in the forest and we may
conjecture why.

In happy resolutions, Rosalind and Orlando are united as she puts aside her
Ganymede disguise. The old Duke finds his daughter and regains his Dukedom, for
the usurper, Frederick coming to the forest to kill his elder brother, meets “an old
religious man” and is “converted”, restoring the dukedom to its rightful ruler. Oliver
has proven himself worthy to gain the love of Celia, that constant and loyal
companion to Rosalind. Silvius wins his Phebe, now cured of love’s folly by the skill
of Rosalind, and Touchstone’s “loving voyage” with Audrey will perhaps be short but
while it lasts, it will undoubtedly be sweet.

OBSERVATION AND DISCUSSION
• The students might like to discuss the symbolism of the season changes in

the forest. What do they represent? After seeing the production they might
like to discuss how designer and director actualised these season changes.
How were they technically realised? How effective were they, and what
contribution did this make to the theatrical experience of mood, character,
plot and human understanding of what the characters went through in the
course of the play?

• What are the possibilities for realising the notion of magic in the forest in
this play? Before seeing the production, what design ideas can the
students offer? Later, post production discussion on how the director and
designer achieved this, if at all, might be interesting?
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A LOOK AT SOME CHARACTERS

ROSALIND
Professor Harold Bloom, a severely objective Shakespearean authority and critic,
whose writings can sometimes be tinged with cynicism and who can rarely be
accused of effusiveness, makes no bones about his feeling for Rosalind. In his
Shakespeare – The Invention Of The Human he unashamedly declares his love for
her. He declares that:

…a great role like Rosalind’s is a kind of miracle: a universal perspective
seems to open out on us. If Rosalind cannot please us, then no-one in
Shakespeare or elsewhere in literature ever will. p. 204

To him she is ‘vital and beautiful, in spirit, in body, in mind’. Her ‘glory… is her
confidence… that things will go well’, she exudes ‘wit and wisdom’ and she is ‘the
most remarkable and persuasive representation of a woman in all Western literature.’

We meet her in conversation with Celia Act 1 Scene 2, somewhat sad at the memory
of her father’s banishment but immediately she brightens to Celia’s sympathy and
putting aside her own melancholy she “will forget the condition of my estate, to
rejoice in yours”, for Celia has succeeded her as heir to the Dukedom. Celia, for her
part quickly declares that she will in due course have Rosalind reinstated as heir. In
the same scene, Rosalind meets Orlando as he prepares for a wrestling match. The
two ladies are fearful of the outcome and attempt to dissuade Orlando from the
match. Significantly, after they fail to do so, Rosalind is silent as Celia and others
carry the conversation. Rosalind’s silence is undoubtedly through apprehension for
one who has aroused her feelings, and when Orlando triumphs, her initial inklings of
love are subtly yet deliciously expressed. She gives him a neck chain and asks him
to:

Wear this for me: one out of Suits with Fortune
That could give more, but that her Hand lacks Means.
Act 1 Scene 2, 236-7

and

Sir, you have wrestled well, and overthrown
More than your Enemies.
Act 1 Scene 2, 244-5

Rosalind is soon afterwards banished from the court and even in ejecting her, Duke
Frederick’s words in explanation to Celia sound out as praise for Rosalind:

She is too subtile for thee, and her Smoothness;
Her very Silence, and her Patience
Speak to the People and they pity her.
Thou art a Fool; she robs thee of thy Name,
And thou wilt show more bright and seem more virtuous,
When she is gone:
Act 1 Scene 3, 81-86
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Celia chooses self-imposed exile accompanying her cousin to The Forest of Arden,
indeed it is Celia who suggests the destination. Arriving weary in body and spirit, it is
Rosalind who rouses her companions.

I could find in my Heart to disgrace my Man’s
Apparel, and to cry like a Woman: But I must
comfort the weaker Vessel, as Doublet and Hose ought
to show itself courageous to Petti-coat; therefore
Courage, good Aliena.
Act 2 Scene 4, 4-8

We meet Rosalind next as she discovers from Celia the identity of the lover who has
been hanging love verses on forest trees. Celia is quickly confident that it is Orlando
for who else could wear “ a chain, that you once wore, about his neck.” She cannot
hide her exuberance and delight:

Good my Complection, dost thou think,
though I am comparison’d like a Man, I have a
Doublet and Hose in my Disposition? One Inch
of Delay more is a South Sea of Discovery. I
prithee tell me who it is quickly, and speak
apace. I would thou couldst stammer, that thou
might’st powre this conceal’d Man out of thy
Mouth, as wine comes out of a narrow-mouth’d
Bottle: either too much at once or none at
all. I prithee take the Cork out of thy Mouth,
that I may drink thy Tidings.
Act 3 Scene 2, 204-214

When Celia declares that it is indeed Orlando, Rosalind’s excitement flows out in a
joyous torrent of questions:

Alas the Day, what shall I do with my
Doublet and Hose? What did he when thou saw’st
him? What said he? How look’d he? Wherein went
he? What makes he here? Did he ask for me?
Where remains he? How parted he with thee? And
when shalt thou see him again? Answer me in
one Word.
Act 3 Scene 2, 232-238

ORLANDO
Although the youngest son of the late courtier Sir Rowland de Boys, Orlando has
been virtually kept hidden as these words to his elder brother Oliver indicate:

My Father charg’d you in his Will to give
me good Education: but you have train’d me like a
Peasant, obscuring and hiding from me all
Gentleman-like Qualities.
Act 1 Scene 1, 70-73

Indeed Orlando is unknown to the new Duke Frederick; he has to introduce himself
after his successful wrestling bout. Although easily overlooked, for the words pass
quickly early in the play, what Orlando says is significant. His true worth is obscured.
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He is uneducated, naïve, strong and skilful of arm, but out of his depth at court. Yet
even before his wrestling match he wins the sympathy of Rosalind and Celia. There
is an innate nobility, as he is of high birth, and Rosalind recognises this, perhaps
even from their first meeting. So her ‘education’ of Orlando in her disguise as
Ganymede is not only an education in the ways of love but also an education in the
ways of life. Not only will Orlando gain his Rosalind and come to her as an ‘almost’
equal (for few characters in Shakespeare can claim to be Rosalind’s equal), but he
will first forgive and then save his brother from physical and moral danger.

ROSALIND AND ORLANDO
There can be little doubt that the great glory of this play is Act 4 Scene 1 in which
Rosalind with her masterful wit and wisdom develops a naïve young man and lover
into a nobleman and responsive, responsible lover.

The education process evolves in three stages: in the first stage, Act 4 Scene 1, Line
25 onwards in a total of forty lines, Orlando utters only 35 words. They are:

• Good day and happiness dear Rosalind.
• My fair Rosalind, I come within an hour of my promise.
• Pardon me dear Rosalind
• Of a snail?
• What’s that?
• Virtue is no horn-maker; and my Rosalind is virtuous.

These are hardly the words and responses of a man of the world. But they have been
conversing on the generalities of love and in the second stage, Act 4 Scene 1, 65-
103, it is specifically love for Rosalind that is the centre their conversation. It is still
Rosalind who leads, but Orlando is more fluent in revealing his feelings than was the
poor poet who posted verses to trees. The entire scene is worthy of study but it
reaches a climax in its wonderful attestation to Rosalind’s wisdom, even more to her
absolute common sense. To Orlando’s declaration that he will die for Rosalind’s love
if she refuse him, she replies that “men have died from time to time and worms have
eaten them, but not for love.” In these few simple words, the disguised Rosalind, tells
Orlando and all love-sick males simply to ‘grow up’.

Orlando does ‘grow up’. In the third stage, Act 4 Scene 1, 104-176, partly quoted
below, Rosalind is brilliant and Orlando grows in confidence. His love-sickness gives
way to practicality, his responses are quick and appropriate and the scene ends with
swift, witty wise exchanges. Rosalind is at her very best and Orlando seems less the
simple-minded wrestler than the skilful fencer. Rosalind too learns much in this
exchange and it is she who feels so disappointed as the last line quoted shows.

Rosalind Now tell me how long you would have her, after you have possessed
her?

Orlando For ever and a Day.

Rosalind Say a Day, without the Ever: no, no,
Orlando, Men are April when they woo, December
when they wed; Maids are May when they are maids,
but the Sky changes when they are Wives.
I will be more jealous of thee than a Barbary
Cock-pigeon over his Hen, more clamorous than
a Parrot against Rain, more new-fangled than
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an Ape, more giddy in my Desires than a Monkey.
I will weep for nothing, like Diana in the Fountain,
and I will do that when you are dispos’d
to be merry; I will laugh like a Hyen, and that
when thou art inclin’d to sleep.

Orlando But will my Rosalind do so?

Rosalind By my Life, she will do as I do.

Orlando O but she is wise.

Rosalind Or else she could not have the Wit to
do this: the wiser, the waywarder. Make the
Doors upon a Woman’s Wit, and it will out at
Casement; shut that, and ‘twill out at the
Key-hole; stop that, ‘twill fly with the Smoke
out at the Chimney.

Orlando A Man that had a Wife with such a Wit,
he might say, “’Wit, whether wilt’t?’

Rosalind Nay, you might keep that Check for it,
till you met your Wife’s Wit going to your
Neighbour’s Bed.

Orlando And what Wit could Wit have, to excuse that?

Rosalind Marry to say she came to seek you there:
you shall never take her without her Answer,
unless you take her without her Tongue. O that
Woman that cannot make her Fault her Husband’s
Occasion, let her never nurse her Child her
self, for she will breed it like a Fool.

Orlando For these two Hours Rosalind, I will leave thee.

Rosalind Alas, deer Love, I cannot lack thee two Hours.
As You Like It Act 4 Scene 1, 104-176

For Orlando, the desperation of dying for love has passed and he leaves with joyous,
light-hearted resolve. It is Rosalind who is now the ardent lover:

O Coz, Coz, Coz: my pretty little Coz,
that thou didst know how many Fathom deep
I am in love! But it cannot be sounded: my
Affection hath an unknown Bottom, like the Bay
of Portugal.
Act 4 Scene 1, 219-223

For most commentators, the real theme of As You Like It is the affirmation of
romantic love and Rosalind is the character who, more than any other, carries the
theme. Her joie de vivre, her sheer vitality and exuberance have convinced
audiences of the rightness of her affirmation and Shakespeare has deliberately
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juxtaposed her against a melancholy character whose affirmations, such as they are,
are negative. That character is Jaques.

