Te

CANADIAN THESES ON MICROFICHE

'

- THESES CANADIENNES SUR MICROFICHE

l .National Library of Canada
Collections Development Branch

Canadlan Theses on

Micrbfiche Service sur microfiche

- Ottawa, Canada
~ K1A ON4

NOTICE

- The quality of this microfiche is heavily dependent upon the
quality of the qnglnal‘thesns submitted for microfilming. Every
effort has been made to ensure the highest quality of reproduc-
tion possible.

If pages are mlssmg, contact tﬁe umversntx which granted the
degree.

Some pages may have indistinct prin{ especialiy if the oﬁ§inal
pages were typed with a poor typewriter ribbon or if the unjver-

sity sent us an inferior photocopy.

“

Previously copyrighted materials (journal articles, published
tests, etc.) are not fllmpd

‘Reproduction in full or in part of this film is govemed by the '
- & la Loi canadienne sur le droit d'auteur, SRC 1970, c. C-30.

Canadian Copyright Act, R.S.C. 1970, c. C-30. Please read
the authorization forms which accompany this thesis.

&

-

THIS DISSERTATION
HAS BEEN MICROFILMED
EXACTLY AS RECEIVED

NL 339 (1. 88/09)

§

. . : ' iy . wor .
.Bibliothégque nationale du Canada IR -
Direction du développement des collections ‘ . i

Service des théses canadlennes

AVIS

La qualité de cette microfiche dépend grangement dela qualité ‘
de la thése soumise au microfilmage. Nous avyns tout fait pour

assurer une qualité supérieure de reproductian
S'il ma‘nque'des pages, veuillez communiquer avec. I'univer-
sité qui a conféré le grade.

La qualité d'impression de certames pages peut latsser a -

~ désirer, surtout si lespages originales ont été dactylographiées

a l'aide d’'un ruban usé ou si I'université nous a fait parvenir
une photocopie de qualité inférieure.

Les documents qui font déja I'objet d’'un droit d’auteur (articles
de revue, examens publiés, etc.) ne sorit pas microfiimés.

La reprbduction, méme partielle, de ce microfilm’ est soumise

Veuillez prendre connaissance des formules d'autorisation qui
accompagnent cette thése.

3

LA THESE A ETE
MICROFILMEE TELLE QUE
NOUS L’AVONS RECUE

@ - Canadi



» 1 . ;v

s

n National Library ~ Bibliothéque nationale  CANADIAN THESES ~ THESES CANADIENNES
of Canada du Canada : - . ONMICROFICHE ©°  SUR MICROFICHE
b :,' . -
T 68198
NAME OF AUTHOR/NOM DE L AUTEUR — HEATHE R MA(” ME I

TfTLEOFTHE\SIS/T/TREbELA THESE__ " THAT OEQWRE OR]ECT eF DEglkE
SHAKEQPEﬁaﬁé WSk OF gExum_ DU CE
N TAS You KE (T CAND U TWELFTH NieHT "

UNH‘ERSITY/UN/VERS/‘TE: - g(MDN FQ/\gER \&M\UERSP‘\/ =
o O I s MASTER  OF ARTS

N\,

q . :
. . AN
YEAR THIS DEGREE CONFERRED/ANNEE D*OBTENTION DE CE GRADE \18 ‘ L

NAME OF SUPERV!SOR/NOM DU DIREC TEUR DE THE.SE - L(ON EL KQARM S

L4

Permission is hereby granted to the NATIONAL LIBRARY OF L’autbrisatfon est, par-la présente, accordée 4 la BIBLIOTHE-

N

CANADA 1o microfilm this thesis and to’'lend or sell copies QUE NATIONALE DU CANADA de microfilmer cette thése et _

of the fitm, . o de préter ou de vendre des exemplaires du film.

The author reserves other publication rights, and né’ither the L'auteur se réserve les autres droits deb pﬁb)icat/an,‘ ni la

thesig nor;extensive extracts from it may be printed or other- théseni de )ongS'extraits de celle-ci ne doivent étre /'mpr/'més

wisé reproduced without the author’s written permisgion. ou aut(ement reproduits sans I'autorisation écrite de [‘auteur.
e St 854

JATED/DATE S’ﬂﬁ o (9 _ SIGNED/S/GNVg .

S

/ v

SERMANENT ADDRESS/RESIDENCE FI

by

L-91 {3:74) ‘ . o ~



v, P
do

“THAT OBSCURE OBJECT OF DESIRE"
J T

SHAKESPEARE’S USE OF SEXUAL DISGUISE IN

"'AS YOU LIKE IT AND TWELFTH NIGHT

by 
Heathef Marie MacNeil

B.A. (Homs.), University of Guelph, 1980

| A THESIS SUBMITTED IN PARTIAL FdLFILLMENT'
N OF THE REQUIREMENTS FOR THE DEGREE OF
| MASTER OF ARTS :
in the Department

of

" English

(© Heather Marie MacNeil 1984
- Simon Fraser University

August 1984

All rights reserved. This work may; not be‘
reproduced in whole or in part, by photocopy
or other means, without permission of the author.



‘_ PARTIAL COPYRIGHT LICENSE

P

1 hereby granT to Slmon Fraser Untversufy the rlghf To lend

my Thesos, project or exTended essay (the title of: whrch is shown below)

to users ot the Simon Fraser Un»versnTy lerary, and fo makerparflal or-

single coples only for - such-users or in response to a- requesT from the

izbrary of any other. unsversnfy, or oTher educational lnsTaTuTnon on.

i+ own behalt or for one of nTs users.. | furTher agree ThaT permlssuon_t

for multiple copying of this work for scholarly purposes‘may be granTed
- by me)Srpfhe Dean of GraduaTe Studies. It is understood that copylng
or publication of this work for tinancial gacn "shall not be allowed |

wJThouT my written permission.

Title of Thesis/Project/Extended.Essay :‘ -

“THAT 0BSCuUpE ,OB,J’EC; OF DEsueE

K%MKEgPEA/QEB ASE DF SEXMA blSéf:tUSb

N AS Yo LIKE " AND "[wEL’TH uwm

h

-

‘AuThor:'
(signafure)

HEATHER MACNE(L

T ' (name)
309 8y

(date)

ch



£ meROVAL

. NAME:  Heathel Macleil.
DEGREE:  Master of English

" TITLE OF THESIS:® That Obscure Object of Desire: Shakespeare's' Use of Sexua]
- D1sgu1se in As You L1ke It and The Twelfth Night -

~

~

-

EXAM%NING'COMMITTEE' - - Chairperson: Professor Michael Steig:

“Professor Lionel Kearns
Senior Supervisor
Associate Professor of English, SFU

Vrefessor/g%QPgEIB ering
- Professor Englysh, SFU

Professor Leonerd'Angé1
‘External Examiner
_Associate Fellow, Department of Philosophy, UBC

9 Aug;zzs?eeg/

ii



" ABSTRACT

1

Shake;pgpre?s use of the female page convention in As You

[

gggg/_gjand IgglftQ,Night‘represents a donvergence of two

essédtially divergent traditions: the medieval tradition of
female virtue preserved through male dress; and the

Renaissance tradition of "eros Socraticus" with its praise of

\
A

""lovely boys." The virtuous and lbyal “female hero" of

'medievalrromancé; who follows her lover in th guise of a

page in order to serve him, is onelgFototype for
Shdkespeare;s cross—dressed éomic heroineg; the other
prototype is the "fair youth" of hié Sonﬁets, moqelled
after the bisexua;fbﬁy ephebe, whose effeminate be*uty

was projected in the Elizabethan‘theater by the boy players

L}
of women’s parts.

,é{/ "Playing the woman’s part," possessed a double meaning

\

for Elizabethans: it reférred to the gtage]p}actfcé of using
| : ' ' ¢

boys to play female roles} and it also stood as a euphemism
for the alleged\Homosexualﬁpractices of those boy players.
The sekué} ambiguity‘of\the travestied boy player caused

considerable moral discomfort within Elizabethan culturg and

was a focal point for Puritan aftacks against the,theafef;

- The female page convention provided dramétists with a method

of defusing the homasexual anxiety surrounding the use of the

iii
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boy player by masking his subversive sexuaiity behind Ehé
fiction of a boy page who is really a girl in disguise.'

Wherees the boy page/boy player’s eroticism was,that of

forbipden pleasure, the 4ema1e hero’s was that of éhaete

icon. The first was a projection>of the esoteric ideals and
erotic customs of the unofficial culture; the seconp.was'a

pro,ectxon of the womanly 1dea1 wh1ch pervaded the offxcxal

culture. Nonetheless, boy page, boy player and female hecp
were linked in the popular imaginatlon by a set of efqtic

associations revolving around their’sexualvvulperability ahd

irresistible femininity.

—— —— e D e g o — s

In As Y ou g;gg 1t and Twelfth Night, the fascinating
eroticism latent in the femaleigege convention surfaces in

Rosalind and Viola who are both male and female, and whose

erotic ambiguity Shakespeare uses as a metaphor for the'

ambiguity of passion itself.

iv



Femina vir factus, s@xXus danxgrat hpnorem,

Ars magicae Veneris hermaphroditat eum. -

Praedicat et subjicit, fit duplex terminus idem,

Grammaticae leges ampliat ille nimxs.

CWhen man is made woman, he blackens the honnur of
his sex, the craft .of magic Venus hermaphnodxtes
him. He is both predicate and subject, he
becames likewise of two declensions, he pushes ‘the
laws bf grammar too far.l

Alanus de Insulus, De Planctu Nggurae,

a medieval tract against homosexuality..
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R INTRODUCTION,

|

The quick comedians
7 Extemporally will stage us, and present
- /. Our Alexandrian revels: Antony -
.~ Shall be brought drunken forth, and I shall see
Some squeakxﬁg Cleopatra boy my greatness
I’ th* posture of a. whore.

Antopy and Cleopatra, V-ii-216-221

Art-—always——requxres visxble unrealitles.l.w
: Jorge Luis Borges

As Cleopatra broods, in the final moments of Antbny agd
Cleopatra, on the reception that IIREIXLé"aItE her when.she

is taken to Rome as-Cagsar’s ransom, Shakeﬁpeafe.suddenly

- .

reminds the audience, deEply inﬁslved in the fate of the

.Egyptian queean, that “"she" is not there at allj; rather, therenis

only a-boy on~a stage, squeakxng\ Cleopatra S 11nes.

Shakespeare allnﬂb tQ\Jector playtng the part of ..

. Cleopatra tpabveak ipto his own theatrical 1J1usion with a

self—ﬁeference,to what he himself is doing at that very

5

moment; in that way;‘Shakeipeafe.draws to the'&udienCE’s

attention the fact that what they are seaxng on the stage is

é lie, a«mere reflect1on, masquerading B8 reality.‘The Belf—

* *

conscious allusion hal an inmed1ate reference within the play
1tself, but its larger reference is to the illusory uorld of

stage plays, of acting; of imagination and, ultimately? of

1
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life. For Shakespeare, the_&gmparison'éf'the Wind;tGLa L
play becomes a way .of Vieﬁingyart and so reality.

e — —— —— v g Sk e s e

In Antonylggg Cleopatra, the actor’s self-conscious

allusion to playing a role is not so.much .a tangible stage

presence as it is a conspiratorial wink tossed in the audience’s
. : 4 1‘{ g )“;\ ' X X . ’ ) ‘
direction; the dramatic illusion shows its fissure and its

=iy

suture f%ﬁ,enly'a moment. But in other Shakesbeérean play5'5£

the crack in the;illusion, which the boy acters e%yﬁpmen’s
part5~opeﬁ’up, remains agaperthro;ghouf(tﬁe entife'g&ay. vOn
the whole, this usually happees {n‘the co;edies where role
playing and deceptiénxare'pa;t of the genre.f¢lni

Shakespearean comedy,‘the-contfedictien between a;Eifice and
reality,frepresehted by the-boy acter disguised as a eiké, is
COmmoniy'eresented by way of the cross—eressed heroine, ;
-girl eisguiseq as a pby;‘the sexual identity of the cross-
dressed heroine straddlesvfhe polaeities of MQsculinity‘end
femininity in a manner anaiaéoesﬂlo the weyr;hatrerametic
perfarmance ;traddles,theqeoiafitieé o; art andxlifel‘“The
function of sexeal disgu;se in:Shakesﬁearean comedy”is io‘ _ 'f
examine the. poles o% masculinity and'fem;ei;jty, appearapee.
end eeseece-end,‘at,éhe same time, to dehonetfete tﬁe
oscillation ane,blur(ing of qist;nctibn'tha£ often takes
o, ey u « s !

place between them. The cross-dressed heroine>bquds on the

~stage convehtion‘of'qsing boy actors to play‘@emaie‘pargs,

&

Al
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and it is within the framework of that central SexgaIWIie
. R R > . 4 Y. E
: . i Py
that th’ cross—dressed comic heroine must be vi ed. :

Shakespeare s plays were wrltten for a stage on which
b ‘ T o '
oys played the parts offuomen. The use of boy actors to.play
female roles in the absence of real women was a convention ef

~the E11zabethan theatre, an’ agreed upon dramatlc pretense -
. i ) .
- 1like the use of placards to 1nd1cate scene locatlons 1n'the |

e - . - 2

absence of real scenery. Unllke other stage pretenses th edgh,v‘
tg :

. the CDﬂVEﬂtlDﬂ of cross—dre551ng often QRazed the 11m1

.
3

perait¥ed art1f1ce; this was because, as we have’already~

observed in Agtonz and Cleopatra, the boy who was dressed in

.2 woman’s clothing did not always dxssolve altogether into the
‘illusion of the female character he was playing;

T . : - B ‘,A . L )
occasionally, his real sexual identity broke into the-theathical’

illu;;on, and remaihed—there—asra kind of derieery hudgefin;—
_ the’ﬁrbs,La knowing smirk. Both on and off the e “

~Elizahethan etage, “ﬁlayihg the woman’s part” constituted a

loaded expressiong for,,besides its literal allusion to‘the?‘*\\\\

s . e ’ v’ ) ‘ e ' '
stage practice of dressing boys up as women, it stood as‘a

f
s

4 -
PR

[

bawdy euphemism for the alleged homosexual praetices of boy

playdé}é%gf—stage. At the time that Shakespeare was writing

: LY
his plays, the custom of using boy actors in female roles ‘Was
4

being ittackeq by the Puritans, whq claimed that it incited

-

‘berverse lust of various kinds and, also, that Scripture

forbade it. There was probably somelgustitication to
[ T * \
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their chargeﬁﬁ touards the end of the lixteenth century, bhe

!

t
e%feuinate bdyg%ﬂyen*nas beqonxng a sourcé of: cons&derable‘?

erotxc interest within the unofﬂacial circles of Elizabethan :

culture where la“é ic tradxtibnég 1ncluding those in’ praise

E 'T*K .o
of “lovely bo were enjoylng a renaxssance. ,In verse. and

'prose, wrzters f%&quently aﬁluded to the double mean1ngs

A'

- 1
~1opl1t1t in playan "the woman S part*“'through erotxcally

charged descriptxons of thg "wanton female boy"'and hxs

A ~

1rresistible,beardless beautyl but 1t was, naturally en?ugh,; ﬂ;,W

'\

in E11zabethan drama that thgglatent erot1c1sm q? the boy i

pdayers of wamen’s parts was. most uxdely exploxted, that

q .

eroticism was 1nvoked on stage whenever hlS sexual ambxgu1ty

‘. was alluded to. Such'allusxons were, for the most part, Q/

L3

. covert, since Purltan censure'had'to be reckoned with’andf?dr

this reason the erot1c1sm of-the cross—dressed boy player'?'?jﬁ“ff‘

4

was often cloaked in the pretence of a crossbdressed t

“heroine.' : F
\ ' ' :
The conventlon of the: female page——the gxrl who {ollows Lo

her lover in the gu15e of a page 1n order to serve him—— (
enlarged the role\of ‘the “hero1ne and also dxscovered 1ts >

>

latent poesibilitxes. Dranat1sts found in the female pag€
conventlon a method of defusxng the hqmosexual anxiety

surroundxng the use of the boy player by keepxng hxm in
SO LIS B o

safer male att1re for most of the play. But. while the

pretext succeeded in keep1ng the boy player s W © ,;



transvestism under wraps, it also had the effect of making
overt the homosexual ihnuendo that lay'underheath his étage;

transvestism.‘ DiEguised twice d};{, the boy actor playlng

-the part of a woman 1n love" w1th a man was transformed into a.