JAQUES
Shakespeare gives to Jaques some of the best lines of the play. His ‘A Fool, a Fool! I
met a Fool i’th’ Forest (Act 2 Scene 7 Line 12) and the Seven Ages of Man (Act 2
Scene 7 Lines 139-165) speeches are superb. The latter of course is very famous
and has often been quoted as Shakespeare’s picture of the aging human being. It is
not alone in being often perhaps mis-considered as containing Shakespeare’s own
thoughts and attitudes. Such speeches are in fact purely those of the speaking
character. In this instance, the moment that the speech ends, Orlando’s cherished
servant old Adam enters and gives the immediate lie to those resounding words
“Sans Teeth, sans Eyes, sans Taste, sans every thing”.

Jaques revels in his melancholy but this quality in him does no more than amuse his
companions. He attempts satire, but he and his companions know that in their
pastoral surroundings there is nothing to satirise. He feigns aloofness and objectivity
but we first meet him lamenting tearfully over a hunted deer and, in his observation of
the reaction of the herd to an unfortunate one of its number, he draws the analogy of
man’s inhumanity to man. Here perhaps is his main purpose in the play: to create the
link in thought to the contrast of the world of court with the pastoral world of The
Forest of Arden.

For now it might be said that he is also the foil for Rosalind, the ebullient optimist,
who can quickly and simply overcome, in a short conversation, one who is given to
lengthy diatribe. Let us see how she does this when the pair meet at Act 4 Scene 1,
1-27.

Jaques I prithee, pretty Youth, let me be better
acquainted with thee.

Rosalind They say you are a melancholy Fellow.

Jaques I am so: I do love it better than Laughing.

Rosalind Those that are in extremity of either are Abominable fellows,
and betray themselves to every modern Censure, worse than Drunkards.

Jaques Why ‘tis good to be sad and say nothing.

Rosalind Why then ‘tis good to be a Post.

Jaques I have neither the Scholar’s Melancholy,
which is Emulation; nor the Musician’s, which
is fantastical, nor the Courtier’s, which is
proud, nor the Soldier’s which is ambitious,
nor the Lawyer’s, which is politic, nor the
Lady’s, which is nice, nor the Lover’s which
is all these: but it is a Melancholy of mine
own, compounded of many Simples, extracted
from many Objects, and indeed the sundry
Contemplation of my Travels, in which by often
Rumination wraps me in a most humorous Sadness.
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Rosalind A Traveller: by my faith you have great
Reason to be sad. I fear I fear you have sold your
own Lands to see other Men’s: then to have
seen much, and to have nothing, is to have rich
Eyes and poor Hands.

Jaques Yes, I have gain’d my Experience.

Enter Orlando

Rosalind And your Experience makes you sad. I
had rather have a Fool to make me merry than
Experience to make me sad, and to travail for it too.

Yet at the end of the play when all is well, Jaques will remain in the forest.

OBSERVATION AND DISCUSSION
• After seeing the production the students may proffer why at Old Adam’s

entrance at the end of Jaques famous ‘Seven Stages of Man’ speech we are
given the idea that Jaques’ cynical words are rather empty.

• As a character Jaques cannot be overlooked but we can ask what purpose
he serves and students’ thoughts might be insightful after seeing the
production.

What staging choices did the Director make to realise the slaughtered deer
and Jaques’ reaction to it? What came across for the students? Was it a
‘big’ moment? How powerful emotionally for them was it and why is this
moment in the forest important?

• The students might like to offer their reasons based on the production they
will see as to why Jaques stays behind in the Forest.

• Many critics and audiences label Jaques as a ‘malcontent’. But he can be
interpreted otherwise. What are the students’ perceptions of him in this
production?

• What do the students make of the interpretation of Rosalind in the
production? Is she everything Shakespeare promises? What qualities did
students observe in the performance?
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LESSON 2
A PLAY OF CONTRASTS By Neville Harrison

There are two locations for the action of As You Like It: the court of Duke Frederick
and The Forest of Arden. These two settings offer the main contrast in the play
affecting character, mood, plot, human relations and destinies.

THE COURT
It was not always the tyrannical place it has become, for we must assume that the old
Duke ruled humanely and at the play’s beginning, noble characters still do reside at
court.

Act One is played out entirely at court and every scene has the edge of darkness,
carrying a threat to an innocent character. The old Duke has already been disposed
and, unlike The Tempest’s Prospero, who may have contributed in his own downfall,
we are offered no explanation for the usurpation. The evidence, from Frederick’s
attitude seems to be from his lust for power.

By the end of Act One, Rosalind and her faithful cousin, Celia, with Touchstone, as
well as Orlando and old Adam have found their way into The Forest of Arden where
they hope to escape the horrors of man’s inhumanity to man.

THE FOREST
Act Two is set in the forest where it is already inhabited with escapees from court, the
old Duke and several lords including Jaques and Amiens. Here all is different. The
old Duke, in his opening speech, makes strong reference to forest dangers and
privations. Amiens in his two famous songs, ‘Under the Greenwood Tree’ and ‘Blow,
blow thou winter wind’ alludes to nature’s harshness, yet these references quickly
pass and we, the audience, feel comfortable and safe. We are quite sure, as are the
old Duke and his retinue that little harm can come to these forest dwellers. The old
Duke’s opening speech lingers on the virtues of the forest rather than winter’s
hardness there or any dangers present:

Now my Co-mates, and Brothers in Exile,
Hath not old Custom made this Life more sweet
Than that of painted Pomp? Are not these Woods
More free from Peril than the envious Court?
Here feel we not the Penalty of Adam,
The Seasons Difference, as the Icy Fang
And churlish Chiding of the Winter’s Wind,
Which when it bites and blows upon my Body
Even till I shrink with Cold, I smile, and say
This is no Flattery: there are Counsellors
That feelingly persuade me what I am.
Sweet are the Uses of Adversity,
Which like the Toad, ougly and venomous,
Wears yet a precious Jewel in his Head;
And this our Life, exempt from public Haunt,
Finds Tongues in Trees, Books in the running Brooks,
Sermons in stones, and good in everything.
As You Like It Act 2 Scene, 1, 1-18

Nevertheless the new arrivals have endured. The forest has made physical demands
on them and their fortitude and courage has been tested. For the old Duke and his
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followers these are in the past but Shakespeare does not let us overlook the fact
these hardships existed. Of the even newer arrivals, old Adam barely survives his
ordeal; Celia shows a resourcefulness in overcoming privation by providing a safe
location for herself and Rosalind, and Orlando has to learn a new approach to life
after his gauche interruption of the Duke’s feast. Each in his own way must discover
that the ways of court are inappropriate in this new place.

So there can be a dark element to The Forest of Arden. The difference, of course is
that the dangers of the forest have nothing to do with human malice and injustice, but
are purely to do with ‘winter and rough weather’ as Amiens can sing. However, the
forest itself is not neutral; it is not just a safe haven where outlaws can hide from the
retribution of a savage ruler. Something happens to these forest refugees, they can
undergo changes which are hinted at verbally but which are apparent to the
characters and to the audience. This forest is a very special place for there is magic
here, just as there is in A Midsummer Night’s Dream, although here we do not meet
spirits and fairies. But those who enter the forest are regenerated and restored. It is a
place where the malice, envy and greed of the court have no part, where only good
can thrive.

It is apparent that the refugees enjoy themselves and there is a holiday air. The old
Duke and his lords express this in words and of the later arrivals Celia certainly
makes herself at home very quickly and Rosalind devises such a wonderful love
game for herself and Orlando that their forest existence is nothing short of blissful.
Old Adam revives physically and he brings with him to the forest a goodness, truth
and loyalty which he would display in any surroundings. Even the melancholy Jaques
and the somewhat rancid Touchstone, for all their attempted satire, really find
themselves with nothing to satirise and are having a wonderful time. So the forest
secrets are to do with rejuvenation and regeneration.

Another secret of this forest is its capacity to allow characters to come to realisation.
The old Duke, whom we must presume to have been a humane but efficient ruler,
discovers patience and fortitude – qualities which he will eventually take back to
court. Rosalind was his heir and at court she appears to have lost her inheritance.
For a time there she lives a meagre existence, on sufferance as a nuisance to her
uncle and she is sad. In the forest she finds herself, those wonderful qualities of
intelligence, warmth, wit and wisdom which give her absolute freedom and make her
so lovely and so loving. She becomes to many of us, the supreme character
epitomising human love. Celia too comes to the fore, proving to be a worthy support
for Rosalind – deflating her when excesses might have run away with her and
supporting her in her love game with Orlando, for she too was sufficiently astute to
recognise Orlando’s worth.

Of the late arrivals to the forest, Oliver and Duke Frederick, both of these characters
come to the forest with malice in their hearts but neither can enter into the forest
community whilst this exists. Neither Oliver nor Frederick can meet anyone until they
change. Oliver gets this opportunity through his brother’s newfound attitude of
forgiveness which saves him from snake and lioness – moral and physical danger.
Later, we are left to assume or at least to hope that he has qualities worthy of a
match with the noble Celia and that perhaps his innate worth was masked by the
moral depravity rampart under Frederick’s rule at court.

For Frederick, attempting to enter at least symbolically with sword in hand, finds his
way barred. His “conversion” by an old “religious man” seems to have been
necessary before he could even enter the forest. There is a similarity here with the
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incident in The Tempest where the adversaries of Prospero are trapped within his
‘charmed circle’ and are unable to raise their weapons.

THE PASTORAL FOREST DWELLERS
The rejuvenation and self-realisation that the refugees find in the forest is not
bestowed by right upon natives of the forest. These pastoral characters display their
naivety, their pettiness, and even minor malice in a way that the new arrivals do not.
The ardent, but wrong headed Phebe, the love sick Silvius, and the easily deluded
and comical Audrey are simple and unsophisticated when set against Rosalind and
Orlando.

Yet the simple souls of the forest find their redemption in the unsophisticated but true
hearted old shepherd, Corin. He meets up with Touchstone who when among ‘his
betters’ might be humorous but is never profound and can be effectively silenced by
Rosalind. In the company of the pastoral characters, however, he feels superior and
he takes on Corin in a debate as to the relative merits of court and countryside.

Corin And how like you this Shepherd’s Life, Master Touchstone?

Touchstone Truly, Shepherd, in respect of itself, it is a Good Life;
but in respect that it is a Shepherd’s Life, it is naught.
In respect that it is Solitary, I like it very well: but in
respect that it is Private, it is a very Vild Life. Now in
respect it is in the Fields, it pleaseth me well: but
in respect that it is not in the Court, it is tedious.
As it is a Spare Life, look you, it fits my Humour
Well: but as there is no more Plenty in it, it goes much
against my Stomach. Hast any Philosophy in thee, Shepherd?