& -

boy page who was in love thh anothﬁ? man.‘

The female page convention ‘had another erot;c sub—text'
which ran parallel to the homosexual oné“and whxch emerged
1; the play through the character of the cross—dressed
heroine herself. The Renaissance use of'the toooe“of the‘
disgqjsed heroine drew on Qedieval romance narrativee'of the
-"female hero" which, in turn, derived from early monastic
legends of-the female transvestite saint who»put bnwmale

attire in order to preserve her: chast1tﬁ%eﬁﬁg§hrve Chrxsta

Whereas the boy pageéboy player’s erotxcxsm was that of
forbidden pleasure, the,femalerhemoss was that,of chaste

icon. The first was a projection of the esoteric ideals and

- A\

erotic customs of the unofficial culture; the §econd was a

. projection of the womanly ideal of chastity, obedience and
loyaity, which pervaded the official culture. Despite their
. apgarent dlfferences, boy page,'boy player and female hero
were linked in the popular imagination by a set of erotic
associations revolving around their vulnerability and sexual
:anbiguity; 3;1 three Nererperceived as being, simul taneously,

the provooateurs and victims of men’s arid women’s bassion.'

Shakespeare’s use of the female page’convention represents

e

4
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- the most sﬁbtle cogvekgénce of tﬁese two osﬁensile diyergeht
Fraditioqs. The virtuousvand ibYai,"#emale hero” of heﬁiéval
romance is one prototype for Shakespeare’s cross—dressed
tcumicfherojnes; the otﬁer prototype is the "féi;/yéuth"ﬁof,
his Sonnets. Combihing the two obposing»idealé represented
by these prototypes allows Shakespeare to articuléte a

subversive homo—erotic fantasy while paying lip service to

heterose:

al conQéntiunality; it enables him to say the

without gfving up the contrary.

Northrop Frye has described the action of comedy as
"intensely Frgydian in shape: the erotic pleasure'

‘\ principle explodes underneétﬁ the sbcial anxieties sitting.on
‘ 3
top of it and blows them sky-high." In Shakespeare’s two

festive comedies, As You Like It and Twelfth Night, that

pfinciple explodes by way éf,the cross—drassed-heroines=
Rosalind, who turns into Ganymgde, and Viola, who bécome;
Cesario, In both. cases, the central protagonist is played by_
a boy disguised as a gi(l disguiseq%gs a boy. ‘Sexual}y
disguised, Rosalind and Viola are both male and ¥emale
simultaneously. The themes of As You Like It and Tweltfth

Night are contained in the disguise convention. In both -

plays, dramatic form and content are absolutely intertwined.
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. ~* CHAPTER ONE B

"PLAYING THE WOMAN>S PART:" ELIZABETHAN EROTICISM‘AND

THE BOY PLAYER

The custom of using bdys in thé,Elizabethan theatre dates
- back to the medieval beginnings of the English drama where
boys participated as acolytes at the mass and other liturgical
services. It was natural that they would continue to be used
in the drama which grew out of the liturgy, and equally
natural, given the classical precedent that. forbade the
“appearance of women on the stage, that they would blay female
parts. In the introduction to Bassingham’s *Plough Play," a
typical medieval folk-play, an actor announces: .

1 have some little Boys stands at the Door,

In ribons they are neatly dressed,

For to please you all they shall do their best. 1

o . .

Later in the play, the heroine, played by a boy, speaks to her
suitér:

It tis my clothing you admire,

Not my beauty you desire.

So, gentle sir, I must away,

I have other suteers on me stay. 2

Though his use in the theatre was, initially, merely

expedient, by Shakespeare’s time the boy actor was regarded

as a highly professional artist. Wilhelm Creizenach cites

7
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Ben jbnson’s praise of tﬁe boy actor’s art:

M
~

Ben Jonson tells us in 1616 tHat Richard Robinson,
who played female roles in Shakespeare’s company,
understood the art of dress better than many a
,fine lady, and that at a ladies’ party to which he
once went im disguise he gucceeded in playing his
part without detection in masterly manner. = 3

Despite such praise, or pérhapsrb céuse of it, the use of boy
actors on the Elizabethan.stadevarb sed‘considerable mor al

-unease and brought to the surface a number of cultural

% [§

anxiéffés which were related to the erotic ambiguity of %ﬁ%
boy player. It also provided the Elizabethan dramatist with

abundant material for sexually ambiguous play on "the'woﬁin’s

pa}{; .-

Moll How strange this shewes one man to kisse anothegr.
Seb. Me thinkes a womans lip tastes well in a dublet.
' Middleton and Dekker,The Roaring ’
Girl 4 o

On stage and in prinmt, the erotic interest in the boy
player and the culturdl anxiety attending that interest were
widely exploited. Lisa Jardine’s study of women and drama in

S SRS _—— SRnAaoamilas

with a;provocative chapter exploring the eroticism which
;urrounded the boy player both on and off the stage.
According to Jardine, the poem "In Leséiam_et Histrioném,"-
written by the minor Elizabethan.dramatist, Thomas Randolph,

is a typical expression of the way the boy player was perceived

within Elizabethan culture. Couched in the form of a riddle,

»the poem revolves around the question of why the elderly



e

Lesbia main;éins the young and extravagant Histrio, a boy

actor, in a-style befitting a fine gentleman. The conclusion

Randolph reaches is steeped in double entendre:

Than this I can no better reason tell
’Tis ’cause he plays the woman’s part so well.
I see old madams are not only toil:

No tilth so fruitful as a barren soil. .
Ah, poor day-labourers! how I pity you

That swink and sweat to live with much ado
When, had you wit to understand the right,
*Twere better wages to have work’d by night. 5

Jardine explores the bawdy connotaﬁions of playing "the
woman’s part,"” which inform the punning resolution to the

poem’s riddle: .
Histrio is Leshia’s kept lover, her paid sexual
partner. She is prepared to support his wildest
extravagancies because he is so good in bed: he
“playes the womans part so well“"--lewdly, he brings
her adeptly to sexual climax. The boy player is by
trade a "player of women’s parts", he acts the
female roles on stage. And this femaleness is_
invoked in his sexual relations with his aging
mistress ir her name - 'she is Lesbia, the ancient
lesbian lover ... so that her young partner is
androgynous, female in persona but male in his
sexuality. The source of his good fortune with
Lesbia is actually (so Randolph implies) that hg S0
ably satisfies her sexual demands (1a5c1v1nqsnéss
and excess being implied by the fact thax‘she is
"barren soil“—--procreation is not the inténtion) .~
Histrio "playes the womans part so well" off¥-stage
as well as on. &

The bawdy innuendo associated with playing "“the woman’ s part*

can be -exploited most provocatively on stage. The dramatist

does not draw the audience’s attention to the ambiguous

overtones of cross—dressing every time a cross—dressed boy

R

appears on the stage; stiil, as Jardine points out, "it is .
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*,

;neVertheless available to the dramatist as a reference poaint
- Loy .. ) ) )

?or~dramafic ir;nygror mor e serious dbuple enfendre“...
‘[particﬁlarlyJ;when ’pIayfﬁthhe woman’é part’ isvinvoked 66 
the stage."7 o | |

'“ Shakespeare alludes specifically tow“éhe woman’s part” ¢in

learning (wrongly) that his wife_Idogen bas betrayed their
marriage vowsj Jardine argues that, as Posthumus inveighs

against womankind in general, a punning mechanism, similar in

kind to‘that.operating in Randolph®s poem, be i /b/emerge:

. - for there’s no motion
That tends to vice in man, but I affirm
It is the woman’s part: be it lying, note:it
The woman®sy flattering, hers; deceiving, hersj
Lust and rank thoughts, hers, hers; revenges, hers;
Ambitions, covetings, change of prides, disdain,
Nice longing, slanders, mutability,
All faults that name, nay, that hell knows,
Why, hers, in part or allj; but rather, all.

’ (II.v.20-28)

As with Randolph’s poem, a number of levels of meaning are

layered.onta "the woman’s part." Besides the bawdy sense of
the female pudenda, that which;lmogen "shoﬁid from encounter
guard," there is the association of a specifically "“female
naturé", to which; acédrding to Posthumus, allvforms of vice
attach. The third level of meaning emerges within the
dramatic cohtext of the speech itself: that is, on a stage
and directed toward a female character who is in fact being
‘played by a boy. Experienced at one remove, the meaning of

“"the woman’s part" translates into “play—actihg-the woman's

A
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'baet". Symbelized in the exaggeraeed female pq?turing of the
boy player, the faules which efovoke Posthumus erehthe |
woman’s “iﬁ‘part,” that is, they‘are\inherent‘in the-role of
the female chaeacter. iFQrﬂﬁer&bre, CQntiﬁues Jerdine, 

«.. an added edge bf unlaw{ulness [51:] wantonnessiis
gained on stage by the association with the boys
who take the women’s parts. Pasthumus is displaying a
warped and distorted view of 1egxt1mate sexual ’ e
relations——behind the “pqdency s0 rosy" lurks ‘
rampant sexuality, perverted concupiscence, "lust -
‘and rank thought”. 8 ) o

4
€

In this way,'ﬁoethumus’ sdliloquy fuses two popular-
% : ' :
orthodox notions which were separately embedded in

Elizabethan culture: the degradation of both the woman and

the ‘boy player to the status of whore. "In Shakespeare," observes

Leslie Fiedler:

"boy" and "whore" have a special affinity ...

+ for in his world, boy actors daily put on and
doffed the allure of women, played women. And who
can doubt that on occasion their blatant
homosexuality travestied behind the sc;nek the pure
and rational love of males... as mincing little
queens caricatured [his] ... herolnesgv 9.

" The vitrioiic and sexually obseég;agjlanguage in wﬁ;ch
Posthumus® speech is couched, draws upon and ecpées
ironically the language of Puritan anti-stage polemic; by
invoking “the woman’s part,” Posthumus alludegqto what
Jardine describes ae *a familiar area of sub—erotic debate
about the morally debilitating effects of cross—dressing on

10 . - :

the stage. "™ The use of boy actors to play female parts

became the most effective argument used by the Puritans
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in their attacks against the theater because stagé cross—

 dressing defied biblical authority. The main authority to

which Puritan polemicists of the day alluded was Deuterondmf

22,5: 5
" The woman shall not weare thati which pertaineth
vnto a man, neither shall a man put on a womans

garment: for all that doe so, are abomination vnto
the Lord they God. ‘

In a heated excﬁange of letters, six of.which were printed

in 1599 in a voiume titled Th? OverﬁhrowrDf—Stége—Plaxes,

——— sy B, e s i e iy o et A e et et e B i o
P

% B :
three Oxford dons debated whether the passage applied to the--

&
transvestism of boy actors. Dr. Johmn Rainolds argued the -

~Puritan position vociferously, and he called upon the words

L] .

of the Bishop aof Paris to support his méin contention:

For the apparell of wemen (saith he) is a great
provocation of men to lust and leacherie: because a
womans garment being put on a man doeth vehemently
touch and moue him with the remembrance and v
imagination of a woman; and the imagination of a
thing desirable doth stirr up the desire ... 11

The arousal of “unnatural” lust constituted a breach of the
commandment against adulter& which, in the:Puritaﬁ~:

imagination, encompassed several varieties of perversion.

t

For Dr. Rainolds, the sexual ambiguity of the boy player

encouraged perversion and all manner of depravity:

next, among the kindes of adulterous lewdnesse how
filthie and monstrous a sinne against nature mens
naturall corruption and vitiousness is prone to:
the Scripture witnesseth it in Cananites, Jewes,
Corinthians, other in other nations, and one with
speciall caution, Nimium est quod intelligitur:
thirdlie, what sparkles of lust to that vice the
putting of wemens attire on men may kindle in

)
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vacleane -affections, as Nero shewed in Sporus,
Heliogabatus in him selfe: yea certaine, who grew
not to such excesse of impudencie, yet arguing the
same in causing their baoyes to weare longe heare

_ like wemen: if we consider these things... we shall

- perceiue that hee, who condemneth the female hoore

and male, and detesting spec1a111e the male by
terming him a dogge... m:ght controll likewise the
meanes and occasions whereby men are transformed
into dogges, the sooner~to cutt off all incitements
Yo that beastlx! filthiness, or rather more then
beastlie. 12 .

In the marginal notes Qith which hé supported hig@
-allegations, Rainolds referred his readers to-explicit
.pi?li;él ané classicalrexamples'of sbddmy, homosgx alit%
:falone or coupled with fPﬁgelléfioﬁ), cfosgfdressin s, male
marriage and sex between father and ;on. The theme hehind.
-many of the;e‘allusjons was the abuse of dependent boys who,
it was alleéed, were often victimized sexually by adult
., /

members of the company, or by their aristocratic patrons.

Philip Stubbes, another outspoken Puritan of the day, alluded

——————
—

. Abuses: " ...these goodly pageants being done eury mate sorts
to his mate, eury one bringes another homeward’of theif w?z/j‘
verye freendly, and in their secretoconclages (couert‘y) they
bﬁ&y the Sodomits, or‘worse“.lé The taking of women” s parts
in the Urama became the means whereby boys &ere "transformed
into dogges"--male ﬁrostitutes.