Corin No more, but that I know the more one Sickens,
the worse at Ease he is: and that he wants
Money, Means, and Content is without three good
Friends. That the Property of Rain is to wet,
and Fire to burn. That good Pasture makes fat
Sheep; and that a great cause of the Night is
lack of the Sun; that he that hath learned no
Wit by Nature, nor Art may complain of good
Breeding, or comes of a very dull Kindred.
Act 3 Scene 2, 11-30

And so it goes on, with Touchstone teasing Corin to the point whereby the old
Shepherd, simply and most eloquently voices the creed by which he can live nobly:

Sir, I am a true Labourer: I earn that I
eat, get that I wear, owe no man Hate, envy no
man’s Happiness; glad of other men’s Good,
content with my Harm; and the greatest of my
Pride is to see my Ewes graze, and my Lambs suck.
Act 3 Scene 2, 71-75
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A CONTRAST OF CHARACTERS

In As You Like It we see persons in relation, contrasted or parralled not only
situationally but in thought, feeling, mood, temperament, character and idiom.
This constitutes the play’s individuality and is perhaps in part an explanation
of its title. It permits people to be themselves.
Agnes Latham Intro, Arden Edition p xvi

ROSALIND AND CELIA
Some characters we see both in contrast and in parallel. Rosalind and Celia, for
example, are faced with the same situation; flight to an unknown region. They are
cousins of noble birth, they share many attributes of character, yet they have their
differences.

We should notice the more practical side of Celia and her ability to help Rosalind
‘keep her feet on the ground’ when the latter’s exuberance threatens to run away with
her. She does this in their long exchange (Act 3 Scene 2, 152-247) when she
ultimately discloses that Orlando is the lover of Rosalind.

Consider the latter part of their conversation after Rosalind has poured forth her
torrent of questions and asked that she be answered ‘in one word’. (Act 3 Scene 2,
215-220)

Celia You must borrow me Gargantua’s mouth first:
‘tis a Word too great for any Mouth of this
Age’s Size. To say Ay and No to these
Particulars, is no more than to answer in a Catechism.

Rosalind But doth he know that I am in this
Forest, and in Man’s Apparel? Looks he as
freshly as he did the day he wrastled?

Celia It is easy to count Atomies as to resolve
the Propositions of a Lover: but take a Taste
of my finding him, and relish it with good
Observance. I found him under a Tree like a
dropped acorn.

Rosalind It may well be call’d Jove’s Tree, when
it drops forth Fruit.

Celia Give me Audience, good Madam.

Rosalind Proceed.

Celia There lay he stretch’d along like a wounded
Knight.

This is a lovely exchange by two loving friends. Celia is certainly more than just a
confidante. Her generosity, for instance in offering to reinstate Rosalind as heir to the
dukedom, and her practicality, for it is she who suggests fleeing and she who buys a
house and land in the forest, make her much more than a minor character. Her
qualities, though not so often on show as those of her cousin, render her as a vital,
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noble spirit. Her courtship later with Oliver is so quickly dealt with it can be almost
overlooked.

OBSERVATION AND DISCUSSION
• It would be an advantage for the students to look for parallels and contrasts

in the production between Rosalind and Celia.

• Students could be asked to look for parallels and contrasts with other
characters such as the two Dukes; Touchstone and Jaques; Audrey and
Phebe; and Oliver and Orlando.

• Why does the old Duke return to court with his whole retinue while
Frederick stays in the forest?

• Similarly why does Jaques remain in the forest while Touchstone returns to
court? What is the difference between the two characters in the
production?

• Does Audrey learn anything at all in contrast to Phebe’s considerable
lesson in humility?

• Just how transformed is Oliver by the end of the play? Is he worthy of
Celia’s love? Why did he treat his brother so badly when at court?
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THE FOUR PAIRS OF LOVERS
There is also a contrast between the four sets of lovers who marry at the play’s end.
They are:

Rosalind and Orlando
Celia and Oliver
Phebe and Silvius
Touchstone and Audrey

It is noteworthy that in the first three pairs, the woman is mentioned first for she is the
stronger character. It is different with Touchstone and Audrey. The wooing of
Rosalind and Orlando has been looked at earlier in these notes but the most
outstanding quality between them is the depth of romantic love. We have no doubt of
Rosalind’s sincerity in her pledge to Orlando, “To you I give myself, for I am yours”
and Orlando’s joy of recognition, “ If there be truth in sight, you are my Rosalind.” For
once, we don’t doubt Jaques’ bequest when he says to Orlando, “You to a love that
your true faith doth merit.” Although what he has to say to Oliver is a little more
puzzling; “You to your land and love and great allies.” Naturally he should be a little
more circumspect regarding one with such a malicious past, as we are also. Perhaps
the journey of light has really only just begun for Oliver and he may have a path of
endurance upon it ahead before any of us can really be sure of him.

Phebe has led Silvius a merry dance throughout the play. Though head over heels in
love with Phebe, Silvius has been the object of her scorn throughout the play. To
make matters worse, she falls in love with Rosalind, disguised as Ganymede.
Strangely, it is whilst loving Ganymede that Phebe softens her attitude toward Silvius.
Note the difference when she spits out these words:

Now I frown on thee with all my Heart,
And if mine Eyes can wound, now let them kill thee.
Act 3 Scene 5, 15-16

with those spoken afterward:

Silvius, the Time was that I hated thee;
And yet it is not that I bear thee Love,
But since that thou canst talk of Love so well,
Thy Company, which erst was irksome to me,
I will endure; and I employ thee too.
Act 3 Scene 5, 92-96

Rosalind discovers the goings-on between the two - that Phebe has made of Silvius
a “tame snake”- and eventually puts all aright for them. Eventually Ganymede is no
more, Phebe has made a promise and will honour it, Silvius is just as much in love as
ever and our only fear for this couple is that Silvius might become the hen-pecked
husband. However, Hymen, god of marriage is clear in his command to Phebe:

You, to his Love must accord,
Or have a Woman to your Lord.
Act 5 Scene 4, 141-2

And Jaques’ bequest to Silvius recognises his fidelity and bodes well for future
happiness, “You to a long and well deserved bed.”



Bell Shakespeare’s As You Like It Teacher’s Kit © 2003 22

As mentioned earlier in these notes we are a little worried by the motives and
intentions of Touchstone towards Audrey. Earlier in the play it was only Jaques’
perception and intervention that prevented Audrey from being coerced into a doubtful
marriage. Touchstone would have been content to be married by that dubious priest,
Sir Oliver Martex (note the surname). He says:

I were better to be married of him than of another,
for he is not like to marry me well; and not being
well married, it will be a good excuse for me
hereafter to leave my wife.
Act 3 Scene 3, 81-85

In their wooing, Audrey and Touchstone are comical figures. She, the goat-herd, the
keeper of notoriously smelly and randy animals, has some lines which are brilliant in
their naivety. Consider their early exchange:

Touchstone …truly, I would the Gods had made thee poetical.

Audrey I do not know what Poetical is. Is it
honest in Deed and Word: is it a true thing?

Touchstone   No truly: for the truest Poetry is the most
feigning, and Lovers are given to Poetry; and
what they swear in Poetry, may be said as
lovers, they do feign.

Audrey Do you wish than that the Gods had made me Poetical?

Touchstone I do truly: for thou swear’st to me thou
art honest. Now if thou wert a poet, I might
have some hope thou didst feign.

Audrey Would you have me honest?

Touchstone No truly, unless thou wert hard flavour’d:
for Honesty coupled to Beauty is to have Honey
a sauce to Sugar.

Audrey Well, I am not fair, and therefore I pray
the Gods make me honest.

Touchstone Truly, and to cast away Honesty upon a foul
Slut were to put good Meat into an unclean Dish.

Audrey I am not a Slut, though I thank the Gods I am foul.
Act 3 Scene 3, 15-36

Naïve she might be but we cannot help liking her. Neither could Jaques, for it is at
this point that he intrudes to protect her marital interests. Touchstone, for his part,
adopts an air of superiority with those whose intellect he considers inferior to his own
and is more than willing to take advantage of her naivety.

Though we are unlikely to ever see a production where Audrey appears as stunningly
beautiful, it is undoubtedly physical attraction that tellingly draws her to him. How
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long this will last and hence the marriage, is very much in doubt. Hymen’s words are
ambiguous:

- You and you, are sure together,
As the Winter to foul Weather
Act 5 Scene 4, 143-144

while those of Jaques are less so:

- And you to Wrangling, for thy loving Voyage
Is but for two Months victuall’d. - So to your Pleasures,
I am for other, than for Dancing Measures.
Act 5 Scene 4, 199-201

OBSERVATION AND DISCUSSION
• There is quite a range of destinies for the pairs of lovers – almost from the

sublime to the ridiculous. Why has Shakespeare presented their romantic
vistas as quite different, considering all matches were made in the forest?

• Where is the level of romantic reality and balance? In the production the
students might like to note to which lovers they most relate or find
believable and why?
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LESSON 3
USING THE CONCEPT OF BANISHMENT: POLITICAL EXILE IN
SHAKESPEARE’S PLAYS By Peta Downes

The natural landscape is strongly evident in Shakespeare’s comedies, with stories of
adventure, discovery, romance and magic set against the backdrop of the sea, the
rain, and the forest. Of course, in these worlds, nature is not always sunny and is
often preceded by the shadow of tragic events: expulsion from court, shipwreck, war
and death.

THE TRAGIC FRAME IN COMEDY
It may be that the darkest dramatic events are made more potent when the
bleakness of the tragedy is juxtaposed with comical or satirical reflection. The same
could be said for comic events when they are foreshadowed by tragedy. Much has
been written regarding this theatrical convention and it is one that provides comic
relief and provokes thought in many of Shakespeare’s plays. Shakespeare’s
comedies are comedies in that they are not tragedies, although some of his
comedies are framed with a tragic equation. The induction or frame is a standard
device for signalling the movement from the ‘real’ world to a domain of instincts,
romance, and supernatural possibilities. These frames are positioned to encourage
the story’s main heroes or heroines to overcome their adversity by striding forth and
discovering a brave new world.

Fundamentally two forces set Shakespeare’s comedy in motion: a conflict between
law and justice where an abuse of power creates instability in a household or society;
and/or the arrival of travellers or strangers who have good cause to be discontented
and insecure.

In As You Like It, the court of Duke Frederick is treacherous and brutal, providing
Rosalind, Celia, and Orlando, with ample reasons to flee to what will become the
magical Forest of Arden. Rosalind is banished by the Duke for fear that the court may
become sympathetic towards her and her banished father, the rightful Duke Senior.
This banishment leaves Celia with no other choice but to go with her beloved cousin
or to face a lonely existence without her. At the same time, Orlando discovers his
brother’s murderous plot against him and must escape to Arden in order to save his
life.

Comparatively in A Midsummer Night’s Dream, Hermia chooses to banish herself
when she is ordered by Theseus to obey her father’s will and marry Demetrius.
Facing religious seclusion or even death if she does not obey, she flees to the
Athenian forest with Lysander hoping to escape this decree, setting off a series of
comic events that turn everyone’s world upside down.

In Twelfth Night, Viola is cast adrift following a shipwreck and finds herself on a
foreign shore. Believing her brother is dead, Viola chooses to disguise herself as a
boy and comes face to face with love in the shape of the Count Orsino.
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THE CHURCH AND STATE AGAINST THE HERETIC
The political authority that holds or abuses power over the individual is a theme
reverberated throughout Shakespeare’s canon, and we can easily see that asylum
sought by persecuted individuals against this corruption was a pertinent issue within
English society, particularly at the beginning of Elizabeth I’s reign.

When Elizabeth I came to power in 1558, she had survived a number of trials: being
named a bastard and a heretic by English parliament; being locked in The Tower for
supposed treason against her half-sister Queen Mary I; and had witnessed the public
execution of Protestants at the hands of the Catholics. Her father, King Henry VIII’s
legacy was the Reformation of the church and a country divided into Catholic and
Protestant faiths. After his death, the church reformed its Catholic rule under Mary I
and severely punished those who would not proclaim themselves members of the
Catholic faith. Many Protestant’s fled into exile, seeking solace in foreign countries
where they were able to worship without persecution. Some of these exiles only
returned when it was certain that Elizabeth would rule England. Ascending to the
throne because of the early death of her half-brother Edward VI and the
childlessness of Mary, Elizabeth’s reign began with uncertainty and there was danger
of usurpation from other countries and individuals within her own court. Eventually
quelling any attempt to dethrone her, Elizabeth was not immune to the fact that while
she held power, her life and that power would always be threatened by political
factions and uprisings. She effectively gained some control over the forces who
would divide England by instigating censorship over public performances in the
theatre.

Theatre at the time of Elizabeth I followed a stringent criteria. Under the Master of the
Revels, first appointed by the Queen in 1574, troupes had to hold licences to publicly
perform, and playwrights were forbidden from writing plays containing storylines that
reflected current figures of royalty, religious or political issues. Historical figures,
usually meant to be direct descendents of Elizabeth or James I, became substitutes
for the monarch in question, and many writers borrowed from Greek and Roman
history to replicate the power struggle and political machinations of the court, without
making a direct reference to it. These similarities were not lost on the court and many
audience members recognised events that paralleled their own relationship with the
court and their sovereign.
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SIBLING RIVALRIES

Wert thou not my Brother, I would not take this Hand from
thy Throat till this other had pull’d out thy Tongue for saying so,
As You Like It, Act 1 Scene1, 62

Representing the state of power, as we know, foreign kingdoms and dukedoms were
common settings for Shakespeare’s plays, and he used sibling rivalries for control
over this state to set the scene for both his tragedies and his comedies. The
usurpation of an elder sibling by a younger one is a common plot line in several of his
plays, from As You Like It and Hamlet through to King Lear and The Tempest. An
equally common consequence is that the usurper banishes his dethroned sibling.

In As You Like It, there are two sets of brothers whose rivalry leads to the downfall of
one and the elevation of the other. At the beginning of the play, Frederick has
usurped the authority of his elder brother Duke Senior, seizing his court and
banishing him into exile. In an inverted parallel, a younger brother Orlando lives
within the court at the mercy of his elder brother Oliver, who refuses to educate or
even clothe and feed Orlando in the gentlemanly manner that their father had
decreed in his will. Before Orlando has the chance to challenge his evil brother’s
actions, he learns that his brother is plotting to kill him that night while he sleeps and
so escapes to The Forest of Arden before he is murdered.

In Hamlet, Claudius usurps both his elder brother, old Hamlet, and his nephew,
young Hamlet to get to the throne. Murdering his brother while he is asleep, he
seduces his brother’s wife Gertrude and manages to win the elective throne - and we
presume by fudging the results - before Hamlet has returned from university to claim
his rightful inheritance.

In King Lear, it is the bastard Edmund who tricks his elder legitimate brother Edgar
into believing that their father Gloucester will kill him for alleged treason, forcing him
to flee the court and seek asylum, thereby forgoing his title and inheritance and
leaving all for Edmund to snatch.

In The Tempest, younger brother Antonio has perfected the political art of

…how to grant suits,
How to deny them; whom to advance, and whom
To trash for over-topping’;
Act 1 Scene 2 Line 96

Before the play begins he has formed a secret alliance with Alonso, the King of
Naples, and having gained power through a coup d’etat, Antonio banishes his elder
brother Prospero, the rightful Duke of Milan, and his three year old daughter Miranda,
casting them adrift to die at sea. Although banishment is meted out as punishment by
the evil siblings in these stories, Shakespeare also shows that exile can become a
state of asylum in which courtly conflict is inverted and social position is re-evaluated.
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BANISHMENT AS DISCOVERY OF SELF

Now, my Co-mates, and Brothers in Exile,
Hath not old Custom made this Life more sweet
Than that of painted Pomp?
As You Like It, Act 2 Scene 1, 1-3

The theme of banishment is strong in As You Like It and forms a motif against which
all other action occurs. The Forest of Arden exists on one end of a spectrum because
of the corrupt court at the other end. The court constitutes the centre of intrigue and
treachery, and as the paranoid Duke Frederick tightens his political grip on those who
would sympathise with his outcast brother, the lives of those who are left at court are
put in mortal danger. By banishing all of the key characters into The Forest of Arden
either through political manoeuvre or unscrupulous scheme, the major dramatic
action of the play is formed and the journey of self-revelation begins.

The Forest occupies the role of smoother, comforter and healer, furnishing solace
and respite for the exiles, away from the previous stress and turmoil of Ferdinand’s
court. Although the Forest seems full of exiles, there are many who have freely
chosen to follow the exiled Duke Senior out of loyalty to him. The usurped Duke
Senior evokes the image of Robin Hood and he considers the plight of the exiles to
be a merry one, even in the face of adversity. Even though he was cruelly cast from
his court, he embraces the rusticity of Arden. For Senior, the pristine beauty of Arden
provides inspiration and fortitude. He is quick to extol the effect that the forest has on
human nature, noticing how people lose their grasping ambition and avaricious
schemes and create new bonds of friendship.

One new relationship which took root in the ducal palace now blossoms under the
forest trees and freedom that banishment to Arden permits. Rosalind and Orlando,
previously impeded by the structure of the court, are free to explore the true and
natural boundaries of their love. The furtive darkness of the court gives way suddenly
to the airy spirit of the forest where there is no clock and no agenda, an abundance
of food and company. Anything is possible here. This freedom makes Rosalind’s
transformation possible and allows her to take charge of her courtship with Orlando.
Without the restrictive and oppressive court to occupy the minds and hearts of the
exiles, they are free to move anywhere they please and converse with whomever
they choose. Their social position eradicated, the banishment serves as an
opportunity to discover themselves anew. New relationships are formed and old ones
are re-evaluated; nearly all find love and even enemies become friends.

Despite the evolving sense of relief for many characters fostered by the imposition of
banishment at the outset of the play, Shakespeare develops an antithetical and
ambivalent attitude towards the Forest in the shape of Jaques, the melancholic. He
proffers that while the forest may be pristine and verdant, it is a less desirable mode
of life than the court is. His cynical words, can in some productions, bring the fantasy
espoused by others of a better life in the forest up to question their sense of reality.
Although Arden is not wholly idyllic, their banishment brings the exiles to a place
where they can find happiness in themselves and instil happiness in others.
Interestingly, Arden is a place that they are all too happy to leave at the end of the
play, but they return to their previous lives knowing that their newly found awareness
was cultivated through this banishment.

When Prospero raises the tempestuous storm at the beginning of Shakespeare’s The
Tempest he succeeds in dissolving the society that banished him twelve years
earlier. Cast ashore on a Mediterranean island, he has lived there with his daughter
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Miranda and the spirits who inhabit it, commanding them with his magic and waiting
for this moment of reconciliation with his usurpers. Like The Forest of Arden, the
magical island nurtures the two exiles, providing a haven for Miranda to grow into a
beautiful young woman and for Prospero to develop his magical powers, and to
cultivate and harness forgiveness for his brother.

We learn through his conversation with the spirit Ariel, that Prospero’s intention is to
bring his brother the usurping Duke of Milan, Antonio and the King of Naples, Alonso
to justice for their conspiracy against him. Orchestrating the destruction of their ship
as it passes through the storm, Prospero directs these characters and the other
occupants of the ship to wash ashore on different parts of the island. Believing
themselves to be the only survivors and the other travellers dead, Sebastian,
Alonso’s brother and Antonio conspire to murder Alonso, while Alonso’s drunken
butler Stephano and jester Trinculo join up with Prospero’s island slave Caliban to
plot Prospero’s murder. While these conspiracies amount to nothing, it is a re-
enactment virtually of the sins committed in the past by Antonio towards Prospero.
The characters are exposed also to a labyrinth of illusions and visions, leading to
confinement and repentance of their sins.

In accordance with Prospero’s plan, Ferdinand, son of Alonso meets and falls in love
with his daughter Miranda, sealing the bond between the two families. Instead of
cultivating a vengeful spirit, Prospero’s banishment on the island has given him a
deeper insight into human nature and fostered an ability to forgive. When told of his
usurpers’ penitence he releases the prisoners he has so skilfully captured. Revealing
himself to the company of castaways, Prospero decides not to enforce punishment
on the traitors he has finally captured, forgiving his brother for his treachery on the
condition that his Dukedom be restored to him. The ship is miraculously restored,
Prospero frees his island slaves and renounces his magic, returning to reality and
Italy.

The power that Prospero has exercised in this instance is his ability to forgive rather
than wreak revenge on those who wronged him. Years in exile have made him put
his books aside and participate in the life surrounding him, seeking to create a
harmonious balance and restore that life that was taken from him. In residing with the
spirits and commanding their service Prospero has become a considerate ruler who
has relinquished the role of scholar and avatar to accept his more ordinary and real
duties of state.

BANISHMENT AS DEATH

“O, I am fortune’s fool!”
Romeo And Juliet Act 3 Scene 1 Line 134

While the law exists to uphold order, banishment waits for the individual who breaks
it. While murder in most Shakespearean societies is a crime punishable by death, the
order of banishment can be more effective and cruel to the individual who deems the
society of others to be life itself. In the case of Shakespeare’s Romeo And Juliet,
banishment is not an asylum for empowerment and growth, but a living hell that
cannot be endured.