"ahFurthér evidence of homosexual depravity was drawn from

the actual performance of plays, in the travestied boy

player’s lascivious counterféiting of ?ehale,gestures:
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Yet the third reason, wherein playes are charged,

- not for making young men come foorth in hoores
attire, like the lewd womarh in the Proverbs; but .
for teach1ng them to, counterfe1t her actions, her
wanton kisse, her 1mpudent face, her wicked |

- speeches and entisements ... Thetis taught Achlllesh
how to playe the woman in gate, in speech, in \
gesture ...Deidamia gaue him farder advertlsement$,
haowe he must hold his naked brest, his hands, & so.
faorth... When Critobulus. kissed the sonne of
Alcibiades, a beautiful boy, Socrates saide he. had
done amisse and very dangerously: because, as
certaine spiders, if they doe but touch men onely
with their mouth, they put them to wonderfull paine
and make them madde: so beautifull boys by kissing
doe sting and powre secretly in a kinde of poyson,
the poyson of incontinencie, as Clemens
Alexandrinus speaking of vnholy and amatorie klssesl-
saieth: Amatorie embracing goeth in the same line
with amatorie kissing, if not a line beyond it ...
Herewithall if amatorie pangs be expressed in most
effectual sort: can wise men be perswaded that
there is not wantonnesse in players partes, when
experience sheweth (as wise men haue observed) that
men are made adulterers and enemies of all
chastitie by comming to such playes? that senses
are mooved, affections are delited, heartes though
strpng and constant are vanquished by such players?
that an effeminate stage-player, while he faineth
love, imprinteth wounds of love?” 14

Lusf, misdirected towary the Boy masquerading in female dress
is the dark evil at the heart of Rainolds’s diatribes. On the
surface, the male mémbers of the audience respond erotically
to the woman projected through the boy pléyer’s a@fire and

.béhaviour; but, below the surface lurks a 5imu1téneous

apprehensjion fYhat\ this woman is, in fact, a boy. Their

erotic response is/, inevitably, a homosexual one.
Rainold’s ti—-theatrical attacks may represent the

wilder shores of Puritan sexual obsession; nonetheless, they

delineate fairly accurately the place hqmosexuality occupied
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in the cosmology of the Elizabethans. It was often'r,t \

associated with sorcery; its practitioners were of

o

with wéréwolves and basilisks, and~the producflof a witch’s
union with an:incubus was likely to be a sodomite; AthYét,
»homosexuality‘did Aot really fall under the jurisdiction bf‘
Satan; it Qas; rather; an aberration so horrendous as to fall
_cohpletely outsidé;the created order. In his book,

Homosexuality in Renaissance England, Alan Bray locates the

topos of homosexuality in Judaeo—Christian mythology:

HaﬁS:;xuality... was not part of the chain of
being, or the harmony of the created world or its

- universal dance. It was not part of the Kingdom of
Heaven or its counterpart in the Kingdom of Hell
(although that could unwittingly release it). It
was none of these things because it was not :
conceived of as part of the created order at allj;
it was part of 1its dissolution. And as such it
was not a sexuality in its own right, but existed °
as potential for confusion and disorder in one
undivided sexuality.15

On the surface, Elizabethan cultural attitudes toward

homosexuality appear to begunambiguous.‘ Sexual relations .

. between man and man (or between man and be;st for that
matter) became a capital offence in England in 1533. Demoted
briefly to the statué of a mi@or crime during the reign of
Mary, sodomy was re—instated és a- felony under Elizabeth in
1563, allegedly in response to an increase in the practice.
But while the official culture of Elizabe€§§;}tngland
recoiled from homosexualigy, the unofficial culture,’ .

represented, not surprisingly, by the poets, painters and

ten linkedﬁ

-
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dramatists was drawn. 1ncreasxngly toward 1t by way of the

»

phllDSOphlt ideaig and»erutic customs of "Eros socratzcus,;

inherited from the Italian ggggggggggtc. According to Leslie

““<\

Fiedler: . » \\ o S :

the image [of the sexually ambiguous boyl ...
-possessed the imagination of the Renaissance,
in Italy first, in England afterward ...and it
is this image which, projected in the theater by .
boy actors of women’s parts, gave sensual substahce w7

to.the gult of friendship and the llterary
tradition of the praise of loyely boys. 16

1

The hellanistic revival which flourished during,thn“

Elizabethan England. That influence wasvclearly discernible

in royal court circles and at thé colleges of’Cambridge and
Oxford where the humanities}thrived and where Neo-Platonist
schools came into being toward thg end of the sixtéegyh
century. From the Florence of the.MediéE:c#me a style of
music, painting and literature that projected a neﬁ humanism‘
and along with it, a new image of man, founded on Platonic -
1deals of harmony and beauty and the doctrine that "soule is
form and doth the bodie make.” H Within the context of Neo-
Platonism, "Eros socraticus" was'not a mere sexual pﬁactiqé;‘it
waﬁ a philosophy<pf love, an aesthetic and metaphygi:al
sahction for widely differing forms of friendship between.an
adult male and a youth. Its philosophical foundation was
Flato s Symposium. Aristophanes’ fable of the first humans
which is contained in the Symposium offers a’mythical account

of the origins of Platonic love. In the beginning,

&
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as Aristophenegdtelle it,dhuméﬁ‘beings had'fdur_armefandf

o
e

legs; tkqvfaces and double sax ordh@s, either male'dr'femalen
. _ » . . ' . o . " ‘ X
:or one male and one femald.\' Zeus cut them $n“twd'when‘they

became overly proud: ) o : . B :
. Each of us then is the mere .broken tally of a man,
the result of a bisection\which has. reduced us to a
condition like that of fla fish, ang each of us is
perpetually in gearch of his corresponding tally.
Those men who are halves .of a... hermaphrodite, are

) lovers of women... Women who are halves of a female

whole direct their affections towards women... But
.those who are halves of a male whole pursue males,

: ‘and being slices, so to speak, of.the male, love

\ « men throughout their boyhood, and take pleasure in

physical contact with men. 18 o ' '

According to Perceyal Frutiger, who has examined Platonic

myths, closely, Qristophanes’ tale of the double men is not a

gene51s myth but rather, “"the proJectlon into- an 1maglnary\\_
development?of the dlfferent klnds of erot1c1sm con51dered as
. 19 ‘ o
a given fact." - Aristophanes’ own erotic blas becomes

ri -

—

clear- as he continues: . . o

Such boys and lads are the best of their
generation, because they are the most manly. Some
people say that they are shameless, but... it is
not shamelessness which inspires their behaviour,
but high spirit and manliness and virility, which
lead them to welcome the society of their own
kind... When they grow to be men, they become

b lovers of boys, and it requires the compulsion of
convention to overcome their natural disinclination
to marriage and procreation;... such persons are -
‘devoted to lovers in boyhood and themselves lovers:
of boys in manhood, because they always cleave to
what is akin to themselves. 20 '

Taking its precepts from the Symposium, the Florentine

-

Humanlst Academy declared pure love directed at.youthe to be

(99
1+ -
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_anpd Fitino wrote treatise$ on spiri{uél pedérasty in which,

o .

~as Jan Kott,!{nvShakesgeare Ddr'Conte@Qorafx;Vobsérvesz

i o o e . AR S v SR L -
N

#it was sqmetimes difficult to distinguish the community of

. 21

"souls from the communiff of badies."  This too was perfectly

consistent with antique mo&els.

Socratic eroticism carried with it 4 particular kindvpf male

Al

beauty; it was modelled on Hermaphroditus, the child of

A} H

Hermes and Aphrodite, whose mythic origins are related in

. ‘ . . - ,
" “Book IV" of Ovid’s Metamorphosis. In Ovid’s tale, the water

— o o et o . quine e e e o S
v
)

" nymph Salmacis spies Hermaphro&itus by the side of a 1ake and

falls passionately in love with him. But Herméphroditus
. ’ &
prefers his own beardless beauty to that of woman and he

rejects her sexual overtures. For his-disdain the gods

punish him and grant Salmacis her desire, by blending

‘together the bodies of the reluctant boy and his ardent

pursuer. In Arthur Golding’sitranslation, thellgﬁguage is
charged with the erotic émbigufty of the "beautiful boy”
which is present sven befgre his meétamorphosis. Salmacis
calls Hermaphroditus a “m;jden"; his "white" and "tender"”

skin gives him a physical beauty which is clearly identical

=

in kind to that normally ascribed to a female virgin:

and sure it was a joy
To see it how exceeding well his blushing him became.
For in his face the colour fresh appeared like the same
That is in Apples which doe hang upon the Sunnie sider
Or Ivorie shadowed with a red... 22 '

W
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In the passage which describes Salmacis’ seduction of
Hermaphroditus, attention is focused explicitly Dn the

potentlally rapeable boy and the eroticism implicit in his

sexual refusal.

: When Salmac1s beliilde
[Hermaphrod;tus s8] naked beautie, such 5trong
s0 ~ ardently hir hilde,

That utterly she was astraught. And even as FPhebus
beames

Agalnst a myrrour pure and clere rebound with broken
gl eames

Even so hir eyes did sparcle fire. Scarce could she
tarience make:

Scarce could she any t1me delay hir pleasure for to
take.

She wolde have run, and in hir armes embraced him
streight way:

She was so far beside hir selfe, that scarsly could
she stay.

He clapping with his hollow hands agaxnst his naked

sides,

Into the water lithe and baine w1th armes displayde

- glydes,-

And rowing with his hands and legges swimmes in the
water cleare: *

Through which his bodie falre and white doth
gl1str1ngly appeare, .
As if a man an Ivorie Image or a Lillie white ‘\
Should overlay or close with glasse that were most
pure and bright.
The price is won (crlde Salmacis aloud) he 15 mine
_owne.

19

And therewithall in a11 post hast 'she having lightly

throwne

Hir garments off,-flew to the Poole and cast hir
thereinto

And caught him fast between hir armes, for ought that
he could doe:

Yea maugre all his wrest11ng and his struggllng to
and fro,
e held him still, and kissed him a hundred times
and mo. T o

And willde he nillde he with hir handes she toucht
his naked brest:
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And now on this slde now on that (for all he did
resist

And strive to wrest him from hir gripes) she clung
unto him fast...

Strive, struggle, wrest and writhe (she said) thou
froward boy thy fill

Doe what thou canst thou shalt not scape. Ye Goddes
of Heaven agree

"That this same w11fu1 boy and I may never parted bee.

(IV.426-461)

The same powerful eroticism that is evoked through the
irresistible effeminate boy of Ovid’s myth, is evident, too,
in the marble and alabaster images of Hermaphrodite which

began to appear in Greek sculpture around the turn of the

—

four{h century. The hermaphroditic type represehted the

final:develoement of a trend in Greek sculpture which,

aécord}ng to Marie Delcourt in her book, Hermaghrodite,

reached towards

the realisation of a kind of synthesis in which the
beauty of man and the beauty of woman blend into
one. Under different names, they portray
Hermaphrodites; and it is not surprising that the
type of Hermaphrodite dates from this time... a

pensive, sensual ephebe, similar to Dionysos and
Eros.23

Paul Richter, in his morphological analysis of the Berlin
Hermaphrodi te, a sculpture typicalrof the hellenistic
traditi%n, describes the complex synthesis of
virilit? and femininity achieved in the hermaphroditic model:

—-the wid;h of shoulders and hips is intermediate

between that of man and woman.

On the broad pectoral of a young man are outlined
the breasts of a girl.
L
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The belly, especial?y the sub-umbilical .region is /f//(/\

essentially feminine...

The lumbar region is intermediate between man’s )
‘and woman’s. L ' -

Finally, the high prominent buttocks could as well.

be those of a girl whose sexual development is

still incomplete as of aﬁngzgdboy. 24

Wwhat Louis Couve describes as, "the ideally graceful type of
25
the ephebe™, emerged put of a culture which considered

pederasty a grace of civilized living. "All the evidence is
that paedophilia strongly influenced all Greek art," is the

conclusion Marie Delcourt reaches: "a homosexual dream

I3

expresses itself without shadow of doubt in these ambiguous
forms." ' ) .

model of the ephebe. In Florentine sculpture and painting
the most powerful evocation of this ob ject of communal

mystique emerges in all its disturbing ambivalence.

Verro€>ﬁ¥a\g3§'the first to adopt the model of '"girl-youth"

which he used in his depictions of angels who were considered

androgynous beings. Jan Kott observes that in Signorelli’s
e

fresco showing the Resurrection of the dead{

it is not possible to distinguish boys from girls

any more. They all have long hair let loose, -
slender figures, features not yet set, still
promising, the slim legs of over—-grown boys, the
slightly rounded shoulders and small hands of women.27

In the David and Bacchus sculptures of Michelangelo, the Socratic
ideal of male beauty reaches its highest expression. Kott’s

x
description of the David and Bacchus throws light on the ~

E2y
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ambiguous sexual messages projected by thaa ideal:

Michel angelo’s David leans backwards, bows his
head, slightly raises his right foot. His left arm
is ‘bent at the elbow, hand on the nape of his neck.
He smooths down his hair. It is at once a
coquettish and a defensive gesture. His eyes are.
half closed, his mouth slightly open...When one
looks at him from behind, or even sideways, he
appears like a young girl, with legs somewhat too
heavy, a girl not yet transformed into a woman...
Michelangelo’s Florentine Bacchus is even more
‘ambiguous: in the full bloom of youth, boasting of
his androgynous beauty, sensuous and inviting to
sensual pleasure, evading attention and yet
offering himself.28 '

The disturbing 9etlfascinating contradictions that twist
together in this boy ephebe-—-he is at Once, submissive and
wilful, coquettish and disdainful--create an erotic fantasy
figure, seductive to both men and women .

The image of the boy ephebe haunted the Renaissance

imagination of Italy and, later, England. Whereas in

sculpture; in the culture of Elizabethan England, the image;
took hold in poetry and drama. The richest poetic evocation

of the Socratic ideal is found in the "fair youth," to whose

A woman’s face with Nature’s own hand painted

Hast thou, the master mistress of my passiong

A woman’s gentle heart but not acquainted

With shifting change as is false women’s fashion;

An eye more bright than theirs, less false in rolling,

Gilding the object wherdupon it gazeths

A man in hue all hues in his controlling, -

Which steals men’s eyes and women’s souls amazeth.
"Sonnet 20"
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Shakespeare locates his relationship with the fair youth
squarely within the‘Neo—Platoﬁ}E tradition; the final lines
of'“Son%F?‘ZO“ offer a po;nted disclaimeﬁ;to any homo-erotic
intereéf: the master mistress of the poet’s passién is

specifically "prick’d ...out for women’s pleasure.”

R i

Nevertheless, uncertainty over the sexual purity of the love
which thé author of Sonnets 1-126 feels for the youth
remains, as does the nature of Antonio’s obsession for

7
Bassanio in The Merchant of Venice and that of Antonio’s, in

————— e Ty e e e S

Twelfth Night, for the young Sebastian.

In Elizabethan drama, the epicene ideal is projected
through the sexually ambiguous boy player. Christopher W
Marlowe, who claimed that St. John the Evangelist and Christ

were sodomites, and who is further credited with saying,

. 4 29
"that all they that love not tobacco and boys were fools,"

plays most provocatively with the association between the

Socratic ideal and the boy player. In Edward 11, the royal

favourite,GaVeston describes plans for entertainments that
will “draw the pliént king which way I please:" .

Therefore 1°11 have Italian masques by night,
Sweet speeches, comedies, and pleasing shows;
And in the day, when he shall walk abroad,
Like sylvan nymphs my pages shall be clad...
Sometime a lovely boy in.Dian’s shape,

With hair that gilds the water as it glides,
Crownets of pearl about his naked arms,

And in his sportful hands an olive-tree,

To hide those parts which men delight to see,
Shall bathe him in a spring; and there, hard by,
One like Actaeon, peeping through the grove,



. "lovely boy" in the water is plé*in
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)

Shall by the angry goddess be transform’#.
. " :/

The ambiguity of those hidden partigis arresti?g. . The

the goddéss Di ana,
surprised when virtually naked by the unfortunate Actaeon. i

. A - f
The genitals so coyly concealed.are purportedly female. But

)

the plafer is male. The sexual equipment behind the olive

branch--and the fictional pretence——is\not that 64 Diaaa,
and the men who would “delight to see" it, including, as
Gaveston is well aware, the king, are not lovers of womén.

In Renaissance drama, the eroticism of the boy player is
invoked whenever his sexual ambiguity is openly alluded to.
On the whole, this occurs most fréquently in cohedy where

role—playing and disquise are part of the genre. When, as

often happens in comedy, sexual disguise-is introduced as a

plot device-—-the boy disguised as a girl i$% re-disguised as
a boy——that eroticism becomes more psychologically complex.