When Romeo loses his temper at Tybalt’s slaying of Mercutio and kills Juliet’s
cousin, he breaks the law of society and the vows that he has taken to respect his
new wife’s family, which has now become his own through marriage. The Prince
banishes Romeo from Verona, effectively severing any possible relationship with
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Juliet and separating the young lovers forever. Unable to see and feel each other,
unable to talk, this banishment is something equal to death for them both. Juliet’s
initial response to the news is coloured by the fact that Romeo has slain her cousin,
but then she realises the full effect of the banishment:

Juliet ‘Romeo is banishéd’ – to speak that word
Is father, mother, Tybalt, Romeo, Juliet,
All slain, all dead. ‘Romeo is banishéd’ –
There is no end, no limit, measure, bound,
In that word’s death; no words can that woe sound.
Romeo And Juliet Act 3 Scene 2, 122-26

Romeo’s response to the news is just as emotional and incredulous. He speaks the
words banished and banishment fourteen times, as if by repeating the words, their
impact on his life will somehow lessen:

Romeo Ha, banishment? Be merciful, say ‘death’;
For exile hath more terror in his look,
Much more than death. Do not say ‘banishment’.

There is no world without Verona walls,
But purgatory, torture, hell itself.
Hence – banish’d is banished from the world,
And world’s exile is death: then ‘banished’,
Is death mistermed: calling death ‘banished’,
Thou cut’st my head off with a golden axe,
And smilest upon the stroke that murders me.
Romeo And Juliet Act 3 Scene 3, 17-23

After their wedding night, the banished Romeo escapes to Mantua, a city that seems
to be cut off from the rest of the world through disease and lack of effective
communication. Unaware of Juliet’s plan to feign death, he believes the news that
she has died because he has no other alternative. Isolated from society and now
faced with the reality that he will not be reunited with his love, he steals into her tomb,
drinks a dram of poison and dies at her sleeping side. His banishment complete, the
young lovers never see each other alive again, in most productions.

When Hamlet, intent on avenging his father’s death, feigns madness and plots how
he might kill Claudius, he does not anticipate that his behaviour will end in the murder
of Polonius, Ophelia’s father and Claudius’ chief counsellor. When Polonius hides
behind a curtain to eavesdrop on Hamlet’s conversation with his mother Gertrude, he
involuntarily cries out to protect his queen and is stabbed to death by Hamlet, who
mistakes him for Claudius. Hamlet’s action is instinctive not calculated, but Claudius
still sends him into exile, intending him to be killed as soon as he arrives in England.
Sending Hamlet’s childhood friends, Rosencrantz and Guildenstern with him,
Claudius also sends an accompanying letter that marks Hamlet for death, ensuring
that he will never return from exile. Of course Hamlet does not intend to serve this
order of exile, and when pirates invade his ship on the way to England, he manages
to escape, replacing the letter with a death warrant for Rosencrantz and
Guildenstern. Returning to Denmark in time for Ophelia’s funeral, Hamlet chooses to
face the treachery of this court rather than seeking refuge in exile.
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O, BRAVE NEW WORLD!
Through Shakespeare’s different uses of banishment we see the dramatic
possibilities of development and denouement. Individuals are faced with life changes
and the reality that they may never see their loved ones again. In other ways,
banishment provides the space and time for individuals to explore different types of
life and social interaction, offering an alternative perspective and personal growth.
Whether it be in tragedy or comedy, the life of the exile in Shakespeare’s plays is
fraught with adventure and choice, excitement and danger, romance or death, almost
always ending their journeys with profound discoveries about themselves and the
world they inhabit.

OBSERVATION AND DISCUSSION
• The students might like to carefully observe the way the device of

banishment is used by Shakespeare in As You Like It and how it is
executed theatrically in this production and then parallel and contrast these
observations on banishment with texts they are studying.

• What personal experiences do the students have of banishment? What was
the effect of these experiences? What did they learn from them?

• What examples can the students think of in the lives of public figures in our
own times which point to the universality of the lessons of banishment?
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LESSON 4
SHAKESPEARE’S FOOLS: MIRTH OR MIRROR By Peta Downes

“…the little Foolery that Wise Men have makes a great Shrew”
As You Like It Act 1 Scene 2, 95

Shakespeare’s genius lies in the accuracy and breadth of his perception of humanity
and his virtuosity with language, wit and imagination. His plays are a masterful
construction of life, death, and all that lies between these points of human evolution.
Characters are assembled from different social planes and thrown together in
dramatic situations with tragic consequences or moments of robust comic fantasy. In
Shakespeare’s world, kings match wit with fools, young women dress as men to woo
their potential lovers, and the trappings of court life are parallelled with country
existence in a dichotomous reality created for the purpose of understanding human
nature.

COMIC INFLUENCES OF THE COMMEDIA DELL’ARTE

“I had rather have a Fool to make me merry than Experience to make me sad,”
As You Like It Act 4 Scene 1, 29

As we have seen in the Teacher’s Notes of our current production of The Servant Of
Two Masters, the comical plots, mistimed events, earnest lovers, pompous superiors
and buffoon-like servants, which are all present in one form or another in
Shakespeare’s comedies, have strong links to the famous comic antics of the Italian
Commedia dell’Arte. These spontaneous physical acting troupes who toured Europe
and dominated theatre in the sixteenth and early seventeenth centuries, used stock
characters of servants and masters to manufacture satirical performances and social
parody. One of the most popular clowns from this era was Arlecchino or Harlequin,
whose mercurial antics and quick-witted exchanges with his master and other
servants, epitomised the creativity, evolution and change that is historically
associated with clowns.

The Commedia dell’Arte troupes entertained at court, but also became popular in
public theatres across Europe during this time, allowing playwrights to plunder their
use of love and intrigue, disguises and cross-purposes to create comical possibilities.

THE COURT JESTER

“The Fool doth think he is wise, but the Wiseman knows himself to be a Fool.”
As You Like It Act 5 Scene 1, 34

In addition to the troupes of actors and performers who were invited to visit the royal
court, members of royalty and nobility were more frequently entertained by the comic
ruminations and barbed wit of the court jester. The word jester suggests a frivolous,
jocular character wearing a hat with bells, perhaps also juggling, singing, and
generally being stupid for the amusement of others, but his role in court and his
relationship with royalty evolved into a more sophisticated and respected position
over the centuries.

The court jester first made his appearance in the medieval courts of the 13th Century,
where pratfalls, physical comedy, juggling, acrobatics and music were the order of
the day. Often chosen for either their slowness or their wit, they were the perfect
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scapegoats and victims for the amusement of the royal court. Emerging from a wide
range of backgrounds, the court jester was either a poet, musician or scholar, or was
found eking out an existence as an apprentice tradesman or farmhand and brought
to the court for the pleasure of the king or queen, having impressed a passing
nobleman with his fooling. Comparisons might be drawn with a famous television
stand-up comedian like Jerry Seinfeld who was discovered working his comic trade in
a local bar.

From these origins of physical comedy, the jester evolved to the position of adviser
and critic, distinguishing him from that of a performer who would play the fool simply
to amuse people. Jesters of this kind were required to speak their mind when the
mood took them regardless of the consequences. As jesters were usually of an
inferior political or social status they were rarely in a position to threaten the power of
the king or queen. Their words were candid and humorous observations, often
softening the blow of a critical comment that may cause the king or queen to lose
face. Neither calculating nor circumspect, the jester acted as a confidante and
antithesis to the fawning, flattering courtiers that advised the king or queen. Standing
outside of the social realm that was the court, the jester observed the action of
others, exposing doubts, revealing contradictions, deriding commonsense and
making sense of the absurd.

THEATRICAL CLOWNS AND JESTERS IN SHAKESPEARE’S TIME

“It is Meat and Drink to me to see a Clown”
As You Like It Act 5 Scene 1, 11

Queen Elizabeth I was highly respected for her ability to hold her own against the
male counsellors of her court with her quick wit and tendency to bandy words. She so
enjoyed sharing barbs with Richard Tarleton, a sharp-witted country boy, that he
soon became a favourite member of the court and the Queen’s jester. An actor and a
ballad writer, he was a famous and well-respected clown who is credited with
creating the country bumpkin character for the stage. He is said to have been the
model for the court jester, Yorick, as described by Shakespeare’s Hamlet:

Alas, poor Yorick! I knew him, Horatio: a fellow of infinite jest, of most excellent
fancy. He hath borne me on his back a thousand times; and now, how
abhorred in my imagination it is!  My gorge rises at it. Here hung those lips that
I have kissed I know not how oft. Where be your gibes now; your gambols, your
songs? Your lashes of merriment, that were wont to set the table on a roar?
Hamlet Act 5. Scene1

In Shakespeare’s tragedies and comedies, clowns, jesters, fools and buffoons serve
to highlight or hinder the actions of the characters who take themselves too seriously
and those that do not realise the folly of their actions until it is too late. During the
reign of Elizabeth I, clowning in England was a basic theatrical art form and we
suppose that many actors had studied the antics of the Commedia dell’Arte’s zanni
or clowns, even though Commedia troupes visited England rarely. One such actor
was William Kempe, a member of the Lord Chamberlain’s Men, who was noted for
his low comedy and dancing abilities.

Recognised as the first clown to appear with this troupe, Kempe specialised in
playing the country bumpkin-type characters made famous by Tarleton, and it is
suggested that he succeeded in exasperating Shakespeare with his tendency to ad
lib and improvise during performances of Shakespeare’s plays. Although some
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scholars believe that parts of the existing scripts written by Shakespeare were ad libs
written down verbatim when they proved popular with audiences, it seems unlikely
that Shakespeare condoned his behaviour. According to tradition, Hamlet’s order that
clowns speak only what had been written down for them was in reality Shakespeare’s
criticism of Kempe’s antics:

And let those that play your clowns speak no more than is set down for them:
For there be of them that will themselves laugh, to set on some quantity of
barren spectators to laugh too; though, in the meantime, some necessary
question of the play be then to be considered: that’s villainous, and shows a
most pitiful ambition in the fool that uses it.
Hamlet Act 3.Scene 2

As Hamlet observes, the clowns in Elizabethan theatre served a dual purpose: to
make the audience laugh and to mediate between the questions arising from the play
and the audience. Working to appeal to the different social and cultural groups that
attended the performances, the clowns participated within the play and outside of it,
using humour to contextualise the issues of the play, making them palatable for the
groundlings, and offering a cultural knowledge that was immediately recognisable by
the audience.

It is surmised by many of Shakespeare’s biographers that in an effort to keep Kempe
away from undermining his more serious dramatic roles, Shakespeare created a
series of ‘simple clowns’ and ‘fumbling countrymen’ to suit Kempe’s stage persona.
His most famous portrayal was as Nick Bottom in A Midsummer Night’s Dream.
Shakespeare apparently created this character with the intent of maligning the
scene-stealing actor, but Kempe relished the over-the-top spirit of the character and
played him to much acclaim.

As the style of Shakespeare’s clowns changed with the exit of Kempe and the
addition of Robert Armin as the troupe’s resident clown, it is clear that Shakespeare’s
writing was influenced by the talent of this new comic actor Armin. He was a talented
comic with the wit and timing of his mentor, Richard Tarleton, and specialised in
playing court jester style fools. His nobility and finesse allowed Shakespeare to
abandon the foppish and ignorant bumbling clowns and create more subtle and
philosophical comic characters and sophisticated jesters. These characters became
known just as Shakespeare’s Fool, appearing in both comedy and tragedy as the
witty and philosophical medium for the action of the play and the thoughts of its main
characters.
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THE FOOL IN SHAKESPEARE’S PLAYS

Although Shakespeare’s plays are peppered with buffoons, it is a command of
language that separates the fool from the clowns. Shakespeare’s fools prefer witty
puns and clever conversation over physical foolery and pranks. Three of
Shakespeare’s most famous fools share this eloquence with words, but each serves
a different function in the dramatic structure of their individual play.

AS YOU LIKE IT – TOUCHSTONE

The discovery of truth through feigning, and the comparison of wisdom and folly in
love lie at the centre of As You Like It. This is a play of encounters, conversation and
matches of wit. None are so perfectly matched as the young heroine Rosalind and
her fool Touchstone, who willingly follows his mistress into The Forest of Arden when
she is banished by her uncle, Duke Frederick. Agile sparring partners, the characters
bandy words as skilfully as a pair of comedians, with Rosalind always triumphant in
her response. After ridiculing Orlando’s love poetry with a doggerel of his own,
Touchstone addresses Rosalind:

Touchstone This is the very false Gallop of Verses, why
do you infect yourself with them?

Rosalind Peace, you dull Fool! I found them on a Tree.

Touchstone Truly the Tree yields bad Fruit.

Rosalind I’ll graff it with you, and then I shall
graff it with a Medlar: then it will be the
earliest Fruit i’ th’ Country; for you’ll be
rotten ere you be half ripe, and that’s the
right Virtue of the Medlar.

Touchstone You have said: but whether wisely or no,
let the Forest judge.

As You Like It Act 3.Scene 2, 121-130

Touchstone’s witty method of logical rhetoric puts other characters in their place or in
a state of confusion. This syllogism, a rhetorical form that sets its argument through a
disputable claim and then proves the claim through two interrelated reasons, is the
most basic verbal tool of Shakespeare’s fools:

Touchstone …Wast ever in Court, Shepherd?

Corin No truly.

Touchstone Then thou art damn’d.
As You Like It Act 3, Scene 2, 35-36

Corin  For not being at court? Your Reason.

Touchstone Why, if thou never wast at Court, thou never
saw’st good manners; if thou never saw’st good
Manners, then thy Manners must be wicked, and
Wickedness is Sin, and Sin is Damnation. Thou
art in a parlous State, Shepherd.
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As You Like It Act 3, Scene 2, 42-45

While Touchstone is a logician, he is also parodies and adapts himself to every
situation, sustaining many different roles and performing the part that is required in
that moment. With Rosalind he is the ironist, proffering satirical opinion and reflection
on her actions; with Corin he is the cynical man of the court, offering opinions that are
educated and worldly-wise; and with the Forest malcontent, Jaques, he serves as
both rival and colleague. Through his behaviour, Touchstone effectively releases
Jaques from his obsessive melancholy and makes him wish to be a fool, if only for a
few brief moments:

Duke Senior What fool is this?

Jaques O worthy Fool: One that hath been a Courtier
And says, ‘If Ladies be but young and fair,
They have the Gift to know it.’ And in his Brain,
Which is as dry as the remainder Biscuit
After a Voyage, he hath strange Places cramm’d
With Observation, the which he vents
In mangled Forms. O that I were a Fool,
I am ambitious for a motley Coat.

As You Like It Act 2 Scene7, 35-42

His melancholy is a source of pleasure and amusement to the court of exiles, and
Jaques regularly punctuates the play with satirical and cynical observations of the
erotic idealism and romantic love that is offered in the magical Forest of Arden. He is
joined in these observations by Touchstone, who is funnier and cruder, seeing the
innocence of the shepherds and country folk as mere ignorance, and taking full
advantage of their simplicity. His wooing of Audrey, the naïve country wench, allows
the fool to draw comparison between the feigning verses of courtly lovers and the
lusty passion that this country romance promises, because it is without the usual
rules of courtship:

Touchstone …Truly, I would the Gods had made thee poetical.

Audrey I do not know what Poetical is. Is it
honest in Deed and Word: is it a true thing?

Touchstone No, truly: for the truest Poetry is the most
faining, and Lovers are given to Poetry; and
what they swear in Poetry, may be said, as
Lovers, they do feign.

As You Like It Act 3 Scene3, 15-20

Touchstone, authentically witty and rancidly vicious with all characters in this play,
serves as an ironic and critical commentator on the social activities of the forest
dwellers, both natural and exiled. Conscious of every duplicity and willing to share
these observations, he is only bettered by Rosalind’s superior wit and ability to see
more in the situation than he can. Touchstone is what his name invokes; a
touchstone to reveal Rosalind’s true spirit, and her clever responses show that she
has learned much from their verbal tennis matches. In the presence of Rosalind,
Touchstone abandons the prestige of his ironic quips, realising he cannot win. The
play belongs to her.
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Through Touchstone, Shakespeare conveys something of his own insight into the
court fool’s dramatic possibilities, an insight he further developed with Feste in
Twelfth Night and the Fool in King Lear.

TWELFTH NIGHT - FESTE

“Foolery, sir, does walk about the orb like the sun; it shines everywhere.”
Twelfth Night Act 3 Scene 1, 20

The ‘festive comedy’ of Twelfth Night is Shakespeare’s own Feast of Fools.
Shakespeare takes the Feast of the Epiphany, the Twelfth Night after Christmas, as
the occasion for his ambiguous comedy of revels which uses practical jokes,
disguise, revelation and song to propel its action and realise its themes. Twelfth Night
is not a high farce, but through its revellers and practical jokers, Sir Toby Belch, Sir
Andrew Aguecheek, Maria, and the Fool, Feste, the play borders more on misrule
and mayhem than on a sophisticated comedy of manners. A play about self-love and
sanguine disposition, the characters of this play are more in love with themselves,
language, music and the idea of love itself than actually being in love with anybody
else.

The court jester, Feste, is the most charming of Shakespeare’s fools and the only
sane character in this wild play. The Lady Olivia inherited Feste from her father, and
he carries with him an air of knowing all there is to know with sweet melancholy.
When we first meet the Lady Olivia, she has abjured the sight of men out of respect
for her dead brother. She is in the process of throwing the fool out of her court, when
the fool calls for Olivia to be taken away:

Olivia Sir, I bade them take away you.

Feste Misprision in the highest degree! Lady, cucullus non facit monachum;
that’s as much to say as I wear not motley in my brain. Good
madonna, give me leave to prove you a fool.

Olivia Can you do it?

Feste Dexterously, good madonna.

Olivia Make your proof.
Twelfth Night Act 1 Scene 5 Lines 28-34

Feste Good madonna, why mournst thou?

Olivia Good fool, for my brother’s death.

Feste I think his soul is in hell, madonna.

Olivia I know his soul is in heaven, fool.

Feste The more fool, madonna, to mourn for your brother’s soul being in
Heaven. Take away the fool gentlemen.

Twelfth Night Act 1 Scene 5 Lines 37-42

After four scenes of conjecture regarding Olivia’s state of mourning prior to this
scene, the audience’s perception of this character is illuminated by the comments of
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the fool, who considers her ready for wooing rather than mourning. His comment that
she is a fool sends a clear message that she has played the role of ‘weeping
cloistress’ long enough. Later in the play, when Cesario (Viola) meets Feste, she
calls him Olivia’s Fool and he replies “No indeed, sir. The Lady Olivia has no folly.
She will keep no fool, sir, till she be married”. It is clear from his words that she has
discarded her position of mourning, perhaps in the wake of meeting Cesario (Viola)
or perhaps at the truth of Feste’s earlier jest at her expense, or else it is a droll
prediction of how she will treat her husband once she is married.

Using the same verbal dexterity as Touchstone, Feste is a self-ascribed “corrupter of
words” who exploits the double meaning and ambiguity of language through clever
puns and witty retorts. When he speaks to Cesario (Viola) about his craft with
language, she observes his position within the action of the court:

Viola This fellow’s wise enough to play the fool;
And, to do that well, craves a kind of wit:
He must observe their mood on whom he jests,
The quality of persons, and the time;
And, like the haggard, check at every feather
That comes before his eye. This is a practice,
As full of labour as a wise man’s art:
For folly, that he wisely shows, is fit;
But wise men, folly fallen, quite taint their wit.

Twelfth Night Act 3 Scene 1, 32-36

Although Feste’s actions are quite benign throughout the play, his words and
melancholic songs offer critical comment on the action of the other characters, and
as Viola observes, question what is folly and what is wisdom, providing a mirror for
the other ‘fools’ of the play to see themselves in.  The only character that does not
benefit from Feste’s observations until it is too late is Malvolio, Olivia’s steward and
Feste’s nemesis. When he exchanges wits with the stiff and parochial Malvolio, as he
does with most of the play’s characters, Feste tricks him into also admitting he is a
fool. But where Olivia is amused at this word play, Malvolio is not.

Priding himself on his restraint and scorning the foolishness of others proves to be
Malvolio’s undoing in this play, as does his self-love and ambition. Even though he
has cause, Feste does not actively participate in the practical joke that Maria, Sir
Toby and Sir Andrew play on Malvolio, until he poses as Sir Topas to the much
tormented and maligned house steward, who is safely locked in the dark house.
Switching quickly from Sir Topas to The Fool and back again, Feste taunts Malvolio
in the darkness, where he begs both Sir Topas and Feste to help him to some light:

Malvolio Fool, there was never man so notoriously abused:
I am as well in my wits, fool, as thou art.

Feste But as well? Then you are mad, indeed, if you be no better
In your wits than a fool.

Twelfth Night Act 4 Scene 2, 45-46

Malvolio ends the play as he began, by being called a fool, but he is not alone. In
many ways, Feste shows through his action and commentary in this play that each
character has their own degree of foolishness when it comes to ego and love.
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KING LEAR – THE FOOL

“If thou wert my fool, nuncle, I’d have thee beaten for being old before thy time.
Thou shouldst not have been old till thou hadst been wise”
King Lear Act 1 Scene 5, 28

The most famous of Shakespeare’s fools, the Fool in the play King Lear serves a
similar purpose to Touchstone and Feste as a critical commentator of the action.
Further to this, his intimate relationship with the king allows the audience
psychological insight into what Lear’s greatest fears are, as his kingdom disappears
and his elder daughters turn against him. Initially spoken when on his throne and
retaining full power of his kingdom, the force of Lear’s words at the beginning of the
play prevents any other character from arguing with his ideas. Both Cordelia and
Kent are banished for daring to speak against the royal commands of the King.
Through his position and power, Lear pre-empts and quashes any other verbal
spontaneity from the play’s characters, with the exception of the Fool who later
appears at Goneril’s castle.