The convention of the female page, the gi¢l who disguises

- ’
o |

Rerself as a boy in order to pursue her loverg reached the
height of its popularity during the Renaissan;e for a number
of reasons. It had a cultural justification in prevailing -
customs which forbade women to travel alone; it had a
theatrical justification by pfoviding'at the outsét a
readymade farcical situation; and it had aﬁ ethical
justification in keeping the heroine, who was actually a_b?y,

in more neutral, non-provocative male attire for most of the
5
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play. Whatever the intention behind it, the effect of the .
female page convention was to iayer'onto;ane sexually |
ambiguous object of desire an eqﬁal}y powerful one thcﬁ also‘
lurked in the Elizabethan imagination. Thg boy player’s '
eroticism is that of forbiddenwbleasure; the fema}? page’s is
that of chaste icon. The poy player is both a projection of,
and jhsti{icatioﬁ for, the esoteric ideals of the unofficial
culture;.whereas the female page is both a projection of
and a~response tB the popul ar-orthodox féar of woman as
temptréss¥ﬁhicﬁ pervaded the official culture. In
Renaissance“draﬁa generally, and Shakespearean comedy
particularly, the divergent ideé}s represented by the boy
epﬁebe ;nd the virtuous_femalé page cdllfﬁe.v

The Renaissance use of tHe fopqs df thé'female‘bage drew

on medieval romance narratives, which in turn derived from

early legends of female transvestite saints that had been
. : ' /

Legend. In early,versiqns,‘;he legend of the virgin who
shaves her head and assumes tﬁé garments of a man, either to
become ﬁ hermit or enter a monastery, was éssociated with the
pursuit of an andragynous'}deal which Gal#tians‘3;27—28

situated in the figure of Christ:

For as many of you as have been baptized into
Christ have put on Christ. There is neither Jew
nor Greek, there is neither bond nor free, there is
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neither male nor female—;for ye are ali one in
Christ Jesus..
The adoption of male clothing represented a metaphurica{
Qlfil;ment of_ the mystical putting on of Christ achieved
’ TR N
throughfbaptism. According to John Anson, who has‘examined
the motif of the female transvestite saint in earlyv
monasticism, it "signa{ized~and effected e transformation of
self, the birth of a new identity not only in’theanamevof
Christ but in the body as well.s
But as the motif developed, theifemale saint began‘tb
take on a semewhatndifferent-sigrificance. As the product
of a monastic culture dedicated to celibacy gs its highest
virtue, the fantasy of a holy woman disguise& among the
members of that community, represented a psychological
opportunity to neutrali;e the threat of female temptation.
Thrqugh gradual accretions to the originellgegeﬁas, the
,female monk stories be&an to assume the‘contours of a rituall

32

sacrifice; the heroihe of such tales became{the incarnation
community. One

of the most hiddeﬁ desires and gui}t of her
such accretion is the "Potiphar’s wife motif." Summarized
briefly, this motif #escribes the folloeihg pattern of female
transvestite legends: the female monk, disguised as a man, is
aeproached sexually by a woman who, when repulsed, accuses
‘him/her of the sexual advances which she herself had made,
end names the innocent monk aelthe father of her illegitimate

e

child. Although many of these saints reveal their female
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videntity immediately, a significant ﬁumber of them bear the

Q’chargeé in silence until death and some even take on the.
' : 3

responsibility of caring for the offspring.

@ -

An example of this motif is found in the story of Saint
Margaret who fled matrimony for the monastery; undef her male

guise of "Pelagius,"” she demonstrated such exemplary holiness

within the monastic tommunity that she was elected prior of

K ¥

the neighbouring convent. When the portress became pregnant,

Margaret was—named as the child’s fatherg hef fellow monks

Al

expelled her sumﬁarily from the mondastery and sentenced her

o

to live in é«pit, provided only with a meager diet of bread
and water, for the remainder of her life. Thi§ trial she
endured without a murmuf until, at the hour of her death, she

wrote to the monastervy, fevealing‘her true identity and

13

innocence.

-
-

Other female transvestite saints, among them, Marina and

Theodora, undEfgo trials similar to that of Margaret, the‘

only difference befng that after fheir~expulsion from the
monastery,' these women rear fhe»infant as theirfoun. John

Anson explaiﬁs the ritual sacrifice which is being enacted in

such sfories:

In all these legends where an innocent woman is
believed possessed by lusts of which she as a wbman
would normally be the. cause, her disguise rescues
the community by warding off demonic femininity, by
rendering finally harmless the threatening .vision
of woman. Through a series of reversals in which
the seductrgss is cast as the seduced and then at
the last revealed as the innocent victim of slander,

<
L

Sy
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the fleshly enemy against whom the monastic community

fortified suddenly is discovered within the very

walls as a blessed companion...

Thus, quite simply, the secret longing for a woman

in a astery is brilliantly concealed by 4

disguising the woman as a man and making her appear

guilty of the very temptation to which the monks

are most subject; finally, after she has been punished for

their desires, their guilt is compensated by turning

her into a saint with universal remorse and

sanctimonious worship.33 '
With its veneration of heroism in passivity and its symbolic
containment of the threat of female sexuality, the motif of the
female transvestite saint established an exemplary model for the
"female hero" of medieval romance and Renaissancg drama.

The extremities to which the female transvestite saint
was willing to subject herself in the hame of Christian love,
was perfectly consistent with the medieval conviction that "“a

s 34
virtue exaggerated was a virtue magnified;" .” and, as a
result, the transmission of these legends was guaranteed,
though they underwent a few changes. Dissemination into

4 ) .
popular culture transformed the original religious legends,
exemplifying worldly renunciation for the love of God, into
domestic fables: of chastity and wifely devotioh. ’The Motif-
motif of female sexual disguise and which had wide‘currency
in the Middle Ages. In such tales, women adopt male clothing
to follow huébands and lovers, or to escape violatfon; to

'ransom captive spouses, or to serve them, unrecogrized, often

for several years. Disguised as men, they prove their fidelity



29

R

to lovers whom they wish to marry; or prove their chastity to

doubting husbands. . -

¢

Medieval romance ngrratives secularised and élaborated
on,thé originai themes but the heroine’s symbolic value as
the Christian femiﬁine ideal—jloyal, obedient and, above allg
chaste——-remained intact. In the secular versions, the object

of her uxorial service was simply transferred from God to

husband, lover, or father; and her virtue rewérded a bit

sooner. The "female hero" was celebrated in most of the popular

narratives of the Middle Ages, in works such as Boccaccio’s
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Under different names, Rosalynde, Cratyna, Mizilca, Fidelia,
"~ this "good woman” demonstrated the feminine equivalent of
"nobility in adversity."

"Of Apolonius and Silla," which was originally taken from a

French novelle by Belleforest and re-told by Barnabe Riche in

. ——— e e e o e s T e e e e e e T S B

his Fareﬁell to Militarie Profession. VIt contéins many of
the narrative elements typical of the genre: a beautiful and
noble virgin falls in love with a man and determines to
follow Him; in the course of her pursuit, she nafrowly
escapes an assault on her virginity which provides the
pretext for a masculine disguise; she presents herself(es a

page to this man and serves him, unrecognized, during which
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.time she proves herself a loyal and obedient servant.

Inevitably, she is mistakenly wooed by another woman, aCcused‘
of fathering that woman’s child and sentenced to death, which
provides the pretext for her undisQuising:

«--And here with all loosing his garmentes doune

to his stomacke, and shewed Iulina his breastes and
pretie teates, surmountyng farre the whitenesse of
Snowe it self, saiyng: Loe Madame, behold here the
partie whom you haue chalenged to bee the father of
your childe,. see 1 am a woman ... who, onely for
the loue of him, whom you so lightly have shaken
of, haue forsaken my father, abandoned my
Countreie, and in maner as you see am become a
seruing man, satisfying my self, but with the onely
sight of my Apolonius, and now Madame, if my
passion were not vehement, &% my tormentes without
comparison, I would wish that my fained greefes
might be laughed to scorne... But my loue beyng
pure, my trauaile continuall, & my greefes
endlesse, I trust Madame you will not onely excuse
me of crime, but also pitie my destresse, the which
I protest I would still haue kept secret, if my
fortune would so haue permitted. 35 b

Ultimateiy, virtue is rewarded in the form of a marriage.

Silla’s steadfast 1oya1ty and devotion earn-her épolénius’s

love and material security. B
Through thé course of Ber trials, the female hero of romantic
folklore is permitted to engage in fantasy adventufes
normally denied her as a woman. Her reputation remains
unsullied partly because the substitution of male dependency
for female dependency, implicit in the transformation of a
wife or‘unmarried woman into a boy page, is not, at least
5uperficia1}y, threatening to the male order; and partly

because the'chastity of the heroine is proven in the

B SN
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equation of faithful page with loyal, serving lover or

36 :
spouse. The female hero of medieval romance and, later,

Renaissance,dramé, changes her sexlfo.defend rgther than
subvert the estéblished order and its associate&'values.
;evertheléss, in male disguise, the'fgmale Bero projects.an
ambiguous beauty similar to that projected by the boy player of
the Elizabefhan theatre and has the potentialétu arbuse
similarly illicit emotions in the hearts of men and,
occasionally, women. That potential can takevtwo directions,
depending on whether or not the disguise is éccepted at facg
value.

When the female hero puts on the role of dependent boy
page she glso puts on his erbticism which is similar in
kindlto that projected by the boy plafgr.‘ Both roles shaced’
conditions of dependency within hierarchical and |
pétriarchal {nstitutions,’and fhe sexual abuse of Boy playérs
which aIlegedly took place in cunseqﬁehce of ;hat ;uitural
arrangemenf, hadoa cuuhterpart in the documented abuse of boy
pages by their masters. Likg the boy player, the boy page
was viewed in_the popular'imagination as both provocateur and
victim of men’s erotic desire; the expression “boy page"
was often used as a eubhemismvforrhdmosexual, along i
with other pgjorative‘terms, sdch as "ingle" and "catamite.®

The association 6f boy page with homoséxuality provided the

sub ject for numerous satires on the debauched sudémite and
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“"the familiar butterfly his page" who serves'bim as “his
’ ‘ ’ 37 ’

smooth-chinned, plump-thighed catamite." In Thomas

p
Middleton’s The Black Book (1604), a sodomite is said to

, A

keep, "an English page which fills up the place of an
38 - ’ '

ingle," and the same theme appears in a poem by John

Wilmot:

Then give me health, wealth, mirth, and wine,

And, if busy love entrenches, '

There’s a sweet, soft page of mine

Does’' the trick worth forty wenches.39
The irresistible and wanton effeminacy/;f the "boy" which
compriées one facet of the heroine’s disg;ise is;butxbne
diréction her erﬁticismhcan take; the sécond direction is the
eroticism which .feeds onrthe vulneréblé femalg chégtity
trembling beneath the male att@fe."That direction is
exemplified in the story of‘Cratyna? which Robert Greene
includes in éggglgggig ﬂggg(1587), a-collection of morally
edifyihg narratives in which Greene tells us, "a Christall
Myrror of faeminin;\per{ecfion represents'to the viewe of
eury one those vertues and graces, which @ore curiqusly'
beautifies’the mynd of women, then ;yther sumptuous Apparell,
or Iewelé bf inestimable valeh."4o, Cratya; is a supreme}y
"good" woman of the female hero tradition who disgujses
herself as a boy in order both to escape the advances of the
landlord and to follaw her husband whq has been driQen by

poverty to work iﬁ the mines. When Cratyna’é husband first

sets eyes on the "handsome stripling," who is actually his
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wife, he pitieifgfhe poore gstate of sygh a young youth
[andJ.;. notfng narrowly the‘lyniamenfs of her face, fell

into sighes, and from sighés to teares, for the remembrance
' 41

of his sweete Cratyna." lLisa Jardine argues that:

the possibility o{\>§sbciating fond emotion

-with the boy page derives from the same set of
associations which ...stimulate illicit sexual
.feeling at the sight of the boy player: the
combination of effeminacy, dependence and
desirability stirs\the affections.42

- ,
Boy player, :boy page and filemale hero are linked by a set of

erotic associations which revolves arocund their passiv?ty and

ambiguous sexuality. All tgtgs\fre, like their hermaphroditic

&

ounterpart in Ovid’s Metamorphoses, irresistibly effeminate

and potentially rapaaﬁfg.'.

In Aretino’s Qiglggggg, Kott tells us, courtesans
frequently advised.novices in the profession "to disguise

themselves as boys as the most effective means of arousing
43

passion.,"” Male attire was to protect a girl on a journey
but, as Kott makes clear, the disguise made her even more -‘

desirable in a number of ways:
for men who are fond of women and who were able to
discern female shape under the disguise; for men
who are fond of youths and who saw in the disguised
girl the girlish youth they desired; and for women,
deceived by the garments and roused to violent
affection by the smooth and charaing youth.44 _

-

In fact, sexual disguise unleéshéd the sexuality it was
-ihtended to contain. 'The combination of effeminacy and

dependency gave the composite boy/woman figure of romance

. ‘
?_//
.
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narrative an eroticism attested to by Renai ssance poets

@

and drématisis as well as»tourtesans. John Donne~invokes the
erotic!édge of roéantic narrative in "Elegy 16, On His
Mistress," when he cautions hii/&istress-against

travelling alone, disguised in male attire:

‘Dissemble nothing, not a boy, nor change
Thy body’s habit, nor mind’s; be not strange
To thy self only; all will spy in thy face

A blushing womanly discovering grace...

Men of France, changeable chamelions, -

, Spitals of diseases, shops of fashions,
Love’s fuellers, and the rightest company’
0f players, which upon the world’s stage be,
Will quickly know thee, and know thee; and alas
Th’ indifferent Jtalian, as we pass
His warm land, well content to think thee page,
Will hunt thee with such lust, and hideous rage,
As Lot’s fair guests were vexed. 45

" In Donne’s poei; the separate discourses of the medieval

A

"female hero" and the Elizabethan boy ephebe converge.
The cautionary elegy is also an erotic fantasy which feeds

on two desirable objects: the androgynously virtuous

&

heroine turned female hero, whose "blushinngomanly o ’
discovering grace," shines through her male attire, enflaming)
4 « . .

the passions of Frenchmen;land‘the dissembling ffeigned t
bage;" for whom she will be mistakgnyby "th”> indifferent -
'italian.“ That John Donne conjures up the spectke:of male
homosexuality an& impiicates his'virtdous heroine ;itﬁ it,so
'suggests a correspondence, pafadoxical and fascinating,

between chaste icon and fod&idden’pleasure; these opposites

merge in the ambiguous sexual figure of the female age.

5 -
/

~~
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The medieval. tradition of female virtue preserved through
male dress used iﬁﬂconjunction with the Renaissance tradition
of "eros Socraticus" enabled John Donne to articulate an
grot{c-fahtas;latent in Elizabethan culture. The use
of these same two traditions provided Elizabethan dramatists
with a method of defusing the homosexual anxiety around the
use of bBy players while éimultaneously‘exploiting both the

heterosexual and homosexual eroticism of cross-dressing.