The Fool here is a chorus of sorts and mediates for the audience, making the dread
king accessible and human. His bitter wisdom and wit parody time and time again the
foolishness that the king has shown in dividing his power and giving away all but his
title. He is called nothing but Fool, even though there is an obvious intimacy and trust
in his relationship with the king. The Fool loves Cordelia and Lear, and is in turn
loved by them, so much so that when Cordelia is banished he pines for days over the
loss. The child-like Fool seems to take delight in torturing Lear with reminders of his
actions, turning Lear’s own words against him by using riddles and puns around a
continuing theme:

Kent This is nothing, fool.

Fool Then ‘tis like the breath of an unfee’d lawyer – you gave me
nothing for’t. Can you make no use of nothing, nuncle?

Lear Why, no, boy. Nothing can be made out of nothing.

Fool (to Kent) Prithee tell him, so much the rent of his land comes to; he will not
believe a fool.

King Lear Act 1 Scene 4, 81-85

This is a very different fool to the ones that Shakespeare created for his comedies.
He is unstoppable and churlishly witty, directly and indirectly criticising Lear’s folly at
losing his power and banishing his favourite daughter. Although he drives Lear
towards a kind of madness with his comments, he willingly follows him there, loyally
staying with him through all the adversity that Lear faces in the play. But Lear refuses
to listen to the Fool’s observations, stubbornly continuing to behave in a manner that
is inconsiderate and boorish until he loses everything. In his retirement, Lear himself
is rather like a child, expecting that all his needs will be met instantly and when they
are not, throws a tantrum demanding the respect of a king:

Lear Does anyone here know me? This is not Lear:
Does Lear walk thus? Speak thus? Where are his eyes?
Either his notion weakens, his discernings
are lethargied – Ha! Waking? ‘tis not so.
Who is it that can tell me who I am?
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Fool Lear’s shadow.

King Lear Act 1 Scene 4, 137-141

The Fool is wise enough to know that Lear has lost all authority and that his demands
for kindness from his daughters will go unheeded:

Fool Nuncle, give me an egg, and I’ll give thee two crowns.

Lear What crowns shall they be?

Fool Why, after I have cut the egg i’ th’ middle and eat up the meat, the
two crowns of the egg. When thou clovest thy crown I’ th’ middle
and gav’st away both parts, thou bor’st thine ass on thy back o’er the
dirt.Thou hadst little wit in thy bald crown when thou gav’st thy golden
one away.

King Lear Act 1 Scene 4, 99-105

One of the most effective techniques the court jester used to point out his master’s
folly was allowing him to see it for himself. The Fool’s well-timed levity carries the
pathos of Lear’s situation and artfully demonstrates the weakness of the king’s
conduct and the irreversible consequences of his action. Interestingly, the part of
Lear’s Fool was usually cut from productions in the eighteenth and 19th Centuries, as
critics thought this ‘comic’ role was out of place in the tragedy. But as an analysis of
the character demonstrates, the Fool should not be interpreted as humorous. Instead
he should be read as Lear’s conscience, telling him truths that no one else dare
speak.

THE SERVING OF TWO MASTERS
Shakespeare’s Fools effectively serve many purposes within the dramatic action:
they are the perfect foil for the ignorant and the foolish, introducing humour to both
dramatic and comedic situations; they provide witticisms that provoke and prevent
action, even though they have no real physical power in the court; they are fools to
all, but servants to no one but themselves, holding a safe distance that allows them
see what others may not. By exposing this duplicity, they allow the audience a
deeper insight into the story and its characters, and underline the play’s key themes.
They are the servant of two masters, the play and the audience, stepping in and out
of the action to maintain the balance between them both.

OBSERVATION AND DISCUSSION
• The students would do well to compare and contrast the interpretation and

purpose of Touchstone in this production with ‘the fool’ in any
Shakespeare production or play they are studying.

• How effective do they consider the use of the fool as a dramatic device by
the playwright?

• What “Court Fools” do we currently have in our society and what purpose
do they serve apart from levity?
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THE FOREST OF ARDEN
BY ROBERT KENNEDY

There are symbols in the great plays of Shakespeare, including As You Like It, but
they cannot always be interpreted absolutely. They are not always part of a fixed
scheme of meaning. Johnson may have been thinking this when he remarked that
Shakespeare ‘seemed to write without any moral purpose’. Truth in Shakespeare is
integrated into character and the interrelation of characters, as it is in the work of all
good dramatists, but in Shakespeare we see it to an unparalleled extent. The
meaning or significance of most of his dramatic situations is presented, at least in
most cases, as personal, debatable and subjective, not simply dependent on the
characters involved, but in fact created by them. As Peter Brook once observed,
each line, character, place and event in the plays seems to have a virtually unlimited
number of interpretations: ‘the characteristic of reality’. So, when we study the
significance of, for example, The Forest of Arden, it is exciting to begin with the idea
that it has no set meaning, but is rather a dramatic device used by playwright that
opens up new possibilities for the characters, and becomes significant through the
way they inhabit it.

The perfect merging of form and content was a mark of the literature of
Shakespeare’s drama, and particularly his later, greater plays. Late medieval
literature, as exemplified by the once enormously popular Roman de la Rose,
featured elaborate allegory based on symbols such as the Rose and the Castle,
signifying Love or Woman, which could be deciphered by the reader as if in a
phrasebook. In the hands of Shakespeare and others, the theatre took literature
beyond such schematic representation, and actually made itself identical with the
world. Jaques says as much in As You Like It: “All the world’s a stageº” (Act 2
Scene 7) Thus images from reality, such as a forest, become dramatic devices,
rather than glosses for moral or other truths, and theatrical devices become complete
realities on the stage, because they are real for the characters.

There is in fact a strange confluence of literature and reality in the textual origins of
Forest of Arden. On the one hand, it comes from Shakespeare’s main source, a
prose romance by Thomas Lodge titled Rosalynde: Euphues’ Golden Legacy, which
appeared in 1590, 10 years before As You Like It, and provides much of its plot,
including the exile of a noble father in a forest. Both works are ostensibly, if vaguely,
set in France, as Shakespeare’s use of names such as Le Beau, Amiens and Jaques
would indicate, and many have noted that ‘Arden’ must derive from ‘Les Ardennes’, a
large forest stretching from northern France into Belgium. But ‘Arden’ was also the
maiden name of Shakespeare’s mother. So, in its origins, The Forest of Arden is a
mixture of home and family roots, and foreign wilderness, as it is for the characters in
As You Like It. For the shepherds, Silvius, Phebe, Corin and Audrey, it is a
permanent residence, while for the exiled courtiers it is a place of banishment or exile
which is, nevertheless, a pleasant retreat. For Jaques, it becomes a permanent
home. But Rosalind, Celia, Orlando, the Duke and others abandon it as soon as their
funny business in the woods has been straightened out. Dramatically, Arden allows
the characters to explore ideas of home and belonging, but it depends on how you
look at it. Rosalind calls it ‘liberty’, the Duke, ‘exile’. But both are quite content to
leave the forest when the time comes.

Arden is many things to many people, but for the protagonists from the court it is at
least something different from what they are used to. Shakespeare understood that in
human, more than simply symbolic terms, there is nothing quite like a change of
scene to bring about changes of mind. Arden has transformative power, not only
obviously, in the way it forces Rosalind to do her famous cross-dressing act, but
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more subtly, in the way Frederick has hardly stepped into it out of the court, when he
finds he has good reason to abandon his wicked ways and convert to the good. This
happens offstage just before the end of the play; Shakespeare makes The Forest of
Arden, and its effect on people, reach beyond what the audience can actually see on
stage.

Of course, Arden is also one expression of the ancient literary tradition of Arcadia,
the rural, unsophisticated setting for all pastoral romance. The conventionally gentle
pace of a shepherd’s life allows time for reflection on love, which is the subject matter
of As You Like It and its ancestors in the pastoral genre. But Shakespeare does not
make the forest simply a place of ease and idleness in nature, for while Arden does
provide distance from the corruption and dishonest artificiality of court, As You Like It
is all about disguise, and one of its central images is a grand deception, albeit a
playful one. And Shakespeare gets a lot of dramatic mileage in the play out of just
how hard it is for people to talk honestly and directly about love, even in Arden,
where courtly politesse has been eschewed. Making the traditional settings and
symbols of pastoral literature into causes of dramatic conflict, Shakespeare shows
how the vicissitudes of the unsheltered life, such as the ‘winter and rough weather’
Amiens sings about, are opportunities to come understand life, and one’s place in it,
afresh. As the Duke says of “º the icy fang / And churlish chiding of the winter’s
wind”: “These are counsellors / That feelingly persuade me what I am.” Then there is
the irony of Jaques’ lamentations over the wounded deer in Act 2 Scene 2: ostensibly
the most cynical courtier of all (although nevertheless loyal enough to follow his lord
into exile), and the most resistant to the change the forest brings, is at the same time
the most sensitive when he sees with his own eyes where venison comes from.

Arden refuses to explain itself in any definitive way, because its purpose is a
dramatic one: to provoke the characters of As You Like It into engaging action or
reflection. What does The Forest of Arden ‘stand for’? Many things,
probably—Nature, Liberty, Love, Honesty—but above all, the trees serve as
something Orlando can carve and hang his poems on. They thus help to make some
fairly dreadful verse into an occasion for astonished delight on Rosalind’s part. When
Touchstone asks Rosalind why she is bothering with such bad poems, she says,
“Peace you dull fool! I found them on a tree.” It is exciting, and it could only happen in
a forest, far from home; the same poem sent in a letter at the court of Rosalind’s
father would no doubt stimulate scorn. Had there been no Forest of Arden, our
heroine may never have fallen in love in quite the way that she does, before our
eyes, in As You Like It.
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DESIGNING FOR AS YOU LIKE IT
BY JENNIE TATE

The first question that we must always ask ourselves before embarking on any
project, is, why  do I want to do this ? What particular meaning does this hold for us
and why is it relevant at this particular time? Answering these questions will enable a
director and designer to decide what form the production will take and what meaning
they will derive from the text to offer to the audience.

Lindy Davies, the director, and I have worked together many times and we both
believe strongly in a collaborative approach. But before undertaking the project, Lindy
had already taken a strong directorial stance with which I was in concurrence. A
reading of the play revealed that the first few scenes of the play were about collision.