The female page motif was an opportune pretext for

'keeping the "heroine" in male clothing for most of the plays

though, as Northrop Frye has suggested, "it is difficult to
s;y whether disguisingva heroine represented by a boy actor
as a boy neutralized [the Puritans’] ...attack or Qas a
peculiarly subtle defiance of it."46 In John Lyly’s
géllggbgj (1585?, the nature of that ambighity becomesrclear.
In an early scene between Tyterus and his daughter Gallathea,
Tyterd§$Heliberately draws the audience’s attention to. the

Puritan attacks on cross—dressing; the scene takes place

immediately'before he sends her out into the world disquised as

.a boy to prevent her being sacrificed to Neptune:’

Tyterus "I would thou hadst been less fair or :
more fortunate, then thou shouldst not repine
that I have disguised thee in this attire;
for thy beauty will make thee to be !
thought worthy of this god. To avoid,
therefore, destiny, for wisdom ruleth the stars, I
think it better to use an unlawful means, your
honor hazarded, and to prevent, if it be possible,
thy constellation-by my craft...

w
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Gallathea The destiny to me cannot be so hard as
_ the disguising hateful.
Tyterus To gain love thy gods have taken shapes
of beasts, and to save life art thou coy to take
the attire of men?

.Gallathea ~ They were beastly gods, that lust could
make them seem as beasts. 47

possibilit{iﬁ of disguising boys as girls and girls as boys,
when all thé actors are, in fact, boy children, Tyterﬁs’s
apologetic justification for the "unlawful means" he uses t:B
protect his daughter’s virtue, is intentionally ambivalent.

| Amorous disguise, with its comic potential for confused
identity and mistaken wooings, clearly appealed to
Renaissance dramatists and it quickly became a stock comic

convention as well as the most po&\lar disguise motive in

English drama. Victor U.'Freeburg, in his book Disguise

written between 1569 and 1616 which contain the plot element
of female page disguise. But while it crops up frequentlyrin
Elizébethan drama generaily, it is really in Shakespearean
comedy that the convention reaches its.fullest expreésion;
Shakespeare’s most extensiQe use of the female page is

plots revolve around the disguiéed heroines; but the motif

Pl

surfaces as a subordinate element in three other plays: in

_——a i R s e rm et e e e ———
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is used as an element in both the main plot and thé 5ub7p1ot;

Portia dons the garb of a doctor of laws to defend the life

\

of her husband’é best friend, while Shylock’s daughter
Jessica elobes with Lorenzo under cover of a page’s attire;

and, in Qymbeline; the princess Imogen is re—born as the
boy page Fidele after her symbolic death at the hands of her

husband Posthumus.

-

The earliest of Shakespeare’s cross—dressed heroines is

R4
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Julia in The Two Gentlemen of>Verona, who follows her lover

Proteus, 6n1y to find him engaged in the pursuit of another.
woman. Julia descends directly from the ﬁedieval tradition
of %emaIE‘Hero; for her, love is a religion and its proper
act, worship."She compares the journey which éhe undertakes
in love’s name to a pilgrimage to a sacred shriné; "a true-—
i

devoted pilgrim is not ﬁéarY/To measure kingdoms with his

feeble speps",(II.vii.Q—IO){ ;3Q1ia’s great virtues are
patience aﬁd loyalty; she demonstrates "nability in
aqve}sity"Aby reﬁainiag {%ﬁthful to Proteus despite his
infideiity and by becoming his meééenger to her rival, Silvia.
By the eﬁd of the play, Prot;us h;s shown himéelf to be
treacherous both ip'IDVe and friendship; nevertheless, Julia
Eccepts him back apd only’mildiy‘rebdkes him for. his |
betrayal. .

a typical, if somewhat unsatisfactory, taie of patience and



virtue eventually rewardéd. Below the surface however, the
disguiéedxheroine plays a,moré ambivalent ;ole)than the one
her character superficiallyvplays; kIn a scene thafvis almost
hallucinatory in its sexual inversiﬁns, "Sebastian,f who is

really Julia disguised, describes his "mistress,'% Julia, that

is, herself (or, himsélf), to her rival, Sylvia:

Julia I thank you, madam, that you tender her.
: Poor gentlewoman, my master wrongs her much.:

Silwvia Dost thou know her?
- Julia Almost as well as I do know myself...

Silvia Is she not passing fair?

« Julia She hath been fairer, madam, than she is
When she did think my master lov’d her well...

Silvia How tall was she?

Julia About my stature; for at Pentecost,

When all our pageants of delight were play’d,

Our youth got me to play the wom?n’s part,

And I was trimm>d in Madam Julia’s gownj;

Which served me as fit, by all men’s judgements,

As if the garment had been made for me;

Therefore 1 know she is about my height. ‘_§\\\\
And at that time I made her weep agood,

For I did play a lamentable part.

Madam, ’*twas Ariadne passioning

For Theseus’ perjury and unjust flight;

Which I so lively acted with my tears :
That my poor mistress, moved therewithal, /::D
Wept bitterly. ' . (IV.iv.140-171)

In their introduction to. a collection of feminist essays on

Shakespeare entitled The Woman’s Part, the editors draw

attention to this scene in which "Julia, disguised as a page,

invents for her rival ...a story that describes her apparent

male self playing *the woman’s.part® in the clothes of her
49

real female self." Julia’s real self is not female at

all, but male because "she" is really a boy underneath all

’
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her costumes. With each inversion, the séxual identity of
the ambiguous figurelwho is playing “t#e woman’s part,"
retreats a little/further; Shakespeare bushes that erotic
ambiguity to the very»édge that separates mésculinity and
femininity, appeafance and essernice, in this boy disguised as
a girl (Julia), disguised as a bay (Sebastian); disguised as’
a girl (Ariadne).

The virtuous and lo;al Julia is one prototype for
Shakespeare’s cross—dreésed comic heroines; the other
prototype is the Socratic boyrephebe which Shakespeare
they create a composite boy/woman figure th;t is compatible
with the traditional stereotype of the female hero and, at
the same time, evocative of the bisexual image of the boy
ephebe/boy page[boy player. The combination of these two
prototypes allows Shakespeare, in his two "festive" comedies
to articulate a subversive fantasy while paying lip service
to conventionality. 1In As You Like Lt and Twelfth Night,
an ambiguous figure-—a girl disguised as a boy——surfaces.
Rosalind turns into Ganymede; Viola becomes Cesario.
Rosalind and Viola are both male and female; they are almost

perfect androgynes and their erotic ambiguity becomes a metaphor

for the ambiguity of passion itself.

-



CHAPTER TWO

<

"THAT OBSCURE OBJECT OF DESIRE:" ROSALIND AND VIOLA

<

+

Two loves I have of comfort and despair,

Which like two spirits do suggest me still. e
The better angel is a man right “fair,
The worser spirit a woman colored ill. '

To win me soon to Hell, my female evil

Tempteth my better angel from my side,

And would.corrupt my saint to be a devil,

Wooing his purity with her foul pride.

And whethar that my angel be turned. fiend

Suspect I mpay, yet not directly tell,

But being th from me, both to each friend,

I guess one Jangel in another’s Hell. S
Yet this shall I ne’er know, but live in doubt
Till my bad angel fire my good one out.

&
"Sonnet 144“

Shakespeare’s "Sonnet 144“’sdms up his entire Sonnet

————. e - —

and a woman, pursue one another through desire, jealousy and
betrayal. Torn between the competing demands of his "two |
loves," the poet meditates throughout the Sonnet cycle on .the

nature of love itself.

If love is baséd on beauty and beauty depends on youth,

-

what then is the object of love>in the face of devouring

. 40
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time? * This is the questxon that the poet struggles with in¢

the early sonnets. The answer, he\¥1nds,/1s in the act of

<

procreation.1 Since beauty‘exists in the flesh, it must seek
its perpetuity in the flesh by begettingi

From fairest creatures we desire'increase;
That thereby beauty’s rose might never die.
"Sonnet 1"

The attempt to preservedlove and beauty against the ravages

of time is the first theme of the Sonnets. The poet

addresses the "fair youth® in “Sonné&wi i

"When -I do count the clock that tzlls the time,

And see the brave day sunk in hideous night;

When I behold the violet past prime... :

‘And summer’s green all girded up in sheaves... -
Phen of thy beauty do 1 question make

‘“That thou among the wastes of time must go,

Sincg sweets and beauties do themselves forsake,
And die as fast as they see others grow,
And nothing ’gainst Time’s scythe can make defense
Save breed, to brave him when he takes thee hence.

The heterosexual imperative to "breed,"” is a theme that
recu}s in the early’Sonnets addressed to the fair youth; that
impé?ative unites the bodies of mah and woman and ends with
tHE'begetting of children.

But as the’Sonnets p;ogress, another form of
prDcreation; one that goes beyond the purely physiqal act and
is, in many ways, superior to it, begins to emerge as a
counter theme. Spiritual procreation is that which unites

the souls of man and man and ends with the begetting of

virtue, wisdom and art. Thefboet immortalizes the beauty of

.

the fair youth through his art:
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Not marble nor the gilded “‘Cmonuments]
Of princes shall outlive this pow’rful rhyme, ‘
But you shall shine more bright in these contents
Than unswept stone, besmear’s with sluttish time ...
"Gainst death and.all-oblivious enmity
Shall you pace forthy your praise shall still find room,
Even 'in the eyes of all posterity S
That wear this world out to the ending doom.
So till the judgement that yourself arise,
You live in this, and dwell in.lovers’ eyes.
o “ A , "Sonnet 55"

vThe homosexual apologetics of the Symposium permeate the
Sonnets. Shakespéare turns the courtly love tradition, or at

least the central symbol'of that traditioﬁ,ron its head, by

i P

5 L
reducing the woman to no more than a dark projection of

fleshly desire. In the Sonnets addressed to the “dark lady,“

Shakespeafe undercuts the courtly ideal of woman as angel and

saviour:

My mistress® eyes ‘are nothing like the sun;

Coral is far more red than her lips’s red;

If snow be white, why then her breasts are dunj
If hairs be wires. black wires grow on her head.

"Sonnet 130"

The traditional imagery of courtly love is still maintained

in the Sonnets, though, as is its mystique; Shakespeare merely
transfers the attributes normally ascribed to the woman over

to the fair youth:

Describe Adonis, and the counterfeit
Is poorly imitated after you;
On Helen’s cheek all art of beauty set,
And you in Grecian tires are painted new...
In all external grace you have some part,
But you like none, none you, for constant heart.

"Sonnet 33"
-

ShakésPeare’s theaory of the two loves, one angelic, one
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satanic, re—states, using h-new‘frame of reference, the old
antagonism betwéeﬁvflesh-énd spifit which the cou}tly
tradition tried to reconcile, unsuccessfully, through the
veneration of a coldly transcendent mis‘tress,2 andiwhich the
monastic tradition had eérlier projected onto the female
transvestite saint. In Shakespeare’s scheme, the woman is
placed entirely outside redemption.. Love as grace is now ',
attachéﬁrto the fair‘youth, love as sin, to ihe dark lady:

the bétter>ange1 is a maﬁ rgbhtifai},
The worser spirit a woman color’d ill.. R
: "Sonnet 144"

As the Sonnet,&ycle progresses, however, the split between
pure and contaminated love which Shakesﬁeare embodies in tﬁe
fair youth and the dark 1lady respé;tivélyrbecomes moré
ambiguous;’ The poet’s relationéhip with the fair youth
gradualﬁy,detériorates as the yoﬁthgand the wdman'slnwly,
ifrevocably, become enneéhéd with each other, until it
final}y dissol ves altogether in'iust ‘and betrayalwv As his
"angel" turns to “fiend," the poet bééins fo learn, tol7{s
bitterness,. what the fool in King Lear has. known all along,

‘thaf;'“he’s mad that frusts... a boy;é lﬁve or a whoreis
oath" (III.vi.lB—l?i. Leslie Fiedler summa;izes the Sonnetg’r
thematic progression:

Beginning as an account'og“pne who would divide

his love in two, directing all that is noble in it

toward one object, all that is vile toward another,

it ends with his discovery of the two in each

other’s arms — the noble contamingtga by the vile.3

3
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In the courtly tradition, beauty and goodness are permanent

values; in Shakespeare s Sonnets, thoee noble absolutes are

K]

imp0551b11zty of choosing between the youth and the woman.

Fascinated by ali beauty, desire is an instinct that embraces

‘"good and evil, the "noble" and the "vile" indifferently.

LY

\sizgeps more 1n51d10us is the poe{ S emerging reallzatlon that
he is, in the profoundest sense, the link between his fair
youthvend g;g dark lady. Both are panections bf his ‘ ~
imagination:'they ekiet not Dnly‘euteide of nimtbutlwithin

him as well. The co-existencegof these two contradictory -

drives, one\toward the spfrit ‘the other toward the flesh,ﬂ

suggests a disturbing ambxgu:ty, latent in human nature, -that

-

cannot be \ECDHCIIEd but which nonetheless persists.

And wheéLer that my angél be turn’ d fiend . -
Suspect | may, yet not directly tell, ‘
But be1ng both from me, both to each frlend,
I guess one angel in another’s hell.
Yet this shall I ne’er know, but live in doubt
Till my bad angel fire my good ane out.
‘ "Sonnet 144"

In the finai sonnets, masculinity and femininity,VEPirit anq
flesh, passion and sheme; intermingle. These,contfedfctfuner
are symbelized in the androgynous fair youth, the "master)
mistress” of both men’s and women’s passien:‘

a man in hue all hues in his centrolling,

Which steals men’s eyes and women’s souls amazeth.
" . - "Sonnet 20"

3
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The sexually divergent qualities which are embodied. by the

= Y s o ——— s, e v S S e

~the cross—dressed heroine, Viola, a girl disguised as a boy.
ii

~

After narrowly escabing death by drowning, Viola and a

few other survivors of a ship—wreck at sea, find themselves
on the shores of Illyria. Anxious’t; withold her true
estate until such timé as she can make “{her] ...own
occasion mEIIDW}%iViola entreats thEAsga—capt;in to:

Conceai me what I am, and be my aid

For such,gisguise as haply -shall become _

The form of my intent. ‘ (I.11.33-93)
ﬂe should‘remember, hohever, thét before th;t habpenﬁ, é boy
actor had to disguise himself as a girl. In Twelfth Night,
the eroticism of the sexually ambiguous youth which we first
saw in the Sonnets, re—emerges as a theme.- So too does thg

harsh imperative of heté?osexualify,‘as an. early encounter

7betWeen Viola and Olivia reveals:

Viola Lady, you are the cruell’st she alive
If you will lead these graces to the grave .
And leave the world no copy. (I.v.242-46)

The similarity'of language and intent in this passage and

that found in Sonnet 11, is clear:

She carv’d thee for her seal, and meant thereby,
Thou shouldst print more not let that copy die.

Rt o R s AN S e mrm Rl -

. 4 .
there is a subtle difference. In "Sonnet 11," the plea is
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directedlta‘the fétgvyouth, 1n Twelfth Night, to 011v1a.; But
the character of Olivia is played by a boy actor disguiséd as
a girl, who is appealed to by s@oxa,'a boy disguiséd as a
girl,‘re—disgui%ed as a boy. In Twelfth Night, the
convention of. cross—dress1ng is pushed to 1ts furthest
limits and its lgkent erot1C1sm laid bare when 0rs1no,~
Viola and‘Dlivia‘act out their triangle o; love;

Diébu}se opera;es on atsleast four levels. On the.
- apparent lével'of disguise, a man, a youth, and a woman,
pursue, énd are pursued by one another. Orsino is in love -
with OliQia; Olivia lbves Cesario; Cesario is in love with
Orsino. The youth Cesario, ho&ever, is féally a woman,
Viola. The scenario shifts, making the pursuers two women
and one man. Diiviavis in love with anather woman, Violas
Viola loves Drsino; But theiambiguity penetrates fugther: in
the third metamorpﬁosis of sex, Olivia and Orsino (
are simultaneously in love with Viola—C sario, who is both

male and female. S/he describes hih/herseff to Orsino:

I am all the daughtefs ogémy father’s house
And all the brothers too. (IT.iv.421:-22)

To the girlish youth, Orsino has "“unclasp’d/the book even of
Chis] ...secret soul" (I.v.13-14). Orsino’s courtly avowals

are directed toward a woman, Olivia, but they are couched in the
) s

~homosexual rhetoric of "Eros sncrat;cus-“
: e

There is no woman’s 51desT‘t % .
Can bide the beating of so strong a pass1on;

As love doth give my heart; no woman’s heart

»‘5" .
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So big, to hold so much: they lack retentiofi...
' . Make no compare
Between that love a woman can bear me ,
~And that I owe Olivia. (11.iv.24-103)

.

Both Orsino and Dlina are drawn to the ambiguous beauty of

Viola—-Cesario, whose physica{ resemblance is to the fair

youth of the Sonnets:

Duke  For they shall yet belie thy happy years,
: That say thou art a man; Diana’s lip v
-'Is not more smooth and rubious: thy small pipe
Is as the maiden’s organ, shrill and sdund,

And all is semblative a woman’s part.
i) s\‘/ - (I.iv.30-34)

Olivia Methinks I feel this youth’s perfections
With an invisible and subtle stealth
., . To creep in at mine eyes.. ~ (I.v.300-302)
X : ' / _ - |
On the fourth level of disguise, that of the cross—dressed

- sl
e

boy actors, the love triangle being enacted is a purely e
homosexual one since the parts of both qula and Olivia would

have been played by boys on the Elizabeth§p stage. It is

e, - L

this 4undam;ntal ;tage,deception—underiyfﬁg the play itselt -
that infdrms the deceptions within it, witﬁﬁa particularlyv
erotic ;ﬁd ironic edge.

The state o;.erotic confusion in Illyria'is exacerbated
by fﬁe appeérance of-Viola?gjtwin brother, Sébastian, who has
been presumed drowned. Ac%ordiﬁg to<§§n.Kott, l-'S‘=V_=b.a'f_-'.tiem isr
Viola’s twin and doublegr I? Viola is bayish, Sebaétian musti

5

be girlish.” °~ The subplot of the "girlish" 7Buth, Sebastian
. : . \‘,
and Antonio, the sea-captain who rescues him, burlesques the

main erotic action of

~
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", - . ~
.mistress of Antonio’s passion;y when Sebastian parts company

with Antonioc in order to pursue his»separat;\kmélune in

Illyria, the sea—captain cannot bear the separation and so he
 follows the,§outh§-

I could not stay behind you: my desire
. More sharp than filed steel, did spur me forth.

ey ‘ - {ITl.Jiii.4-3)
Asking only that Sebastian not murder him for his love,

Antonio endangers his own life to protect Sebastian in his

-

travels around Illyria:

But ' come what/may, I do adore thee S0, : - _cﬂL“
~ That danger all seem sport, and I will go.
(I1.iii.4-3)

Antoni Olivia, Orsino and, to a limited extent, Viola,

are reduced to anonymous sexual partners; they ad& defined
S .
solely through the gestures they make in the name of love.

Sudden and tohéuming, love is an epidemic that stops the

world and infects everyone:

Glivia - ‘ How now?
Even so quickly may one catch the plague? ‘ “ o
/ (1.v.298-99) N
Yet, through all the conversions of sex that take place, the‘ ,EA»

loye ob ject sought remains unattainaple. Viola articulates

ey

‘woefully the dilémﬂé in which her disguised self has,
unwittingly, placed 0Olivia, Drsi;o, and hersel+f:

Viulaﬂ Poor lady, she were better love a dream...
How will this fadge? My master loves her dearly,
And 1, poor monster, fond as much on him,
And she, mistaken, seems to dote on me:
What will become of this? As I am man,
My state is desperate for my master’s love:



As 1 am woman (now alas the day!)
What thriftless sighs shall poor 0Olivia breathe?
- _ (Il.ii.25-38) )

The Illyrian lovers pursue one another through desire,
jealousy and betrayal, unable to meet, until the final act,

when the consequences of Viola’s disguise ar?_ushered in with
' ' R A N\ o
a vengeance. , ' . . !

-

Orsino finally meetsvDIivia in the last act, oniy to
discover thét her affections are engaged elsewhere. ‘ o7
Confronfed by what he bel{eveslto be the double treachery. of
Cesario and Olivia, the duLe seeks revenge. He addrésses

Olivia: .
Live you the marble-breasted tyrant still.

But this your minion, whom I know you love,

And whom, by heaven, I swear 1 tender dearly,

Him will I tear out of that cruel eye

Where he sits crowned in his master’s spite.

Come, boy, with me, my thoughts aré\(1pe 1nﬂm15chlef.
I°’11 sacrifice the lamb that I do love, -
To spite a raven’s heart within a dove. (V.1.122-129)

Olivia, too, who has secretly married Sebastian, believing him

to be Cesario, is betrayed by the mistaken object of her

\

desire:
> 0Olivia Where goes Cesario? -
Viola After him I love

More than I love these eyes, more than my life,
More, by all mores, than e’er I shall love wife ...
Olivia Ay me detested! how am I begquil’d! :
(V.i.132-137)
'The timefy appearance of Sebastian provides a superficial /
. \?\ - e ’
solution to the bitter comedy. of errors that has éeen

o

. enacted. ‘Sebastian possesses the “li&;le fhing" Viela lacks,
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.which is requfred for a return to normality and for the

crystallization of a new society demanded by the conventions-

of comedy.

Sebastian So comes it lady, you have been mistook.
’ ' But nature to her bias drew in that.
- (V. i.258-59)

Sebastian’s words, "nature to her bias drew in that," sum
up the ostensible themes of ITwelfth Nigﬁg. In the rew Arden

" — e e S

edition of the play; the editors gloss the expressidn as a_

o

metaphor, taken from the game of bowls, which gescribes

Nature’s inborn tendency to mate female with male and\so undo

the éf{ects of Viola’s misleading dksguise. Certainly by the

end of the play, aq’EpproﬁFiate sexual partner has been found
: 7

for each of the Illyrian lovers excépt Antonio. But

has the erotic ambiguity been dﬁpil:ed? Olivia fell in

love with Cesario. Cesario, it turns out, was really a

disguised girl, Viola. When Sebastian is substituted for

Viola, the homosexual threat posed by Olivia’s sexual
atéraction to another woman appears to dfsappear; except that

when Olivia takes off her disguise, “she" is not really a

:womah, but a boy actor.

Sebastian Nor are you therein, by my life deceivedé'"
You are betrothed both to a maid and man.
. (V. 1i.258-59)

¢

»

The wordf Sebastian utters to Olivia are ironic, not only

becauge Olivia herself is both "maid and man," but also

because'Sébastian has played, albeit unknowingly, the maid of

Sl
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. 3 . .
Antonio’s passion throughout the play. Orsino’s love object

Dlivia. Now his affectior is transferred,
efforflessly, to Viola. At the subliminal leyel;"{'til';é' duke
hasrbeen in love yith the yduth, Cesario; the youéhvwaé‘a‘
disguised giri. ij%he end of the play, when the duke foers
Violg_his‘hand!in marriage, he transforms her yet again, ih;s
time into a "master’s mistress" (V.1..322-23). The expected
dissolution of sexual ampiguitygis deliberately withheld at
thé end of the Cqmedy. Viola never re—assumes her female
garments and her sex remains equivocal in the Qery words
which end the play: o - ' ’

Duke Cesario, come;

For so you shall be while you are a man;

But when in other habits you are seen,
Orsino’s mistress and his fancy’s queen.

(V.i.384/-87)

I3

When the final metamorphogis of sex takes plhte and the
’ ; . & , :
actors remove the last of heir costumes, tHe heterosexual

illusion evaporates completely: a man ahd three youths remain

on the empty stage.

interchangeability\gf the sexual partners. The mechanical
reQérsal of the objgcts of desire underlines Shakespéare’s
ironic analysis of the nature of lovef RevolVing around the
disguised Viola, desire shifts its object eagiyy‘frum male té
female and back to male again: Cesario bgcomes‘Vinla; Viola

becomes Sebastian. Even the undisguised Viola is still a

disguised boy.
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Disgudsé is a dangerous game. Dné of the dangers of
Viola’s disguise gm?;ges when Dliviafmistakes Viola’s,
app;arapce f hér essence'énd sends éhé youth Cesario; a’
gift in the form of a ring. Viola, realizing the
significance of such a gift, prays; "iqftune fbrbid my
_Dutside'have not charm’d her!"/(lI.ii.l?); but Her pravers
come too late to assist the hoée}éséiy smitten Olivia.
Viola’s disguise, and her conéequently mistaken identity,
function to break down thg assumed distjnqtions}between‘

appearance and essence. That “nature with a

beauteous wall/Doth oft ciose in pol}ution" (I.ii.49-5Q), is
a truth Viola intuits early in Twelfth Night. But the erotic
fascination of beauty has its own compelling truth, one that
. ignores such distinctions. After she sees how her disguised.
self has beguiled Olivia, Viola concludes:

Disguise, I see thou art a wickedness,

Wherein the pregnant enemy does-much.

How easy is it for the proper false

- In women’s waxen hearts to set their forms!
‘ i (I1.1i1.26-29)

The potential evil of sexual disduise which Viola argues in

this speech, is the same argument Rainolds uses in hisz
. ' . ) 8 '
attacks on stage cross—dressing. According to Rainolds, the.

semblance of a woman which the boy player’s disguise creates

leads men to‘desire the boy.who is beneath that disguise; gnd

-

N [
that desire leads men, in turn, toward sexually perverse

‘behaviourf In Viola’s speech, the progression of
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associations that lipk.disguise with perversion are similar

to Ra}holds’s steps toward “abdmination:" its affiliation with
the de?il ("the pregnant enemy”); its bodily manifestation as’
a "proper false,” which the New Arden edition of the play -

/glogses as a “handsome\and deceitful [manl;" and, finally,

the form which that "prﬁper false" sets in women’s hearts and

s

to which they respond passionately, even though the form may

not correspond to the reality. Viola iS'only concerned with
the form that has been set in Olivia’s “waxen" heart; but
that ‘same "proper false" sets its fofms in men’s waxen hearts

as well, as Antonio learns in bitterness:

Antonio Virtue is beauty, but the beauteous evil
Are empty trunks, o’er—flourish’d by the devil.
(II11.iv.378-79)

)

The dilemma between flesh and spirit which we have seen
emerge in the Sonnets, surfaces again in Twelfth Night.

Again, the erotic partner is real and fictitious at the same

time: bodily present and yet created out of imaginétion and

desire. .

In all its manifestatiéns, Illyrian love is genE(ated ',,,
through prOjecfion. W.H. Aﬁden, in thtesron the Comic,”
describes the lovers’ projeﬁtions'és fhe inevitable product
0f~the two contradictory, yet co—existihg impulses in human
nature: the blind, biolégical driye of lust; and the
selective, individual'specjfic desire introduced by personal

history and culture. *"This contradiction," says Auden, "is

fertile(broundvfor‘self—deception:“
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It allows ué to persuade ourselves that we value
- the person of another, when, in fact, we only value
her (or him) as a sexual .object, and it allows us °*
to endow her (or him) with an imaginary personality
whichyhas little or no relation to the real one.

From %he personal point of view, on the other hand,
sexual desire, because of its impersonal and '
unchanging character, is a comic contradiction. The
relation between every pair of lovers is unique,

but in bed they can only do what all mammals do. 9

Both Olivia’s and Orsino’s relationship with Cesario is "erotic-
10 :

fantastic"” because Cesario is not what he ‘appears to be.

P
o

But Orsino’s relationqhip with Olivia is also "erotic—fantastic;“
Steeped in the cgbvent{ons of courtly love which 4ocus around
‘the sexual fascination Df‘cruelty;bg}sino projects onto

Olivia the qualities of Petrarch’s "cola mist;ess," calling

her, "yond same sovereign Eruelty“ (II.ivﬂBZ). Thé fact that
Olivia does not return his love only reinforces that
projection. Drsino’s passion is'fed not by Olivia herself

but by the idea of Olivia whi;h his imagination conjufés: "so0
fuil of shapes is fancy/That it aloqe is high fantastical"

(1.i.14-15).

I3

longer separateientities. Uncertainty has surrounded the

erotic situations in Illyria from the start. Ostensibly,
Orsino is pursuing Olivia:

Curio Will you go hunt, my lord?
Duke . ‘

Curio The hart. .
Duke Why so 1 do, the noblest that I have.

0, when mine eyes did see Olivia first,
Methought she purg’d the air of pestilence;
That instant was I turn’d into a hart,

And my desires, like fell and cruel hbunds,

‘What, Curio?
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E’er since pursue me. (I.i.15-22)
But Orsino is himself Actaeon and hart, predator and prey of
- , _
his passion. r Dlivia’s early renunciation of sexuality in the
o

name of a dead brother’s)love cloaks, as does Orsino’s

unrequited passion, a masochistic self-indulgence. Feste

shrewdly points this out:

Clown Good madonna, why mourn’st thou?
Olivia . Good fool, for my brother’s death.
Clown I think his soul is in hell, madonna.
Olivia I know his soul is in heaven, fool.
Clown The more fool, madonna, to mourn for your
~ brother’s soul, being in heaven. (I.v.H64-69)

Orsino and Olivia are, like Malvolio, "sick of self-love", and
Cesario’s allure is at least partly Eooted in~the ;ﬁdiehce
role he plays for them. Both the duke and Olivia are actors,
practising their roles for the benef{t of their own shadows.
Each employs props——Orsino calls for "sweet beds of flowers"”
and me}anchqu love songs; Olivia has her mourning veilaand
her seal of Lucrece--to display and feed a particulér sel f-
;mage. EacQ\Pursues the quect that will gratify that self-
image. / And, in each Fasé, the imagined lover is mérely the
objectification of an ardour that is essentially
narcissistic. The ghost of Narcissus, who die;ﬂof his
unrequitéd,passionffor his pwn reflection, lurks behind much
In bis opening/sbeech, Orsino calls for music to apbéase
- the hunger of passion whéée appetitie is insatiable and, yet;LV

-

too 'quickly sated:
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1f music be. the food of love, play on,

Give me excess of it, that, surfeiting,

" That appetite may sicken and so die.

That strain agaln, it had a dying fall:

0, it came o’er my ear like the sweet sound

That breathes upon a bank of violets,

Stealing and giving odor. Enough, no more;

’Tis not so sweet now ‘as it was before. (I.i.1-8)

" Love is rapacious but it chokes on its own appetite:

0O spirit of love, how quick and fresh art thou,

That notwithstanding they capacity

Receiveth as the sea, nought enters there,

"0f what validity and pitch soe’er,

But falls into abatement and low prlce, ‘
Even in a minute! - (I.i.9-14)

The images on which the duke draws to articulate- the nature of

#%

love—-—the appetite that craves surfeit, the music that
rcloys, and the all-deévouring sea into which anything of value
“falls into»abatement and low price"——all play explicitly on

. the motif inopem me copia fecit, the complaint of Ovid®s

Narcissus, translated by Golding as "my-pltentie makes me”
poore." In his essay, "Twelfth Night and the myth of Echo
- and Narcissus," D.J. Palmer explains jinopem me copia

fecit as an expression of "the paradoxical realisation Qf

v

Narcissus that he himself is the unatta1nab1e object of his
11

insatiable desire." In "Sonnet 1," Shakespeare draws
specifically on the motif when he compares the fair'youth’s

beauty and disdain with that of Narcissus: .
But thou, contracted to thine own bright eyes,
Feed’st thy light’s flame with sel f—-substantial fuel,
Making a famine where abundance lies,
Thy self thy foe, to thy sweet self too cruelyﬁ

The "too proud" U}ivia demonstrates a similarly naq&isSistic
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disdain by the manner in which éhe scorns her suitors. And
when Viola describes how she would woo Olivia, her words

recall Ovid’s "babling riymph," Echo: .
Viola If I did love you in my master’s flahe;
With such a suff’ring, such a deadly life,
In your denial I would find no sense,
I would not understand it.