In As You Like It here is a new regime and people are looking around, trying to
decide where the new power bases and structures are, to whom they should be
aligning themselves. Celia, however is a different story and stands loyally by her
friend, and for Lindy and I this is the heart of the play. It is about moral courage, and
this stance enables the girls to walk away from the court and its comforts to join the
banished in the forest, saying as they go:

Now go we in content
To Liberty, and not to Banishment
As You Like It Act 1 Scene 3

Having made this decision we needed to find a design style to convey this meaning
and in order to do this we viewed several videos. We looked at a production from the
1930’s, one from the 1970’s, and one made in 1990. The creative teams had each
made their own decisions as to what they saw as important and this was very
revealing. The 1930’s production, although dated and old-fashioned in many ways,
did convey a sense of wonder, awe and magic that we felt was integral to the piece.
The 1970’s production, while being a very clear and truthful reading of the play was a
little bound in presenting the forest as a real, rather than a metaphorical place. The
1990’s version, in its attempt to place the play in a contemporary setting, actually
reduced the meaning of the play. In putting it in a wasteland, they conveyed the idea
of a place for the outcasts of society but lost all sense of the forest as a place of
transformation that for Lindy and I was essential to an interpretation of the play.

To us both, the wedding of form and content is essential and this involves seeing the
play as poetic metaphor. The image that sprung to mind for Lindy was that of the cut
rock crystal such as those which make up a crystal chandelier. The interesting thing
about this play is that everyone has their own point of view and when they look at
something from another perspective that is when transformation is possible. The
crystal is a perfect metaphor for this. As we revolve a crystal, another facet presents
itself. We see from a different perspective. So my task then was to find how to
present this - how to weave the notion of crystal into the play, that was congruent
with the story being told; to wed form and content, a designer’s task. This has been
achieved by seeing the structure of the play in three sections: first, the world of the
palace, the world of artifice where collusion is always present; secondly, the world of
the forest where we are able to see the wonder of a natural environment - a place of
peace and freedom but one in which people are still endeavouring to understand and
balance their relationships with one another; and thirdly, the finale when all is brought
into harmony. In the design, each environment has crystal manifesting itself in a
different form; showing a different facet of itself and in doing so, revealing a different
perspective. Thus we are demonstrating form and content which is integral to the
way Lindy and I work together.
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TOWARDS TOUCHSTONE
BY ROB MELDRUM

My preparation for any role involves certain procedures to which I tend to adhere as
an actor, irrespective of the production.

My task is first to understand thoroughly what it is I have to speak – ie. the language
and the words Touchstone utters. I address this by going chronologically through the
text investigating it with the aid of a good Shakespearian Dictionary - a gentleman
named Schmidt created an excellent two-volume version which is an invaluable
resource - as well as with a Standard Oxford, and I find the Australian Macquarie
also does the job. I’m endeavouring with this process to elucidate the precise
meaning of the word at the time Shakespeare wrote the play. Many words whose
meanings we take for granted had different meanings in Shakespeare’s time even
though the spelling may have remained unchanged. For example in As You Like It,
Touchstone makes frequent use of the words ‘honour’ and ‘honest’ and it is crucial in
playing the role to know that these words had several co-existent meanings, because
it is often the play on these several meanings which creates the humour. Honest for
example means ‘honourable in principles, intentions and actions’ but it also describes
a woman who is ‘chaste’ and ‘virtuous’. A lot of the fun in the first Audrey/Touchstone
scene arises out of these dual meanings.

A second level of work involves researching all the references either overt or implicit
in the text to events, ideas, mythologies, political and religious movements and social
structures and etiquette. Identifying and understanding these allows me to enter the
imaginative world of this particular play. For example, in Shakespeare’s time, it was a
strictly observed ritual to remove one’s hat in the presence of someone who would be
deemed by class to be your superior. Very funny moments arise in the play when
Touchstone, enjoying his ‘elevated’ status in The Forest of Arden gives ‘permission’
to other characters to ‘cover their heads’. And hence it is necessary to understand
the class structure of the period when the play was written and the role of the
professional ‘fool’ within this.

Saturated with all this information I now embark on the final and really exciting stage
which is to allow the language, right from my first line: “Mistress, you must come
away to your father” to connect with my imagination, my unconscious - what in other
terms might be described as ‘learning my lines’ or ‘getting the lines down’ neither of
which do any justice to the subtlety and complexity of this process. It requires
stillness, focus, muscular release and above all patience, to allow my deepest and
often, irrational responses to the language to arise. I liken it to dropping a Berocca
into a glass of water: the tablet being the word or phrase, the water the actor’s body,
mind and imagination. I stress ‘actor’ here because one can not do this work in a
casual, everyday sort of way. The mind must be clear, the breath centred, and all
muscular tension released to allow the language to be fully absorbed. A colleague of
mine calls this stage ’deep sea diving’. This work can take varying amounts of time
depending of course on the size of the role. However, as you work through the play
the process quickens as one becomes more and more sensitive and attuned to the
quirks and mannerisms of expression, the particular speech rhythms and the often
recurring imagery all contained and revealed within the language of the allotted role.
The ‘layers’ start to accumulate.

So, my work as an actor (and I stress my because every actor’s process differs) is to
discover exactly what I am saying and as a result of that, to discover what I am
doing. ‘Discover’ here is the operative word. You may have noticed in this general
description of my process that I omit any reference to character. This is deliberate. I
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tend not to find the word useful because it implies a summation of identifiable traits,
and that is something I am always working towards without necessarily arriving. If I
get too caught up with interpretative ideas about character, it will interrupt the
process and put me up in my head instead of working from my centre, or from what
might be called ‘cellular memory’. For if I attend to each moment of the play with a
rich understanding and awareness, having done all the preparation described, then
as the play progresses and accumulates in meaning, I have to trust that something
you the audience will identify as peculiarly ‘Touchstone’ will begin, of his own volition
as it were, to emerge.
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TOWARDS THE DUKES
BY ROBERT ALEXANDER

At this time approaching the two roles of Duke Frederick and Duke Senior in As You
Like It is something I have not considered too deeply. As we begin rehearsals, this is
most unusual for me as my experience and inclination is to thoroughly understand
ALL the parts in the play I am about to rehearse. This departure from my usual
preparation technique is primarily because the director, Lindy Davies, has developed
a process of rehearsal which encourages the actors to approach rehearsal as a
totally blank canvas with minimal, or no, preparation. The play is however very well
known to me as I have performed in two other productions of it, but on both
occasions, in the role of Jaques not as the two Dukes. Consequently, it is rather hard
for me not to have any preconceived ideas.

Normally I do a considerable amount of research and preparation prior to rehearsal.
This will include learning lines or at least, gaining a great familiarity with them. I very
carefully considered my recent role of Polonius in Hamlet prior to rehearsals,
researching academic writings and making observations of the work of other actors
who have had the joy of playing the role. Nevertheless, the point of this process is
not for the purposes of copying another actor, nor is it  so that I can find a fixed way
to play the role. There is no point in that, as every production is different and the
slavish copying of somebody else’s performance is in no way creative. My
preparation is like studying a road map or a guide book before taking a holiday to a
foreign place. I find my own creative instincts are stimulated by agreeing or
disagreeing with another’s observations.

Throughout my 30 years as an actor I have performed many roles which have not
been unlike the two Dukes in As You Like It. In fact, I have very often played persons
of authority or nobility and I will draw on this experience when I begin rehearsals,
though of course any actor tries not to repeat himself interpretatively or creatively, so
I am certainly aiming to create two fresh characters within the body of my own work.

That one Duke is evil and the other is good, makes the task, at this stage, appear
easier. Both seem broadly drawn, with one being unaccountably bad and changing
for the better at the play’s end, and the other avuncular, easy going and warm. That
for the present, following Lindy Davies’ directorial request, is all I have to go on.
However, I know that I am once more facing the great challenge Shakespeare offers
and a long run in the theatre with warmth and alacrity.
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REHEARSAL REPORT BY MARG DE WOLFF
12th July 2003 – As You Like It

In the absence of daily rehearsal reports which are not really appropriate to the style
of rehearsal, I thought I would fill you all in with a summary of the week’s activities.

There have been three processes all happening concurrently. The first is Text
Analysis – splitting the play into beats (scenes within scenes) discovering their
purpose/meaning, the climax line and then giving each beat a title eg “Sport for
Ladies”. There are some 58 beats in the play of which we have named only 12 so far.

Next each beat in Dropped In. A long process where each actor must find an
association/memory/feeling for each word or phrase they say. Then they sit with each
other and the text projected on a wall beside them. They then must remember each
image before saying the word or phrase. After each session the actor ‘retrieves’
these images by writing down what feelings and thoughts come up. (yes it’s
absolutely exhausting and emotional, what do the words “My Father…” conjure up for
you?)

Next – The Abstract process where each beat is then moved into an open space
filled with many, many items from our store. From a ladder to pieces of material, a
stuffed pig, a bicycle, costumes, hats, shoes, flowers, ropes, pots and pans, a
butterfly net…You get the idea. They again speak their lines to each other but are
now released from naturalism into an abstract world where anything can represent
anything. In this world new meanings are discovered and relationships are built.
Actors new to this process are slow to begin with but get faster. The entire cast is
doing amazing work. Everyone is given absolute permission to take as long as
needed to satisfy each moment within these steps.

Another element is the use of long bamboo poles which are carried, beaten on the
floor, used to build things, hooked into camouflage nets to create a forest world – an
extension of the actor really. This is teamed with some detailed voice work with
Lindy, and usually happens every day.

Margaret Kaye the Feldenkrais coach had her first session, and will continue weekly
working with the cast on ‘tuning their instrument’.

Next week sees the introduction of Nigel Poulton, who is teaching David and Joe how
to wrestle for their big match. Also Alan John will be joining us to continue his music
composition, and work with the cast on some songs. Lastly, Gavin Robins is coming
to teach everyone how to waltz!

As well as all this, costume fittings down at the Australian Opera are being slotted in
to our highly fluid rehearsal schedule. Byron Shaw has done some fantastic work to
hang drapes, a projection screen that flys in and out, and curtains for some of those
huge windows. Alex has come in to organise our travel and accommodation. We
have also secured the room so it can be locked up safely.

Next Wednesday all the creatives will meet for our first production meeting.

Though this all sounds pretty challenging compared with the usual process, I can
assure you that Lindy, the cast, and Anna and I are enjoying the work and feeling
pretty happy with what we have all achieved this week.
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I encourage anyone who can spare the time, to come and visit. Or you can just wait
for the second week’s summary!

Marg De Wolff
Stage Manager

If you would like more information on Lindy Davies rehearsal technique, it is detailed
in the book Other People’s Shoes, Thoughts On Acting By Harriet Walker, Penguin
Books (1999).
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