Olivia Why, what would you?
Viola Make me a willow cabin at your gate, - '

. . And call upon my soul within the house...

Halloo your name to the reverberate hills,
And make the babbling gossip of the air
Cry out *0Olivia!* 0, you should not rest
Between the elements of air and earth,

- But you should pity me.

Olivia You might do much. ,

(I.v.268-81)

Echo, when spurned by Nafcissus, pined and faded till only

i

the sound of her voice, crying out her uhhgciprocated
feelings, remained. Viola chooses h;r wofdskwell. Thréugh a
subliminal reverberation in the direction of DOlivia’s own |
self—-interest, ﬁ§> hithertao dorﬁént sexual interést is

awakened.
, ¢

"sexually self—-contained" figure of Viola-Cesario whose
function in the play is tied into the redeeming function of

comedy itself. Northrop Frye describes the comic drive in

. 12
Shakespeare as a drive toward self-knowledge or identity. -

N N

The most common form of jdentity is the form that is achieved

through marriage, in which, acconding to Frye, "two souls
‘ : 13 - ‘
become one, and... *atone together.®" Given that context,

" Frye continues:
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sexual identity is a more deep-seated theme in
comedy than it looks. The center of the comic
drive toward identity is an erotic drive, and the
spirit of comedy is often represented by an Eros
figure who brings about the comic conclusion but is
in himself sexually self-contained, being in a

. sense both male and female, and needing no
expressqp of love beyond himself. 14 -

In Twelfth Night, Orsino and Olivia are drowning in their o&n
sel f-love until{;pe sexually ambiguous figure of Vigdla, who
"can ;ing both high and low" (11.iii.42), emerges from the
sea. Viola’s function is to leqdiolivia and Orsigf, in a

natural progression of steps familiar to psychoanalytic

theory, from self-love to homosexual love and, eventually,
to hotﬂrol.xual lov.;‘throuqh a series of lgxual'
transformations, at the end of which shé~be;oméé male to
Olivia and femaie to Orsino, Vjola cures the self—lbvg

sickness of Olivia and Orsino and so redeems, at least
N . .
symbolically, the comic society of Illyria.

In her disguise, Viola-Cesario also ﬁrojects an

eroticism identical to that of the beautiful boy Narcissus.
; o~ . y _
Malvolio’s description of Cesario, "’Tis with him in standing

*

water, between boy and man" (I.v.160-61), echoes Golding’s

description of the adolescent Narcissus in "Book 111" of the

—_—— e e e e RSN

For when yeares three times five and one he fully
lyved had, '
So that he seemde to stande betweene the state
of man and Lad, ‘
The hearts of divers trim yong /fen his beautie
- gan to move,
And many a Ladie fresh and fair was taken in his
love. (I11.437-40)

e
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Projecting a similarly androgynous beauty, Viola-Cesario énd the

mythical Narcissus both enflame the paésions of mén and women

alike.

iii

// The myth of the beautiful boy, Narcissus, is one of
A [

-

_‘-\7 \\\v ( . -
several homo-erotic myths that had wide circulation during
15 ‘ ;

the Renaissance. The myth of Actaeon, of which we have
already sgen two manifestations, belongs to this tradition;

as does the Ovidian myth of Hermaphroditus, as well as that of

— e s ot o e s e o T2 ST 2

Orpheus ﬂho, in "Book X" of the Metamérghoses, disowned women

and turned to boys for love after the loss of Eurydice:

He also taught the Thracian folke a stewes of Males too make
And of the flowring pryme of boayes the pleasure for too take.
(X.21-92)

Here tao belong the myths of "boys loved by the gods,*

Hyacinthus, Cyparissus, and Ganymede; cupbearer of ihekgods:
- Wise Zeus abducted fair-haired Ganymedes
for his beauty, to be among the immortals
and pour wine for the gods in the house of Zeus,
a marvel to look upon, honored by all the gods,
as from the golden bowl he draws red nectar.
During the Renaissance, the myth of Ganymede had a double
meaning. According’to‘dén Kott, "it symbolized a mystical
love which brought with it a communion with the deity and its
17 '
direct contemplation;*" but it also represented, as it had in

antiquity, pederasty, for which it stood both as euphemism

and symbol. Marlowe’s version of the myth of Ganymede, in
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‘association ‘explicit; the play opens with Jupiter dandling
his "female wanton boy" on his knee:

Jupiter Come gentle Ganymede, and play with me;
1 love thee well, say Juno what she will % ..
Hold here, my little love; these linked gems
. My Juno ware upon her marriage-—day,
" Put thou about thy neck, my own sweet heart,
, And trick thy arms and shoulders with my theft.
- Ganymede I would have a jewel - for mine ear,
And a fine brooch to put in my hat,
And then 1’11 hug with you an hundred times.
Jupiter And shall have, Ganymede, if thou wilt be my love.
[(Enter Venus] )
Venus Ay, this is it: you can sit toying there,
And playing with that female wanton bay ... 18

One of Michelangelo’s love gifts to Tomaso dei Cavalieri,
the beautiful young man to whom Michelangélo addresses many

of his sonnets, was a chalk drawing of the Rape of
19 .
Ganymede. In As You Like 1t, Rosalind takes the name of

Ganymede when she escapes to the forest of Arden.

Celia What shall I call thee when thou art a man?
Ros. i’11 have no worse a name than Jove’s own page,
And therefore look you call me Ganymede.

(I.iii.119-121)

Rosalind, disguised as a boy, meets Orlando-in Afden.
Orlando is in love with Rosalind and she with him. But
Orlando dogsrnot recognize Rosalind in the guise of
Ganymede. Rosalind plays Ganymede, who in turn plays

Rosalind:

Orl. I would not be cured, youth. .
Ros. I would cure you, if you would but call me

Rosalind and come every day to my cote and woo me ...
Oorl. With all my heart, good youth.



Ros. Nay, yau,muét call me Rosalind. (III.ii.413-21)

We are back in Illyria, it would seem.
//—','» -

On the apparent level of disguise,

»
Twelfth ngng two youths, Orlando and
game. ,B?t one of the'youthsris really

When Rosalind’s disguise is removed, a
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similar to that of
Ganymede, play a love
a disguiséd girl.

QQuth and a girl who

are in love with each other remain. But the "“real®" girl is

still a disguised boy actor. .

In the love scenes in Arden forest,

Illyria, theatrical 'form and content ar

as with those in

evabSDIutely '

interwoven, one with the oihen;’assuming, that is; that the

female parts are played as they would have been on the

Elizabethan stage, by boy actors. An actor d%sguised as a

girl plays a girl d{sguised as a boy.

Embedded in disguise,

-

everything is réal and unreal simultaneously. Rosalind

as banymede addresses Brléndo}

Celi It pleases him to call you so;
Rosalind of a better leer than
Ros. Come, woo me, woo me; for now I

RDS; And I am your Rosalind.

but he hath a.
you.
am in a holiday \_

humour and like enough to consent. What would

you say to me now, and I were your very very Rosalind?
_ (IV.i.60-67)

At the vanishing point of appearahce an
plays stands a "pretty youth:*" the b&y
disguised as é boy. when the boy actor
girl, he plays himself.

In her disguise,hRosalindéﬁanymede

d reality in both
actor_agy the’girl

playé the disguised

recallé the "female

oD |

L}
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wanton boy"” of classical .antiquity and Puritan stage attackssg

perticularly when, in the guise of'Ganyhede; she describes to

Orlando how "“he" cured another love-sick man by playing "the

S

woman’s part:". =~ R

& He was to imagine .
me his love, his mistress; and I set him every day

,to woo me. At which time would I, being but a

moonish youth, grieve, bée effeminate, changeable,
longing and liking, proud, tfantastical, apish,

- shallow, inconstant;*full of tears, full of smiles, for

_every passio thing and for no passion truly
anything, as\boys and women are for the most part
cattle of this colour. -~ (II1.ii.395-403)

-

Ganymede is|the *peevish bo&“ with whom the scornful
shepherdess Phebe falls helplessly in love. When she
overhears Phebe ridicule the tender protestationsvof love

proterred her by Silviue, Ganymede scolds the shepherdess
Vi
mercilessly for her dxsdaln toward th15 earnest shepherd who

clearly adores her:

Ros. [advancing] . .. -.Who might be your

mother,
] That you insult, exult, and all at once,
" Over the wretched? What though you have no beauty~—
f>\hs by my faith I see no moré in you

Than without candlg may go dark to bed—

Must you be therefore, proud and pitiless?

: (II1.v.35-40)

Rather than being offended by Ganymede’s rude speech, Phebe

is utterly beguxled by\}he 1rre515t1bly effeminate beauty of’

. 5 Y <
this fair youth: /ﬁ;\//) 3 :
’ _ .The best thing in him

Is his complexion; and faster than his—tongue
Did make gffence, his eye did heal it up.

.” He is not very tall, yet for his years he’ s tall.
His leg is-but so; and yet “tis well.

¢
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There was a prétty redness in his lip;
A little riper and more lusty red

Than that mix’d in his cheek; ’twas just the difference
Betwixt the constant red and mingled damask. -

(IT1.v.115-125)

'g "Sell when you can, you

Night (Ganymede’s advice to her i
are not for all markets” III.iv.60); nevertheless she
fulfills a funcfion, similar 'to Olivia’s, as the "cold

mistregé“ who spurns the laove of an adoring swain only to

L

~find herself in thrall to an indifferent lover;i; and in both

cases, that indifferent lover happens to be another woman.

When Ganymede takes his.-leave of her, ebe cries out in

——— i e e o i vt i s —_———— | e R e o e e

By the end of As You Like It, the state of erotic
s, g

confusion in the forest of Arden rivals that of Illyria.
Silvius is in love with Phebe} Phebe loves Ganymede; Ganymede

is in love with Orlando; Orlando loves Rosalind. Ganymede is

really Rosalind, but Rosalind is really a boy. These lovers

pursue and are pursued by one another, and yet they are }

unable to meet. Orlando’s name is taken from the protagonist
for love of his lajéiﬁngelica. In Arden, love is madness.
The lovers who run ‘ d in this forest are completely absorbed

by iave; they define themselves through it But, at the same

time, this love which so entirely fills them can neither be

L]
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gratified'nor reciprocated. This too is anvlllyrian theme.

When Silvius describes the nature of love, he describes a

P e . '

farce which is all consuming and absoclutely arbitrary in i

terms of its object:

Phebe' Good shepherd, tell this youth what “tis to love.

Sil. It is to be all made of sighs and tears,
And so am I for Phebe. ‘

Phebe And 1 for Ganymede.

Orl. And I for Rosalind. »

'Ros. And I for no woman. .

Sil. It is to be all made of fantasy,
All made of passion and all made of wishes,
All adoration, duty and observance,
All humbleness, all patience and 1mpat1ence,
All purity, all trial, all abservance;
And so0 am I for’Pheb.. ’

Phebe And so am I for’ Ganymede.

Orl. And so am I for Rosalind. .

Ros. © And so am 1 for no woman. . (V.ii.82-101)

The erotic confusion:in which Rosalind’s.mieleadiog disguise

has entangied Orlando, Phebe ‘and Silvius can only be
untangled by Rosallnd herself. In the guise of Ganymede, she

makes a ‘promise to each of the lovers-

Ros. Tomorrow meet me all together. C(To Phebel

1 w111 marry you, if ever I marry woman, and 1711
be married tomorrow. [To Orl.1 I will satisfy you,
if ever 1 satisfied man, and you shall be married
tomorrow. [To Sil.1 I will content you, if what
pleases you contents you, and you ‘shall be married
tomorrow. ‘ € . (V 111.113 119)

In the final scene of As You Like 1It, Rosalind fu1+1415

her riddling. promise with some assistance from a "magieian

uncle, " who, she claims, has tutored her in the rudiments of
b'.?‘ 4 :
sorcery. Rosalind makesrher entrance ihtthe last scene,

“undisguised and escorted by Hymen, the god of marriage, who

E) . - .
~ - .

~ 6
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re—unites Rosalind with her father and formally initiates the

wedding ceremonies. Rosalind’s "magic" undisguising and the

masque of
Ros.
Duke
Oorl.
Phebe

Ros.

Hymen fulfill the plot of As You Like It:

fto the Dukel To you I give myself, for I am yours.

[to Orl.] To you I give myself, for I am yours.

If there be truth in sight, you are m9 Rosalind.

If there be truth in sight, you are my Rosalind.

If sight and shape be true, e

Why then my love adieu.

1’11 have no father, if you be not he.

1’11 have no husband, if you be not he.

Nor ne’er wed wohan, if you be not she.
(V.iv.115-123)

In the epilogue to the plEy,fRosalind is given the last word.‘

It is not, however, the “girl“ Rosalind who stands alone 6n

the now empty stage, but the disguised boy'who has beenv

playing the part of Rosalind. .As a bby, he addresses the

- audience:

[
4

—

Y

R { cﬁJ}ge‘you, 0 women, for the

love you bear to men, to like as much of‘this play

'as please you. And I charge you, 0 men, for the

love you bear-to women — as [ perceive by your
simpering none of you hates them - that between
you and the women the play may please. If 1 were
a woman, I would kiss as many of you as had

beards that pleased me, complexions that liked

and breaths that 1 defied not. And I sure,

as many as have good beards, or- gpod faces, .or
sweet breaths, will for my kind offer, when I make
curtsy, bid me farewell. S A.iv. 209—220)

In his address, the boy actor plays bawdlly on the double

meaning of “"beards;" the sex behind those kissable beards

is deliberately ambiguous; as is the ultimate,sexuallidentity

of Rosalind, who it turns out, is a boy after all. By

adding this epilogue to the play, ‘Shakespeare thrusts the boy -

¥
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player who has been playing Rosalind intd'the‘drématic

illusion and, in so doing, he plants a doubt in the audience’s

mind as to the truth of Rosalinﬁ;s final tfansformatioh

back to female at the end of the play proper. When the

w

In A

, a ' ) '
actO( leaves the stage, the ambiguity and the doubt linger.

.

s You Like Jt, rigid distinctions between

=

appearance and reality bréak down and finalﬁy disappear.

Rosal ind plays Ganymede who'ﬁiqys Rosalind. As Ganymede,

she plays

Ros.

Orl.y
Celia
Ros.
Celia

Orl.
Ros.

Orl.
Ros.

Disquised
"counterfeit" lover (IV.iii}167—69), who impersonates love w"*~,

and so unmasks its affectations..

)

. \
Rosalind being married to Orlando:

«-.Come sister, you shall be the priest and
marry us. Give me your hand Orlando. What do
yau say, sister? ’
Pray thee marry us.

I cannot say the words. :

You must begin, *Will you Drlando—

BGo to. Will you Drlando have to wife thlS
Rosalind?

I will ...~

Then you must say *1 take thee Rosal1nd for
wife, 2.

I take thee Rosalind for w1fe.

I might ask you for your commission; but I do
take thee Orlando for my husband. (IV.i.117-3

as Ganymede, Rosalind playstthe role of

. . . ' ~

>

Disguise is impersonationg the impersonator is hlmself or

\

20

herself and, at the same time, someone else. In Twelfth

Night and

As Yggigigg 1t, disguise holds up a mirror to the
=223 g

posturings of love. The actor/lover watches himself or herself

watching himself or herself. To be oneself means only to play

one’s reflection in the eyes ofrstrangers:
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Olivia --«we will draw the curtain and show
you the picture. (Unveilingl Look you,  sir, such
a one I was this present. Is’t not well done?
o B (1.v.236-38)

N

Sex#élldisguise represents the furthest reach of self-—

1

projection: the self is split into male andr¥emale.ﬁ
Narcissism, too, is anAatt of sel#—prOjection: the gelf is

split. into lover and beloved. Hidden in exual di

¢ “ i

the impossible realization of Narcissus’ ultimate deéine, as -AJ/E;>‘

. <

s

Kott describes:
ﬂISexuél disguisel...is the realization of man’s eternal
dream about overcoming the boundaries of his own
body and of his sex. It is a dream of an erotic
experience in whi;ﬁzpne is one’s own partner, in
which oné sees a experiences sensual pleasure, as
it were, from the other side.21 ' T
In both As You Like It and Twelfth Nigb;, sexual disguise
functions, metaphorically, to obscure the borderlinefs;BénaLing

an object from its reflection.

. 22'

—— e A e e m —

——

Amistress scolding her: m;id. As the mistress’s abuse
intensifies, the maid begins to quarrel with her and the
scene quickly evolves into an ugly confrontatjon befween the
two women, at the height of which, the maid turns’menacingly
on her mistressl >Suddequ, an éiarm.clock goes off and we -
are brought up short by tﬁe realization that we have been

tricked, that the entire scene has been a game. The two



women are not mistress and maid, but 51sters, who take turns:

.

playing the mistress and the maid while their real mistress is

out of the house. There are three female parts in The Maids,

but in.a commentary to the play, Genet asks that the female
parts be played by men:

If 1 were to have a play put on in which women had
roles, I would demand that these roles be performed

by adolescent boys, and I would bring this to the 2
attention of the spectators by means of a placard

which would remain nailed to the right or left of

the sets during the entire performance.23

In his introduction to The Maids, Sartre euplains that the

Y=

reason for this préference is-that "Genet wishes from the
24
very start to strike at the root of the apparent;" in order

to do that, the creation of "an absolute state of artifice"

is required:

In short, the illusion is prevented from °’taking’
by a sustained contradiction between the effort of
the actor, who measures his talent by his ability
to deceiwve, and the warning of the placaggm..
Appearance, which is constantly on the -point of
passing itself off as reality, must constantly
reveaﬂ its profound unreality.25

TR :
Sartre characterizes Genet’s dramatic method as a re-

formulation of Epimenide’s péradox { EpimegiZes says that

Cretans’are liars. But he is a Cretan. Thé ore he lies.

Therefore Cretans are not 1iars§3Theréfore, he speaks the

truth. Therefore, Cretans are liars. Therefore, he lies,

26 ,
etc.). This spirit of Epimenidean paradox which informs the

bleak modern vision of Genet informs, too, the jaded Renaissance

-,

vision of Shakespeare. : . .
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~

Feste puts his finger on the fundamental péradox at the

heart of both'As You Like It and Twelfth Night when he

remarks that "hothing that isAso is so" (IV.i.?). Unmasked
by disguise, evefything becomes real, yet Unréal, "a natural
perspective, that is, and is ndt;" Cesario is‘Vibla; Viola
is Sebastign. Gényﬁede may really be Rosalind; but Rosalind
is not really a girl. Ultimately in thisrball of mirrqrs,
everything becomes mere Peflec ion. THE reflector and the
refleéted reflect each éther‘infinitely.

Viola I am not what I am. (III.i.138)
This is Illyrig.

In As XQg'gigg lﬁ and Twelfth Night, truth leads to the

s e o e o R o s o] s 2o

lie and vice-versa. Rosalind and Viola oscillate between two
oppoéing iden;itiésé mgie,and female. They oscillate, as
well, between two opposing ideals: a homqsexu31 idéa1,
embodied in the fair youth of Shakespeare’s Soﬁnets; and a
heterosexual ideal; embodi ed inxéhe virtuous female hero of
the romance/saints tradition. The qffinities that

"Cesario" and "Ganymede" share with the fair onth havg
already been consideréd. IWhat_remains to be exéﬁined is‘the
way in which "Ros;lind" and.“VioIaF satisfy the'con;éntions/
of the heterosexual plot and defuse the hgmgﬁexuai anxieties

of a nervous heterosexual culture.
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¥
Crities generally distinguish between Rosalind and Viola

in terﬁs of the.pnwer°each exercises over her own fate while
in disgquise. 0On the sur{ace it would appear that disguise
is a liberation for Rosalind, a trap for Viola. Both
heroines adopt male attire'tq'protect their virtue while
- travelling unaccompanied in a foreign land. FRosalind dons’
her disguise with a certain exuberance:
A gallant curtle—axe upon.my thigh,
A beoar—-spear in.my hand, and in my heart,
Lie there what hidden woman’s fear there will,
We®ll have a swashing and a martial outside,
, As many other mannish cowards have
That do outface it with their semblances.
. (I.v.113-118)
Viola, on the other hand, broods on her disguise, "Disguise,
I seeée thnu‘art a wickedness" (ll.ii.26). In the guise of
Ganybede, Rosalind plays'proxy for herself and so0 is wooed by
her own lover; Viola goes as proxy for the man she loves to
woo another woman. . Rosalind acts as the cohtrolling agent
for the comic resolution of As You Like It; the comic
resolution of Twelfth Night is achieved in spite of Viola and
not because of her. In these respects the two heroines are

clearly different. And yet in terms of their ulgimate

symbolic vaiue, the di{{érences between the two are of degree

rather than essence. Both are stereotypes of female heroism; -

both embody the attendant virtues nf that stereofypé:
- . A '
loyalty, obedience and chastity.:. ‘Shakespeare masks any

threat that the heroine’s masculine self might potenti#ally
- — ,

i
i
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represent b; establishing the purity of‘her female chastity

even while she is clothed in male attire.

LY

Rosalind’s virtue iﬁ'established before she is senty into

banishment. We are told early in the play that the duke’s -
d1spleasure téward his niece iss - ) o

GrDunded upon no other argument
But that the people praise her for her virtues,
- And pity her for her good father’s sake. (I.ii.269- 71)

Her "silence'" and 9patience" in the face of her father’s

~

unjust banishment have endeared her to the populace; so much
=1a) that thé.duke fears that Rosalind’s virtues will overshadow
those of his dadghter Celia. These early testaments to

Rosalind’s virtuous nature assure the audience that when

'

Rosalind changes into Ganymede her masculinity will be

supérficial: ,
Ros. -GDDdimy camplexion! Dost thou think though I
, am caparisoned like a man I have a doublet and.
hose in" my disposition? © (IIT.ii. 191-93)

-
»>

FPart of Rosalind’s role, while in doublet and hose,

A

involvea<the mocking,o¥ romance and its‘illu;iohs; and she
pfays that fule to the hilt in her courtship Qames with .‘
Drlahdo. During one of those games, 'she coerces Orlando 1nto a
marria?a hropoéal Dnly-to reiect,him:

Ros. Well, in her person, I say I will not have you.
Orl. Then in mine own person,- 1 die. :
Ros. No, faith, die by attorney. The poor world is almost
' six thousand years old, and in all this time there
was not any man died in his own persop, videlicet,
"in a love-cause... ., men have died from
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time to time and worms have eaten them, b@t not
for love. ¢“IV.i.86-104)
Nevertheless, mostzcritics maintain that Rosalind’s cynicism is

-

e et e o e B o o e i o n e s n d T8 R e ot

Dhly‘skin deep. In his book, Shakespeare’s Festi%e Comedy,
C.L.Barber argues that, "for the audienée, her disguise is

transparent, and through it they see the very ard?k which she
27 | |
mocks. " Moreover, when Rosalind’s acerbic observations on

the skittish nature of love and lovers threaten to become too .

hard-edged, she always reverts to her softer feminine self:
s i -
Orl. I would not have my.right Rosalind of this mind,
. for 1 protest her frown might kill me. ’
Ros. By this hand, it will not kill a fly.

(IV.1.104-108)

Rosalind remains in her male disguise to test Orlando’s
feelings and fidelity. But the disguise functions also to
prove the depth and fidelity of Rosalind’s own feelings. The

, : - .
display of true womanly love is as necessary to mitigate the

potential subversiveness of male attire as the display of

4
>

feminine squeamishness: the episode of the bloody naﬁkin

demonstrates bbth Rosalind’s loving concern for Orlando and

e

her "womanish" shrinking from the sight of blood. It is
essential to the preservation of Rosalind’s virtuous self
that her "counterfeited" swooning not fool ahyone:

O0li. This wés not counterfeit, there is too great
> testimony in your complexion that it was a passion
5 of earnest. {IV.i11.169-71)

v

In  Twelfth Night, Viola-personifies, through her

sufferfng, the same quality of female virtue that Rosalind

s
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verifies through her slips in As You Like It. Unlike

——— O —— - —

‘ Rosalxnd,-whp has a:conixdaqg in Celia, Viola is alone with
the secret ofvher true identity.' ghe can only speak her love

gbliquély: j
Viola My father had. a daughter lov’d a man,
SR " As it might be perhaps, were I a woman,
+ ., ~' 1 should your lordship.
Duke: And what’s her h1story7

Viola A blapk, my:lord: she never told her love,
fxggb’%gt concealment like a worm i’ th’ bud
' eed on her damask cheek: she pin®d in thought,
And with a green and yellow melancholy
She sat like Patience on a monument,

Smiling at grief. Was not this love indeed?
' N (II1.iv.108-116)
~

Viql;’sldescription of her "sister’s" languishi36\¥or love
‘alludes to*Ch;ucer’s patient Grisilde, the medieval symbol
fdr’ideal femininity; Grisilde’s exemplary qualities,
: extolled in "The Clerk’s Tale," include "vertuous beautie",
f%irginitie" and "sad cor;age“.28 Her fale is 6neuof
~ noble (meaning silenti submission to a husband’s wilfully
. ] '
inflicted adversities, the moral of which is found in the °.
rewards which that submission eventualiy reaps her.

Like Grisilde, viola endures silently whatever fortune
brings. Her love for Orsino is defined by utter devotion and
'uttef passivity. —Shé surrenders any control she ﬁigﬁt have
over her situationj and leaves it to the processeé

af.time to alleviate the confusion her disguise has caused:

0O time, thou hust untangle this, not I,
It is too hard a knot for me t’untie (I1.ii.39-40).

Viola’s submission to fate while in disqguise leads her to

S
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the brink of disaster twice: when Aguecheek challenges her. to

- | -

a duel, and when Orsino and Olivia confront her with her
“apparent duplicity. In the firgt instance, the danger posed
is more comic than potentially alamitous:

Viola [Asidel Pray God defend me! A little thing
would make me tell them how much I lack of a
man. ~ (I11.iv.307-309)

.But, in the second instance, her passive resignation becomes
érore disturbing. In the final scene, Viola\appears to both

Olivia and Orsino as a false friend and a cowardly liar. Yet
Lo
she refuses to say or do anything to vindicate herself and

seems willing to carry her secret to her death. When Orsino
orders "Cesario”" to follow him out witﬁ the words, "Come, boy,

with me; my thoughts are ripe in mischief?® (V.i.127), Viola
- meekly obeys:
Olivia Where goes Cesario?
Viola After him I love
- More than I love these eyes; more than my life ..
If I do feign, you NIEQFSSES above
Punish my life, for tainting of my love.
(V.i.128-136)

When the revelation of:Viola’s true identity comes, it domgg

through the combined 'agencies of time and chance, a

NP

combination which, luckilyrfor her, happen to be beneficent..
. 4 . i
Shakespeare makes Viola’s willingness to die a measure of

her love for Orsino. The imagery of sacrificial 1 amb

‘that surrounds Viola in the last act, place5»hérAfirme in
-- the tradition of the femalé trahsvestitEi5aint§’whempassiv91y
. - \ R

accept the role.of ritual s

rifice for a ﬁpong committed,

i
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not by them, but against them. Her charactervalso

incorporates the pattern of uxorial SErvicerfypiééirofwihé77“7

/

romance tradition of female hero. Viola’s obedient and loyal -

.

service to Dréino as his page, is a probf of her womanly
obedience and ;oyalty.

' The romance/saints traditjon'of female virtug,with
jits’venergtion of passive heroism is wovenrihto severalmof
;éhakgspeare’s earlier heroines. It manifests itself in Hero,
Qho,?ears'arfalse accusation of unchagtity in noble silence,
‘and who dies symbolically to redeem the society of Messina.
It is presentAin the early cross—dressed heroi&és,'Julia and
Portia, asvwell as Rosalihd; all three adopt male attire in
the'namg of love, though each differs in the degree of her

passivity. 'Viola is a culmination of the earlier

heroinegs and at the same time, an anticipation of later

—-heroines such as Imogen and Hermione, who-are translated into- - -

K. -

pure sacrificial symbols. The passive suffering and absolute

fidelity of these heroines serve a redeeming function and

unify fhe plays as a whole. In all these instances, female
"wvirtue is rewarded eventyally in the form of a marriage or'a,

reconciliation. The crystallizétion of tgg comic socfety

-

through marriage symboliies the triumph of love and the
heterosexual imperative so concrétely deécriﬁed by

Touchstone:

As t X hath_his bow sir, the horse his curb, and
the falcphn her bells, so man hath his desires, and as
?

) . ‘
I/ . - . £
- . . - _ i
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pigeons bill, so wedlock would be nibbling. ’ -
’ (II1.¥ii.71-73)

— - —

Night, love appears to have conquered all. The marriages

which take place represent a triumph of order over chaos,

reason over madness, love over lust. The drive toward a
_,_". . . - "» . N . .
festive conclusion in Shakespearean comedy represents what

Northrop Frye describes as ﬂihe creation of a new reathy out
o - . A 29
of sbﬁething impossible but desirable.” The comic

u Like It and Twelfth Night- tame the

—_—— P —— e s

conclusions of As Yo

-

erotic delirium thét has run amuck_in-Arden.énd Illyria,lbut«
on;y superficially. The hurried ahd rather.perfunctor;
couplings carried out at the last minute give the “happy
endiég"'nf each play an ironic and soméwhat jaded—ed9279

In the farest of,Ardgn and ih Illyfia, ldQe is, at the
samejtime, both plgtonically éublimated and earthly.r The
erotic fantasy that Shakespearé prOjectsfthrdugh disguise,
feeds on the sexual‘ambiguity of a girlish yéuth: a girl

disguised 'as a boy who is really a boy disgpised as a girl.

> ,
Poles of appearance and reality merge as desire shifts its

+ N

object from male to female and back to male again. . The
ambivalent na£ure of desire, which we have seen Dénne embody
tﬁréugh His disguis.d/ni&fr.ss and Shakeépeare da;kly articul ate
thFadgh the 1UV¢ trajﬁgl. of the Sonnets, is asserted in thé

tWE comedies by Nay;of the disguised heroines whqﬂare réally

really disguised boys. The playgoer is given a choice
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similar to that offered by Aretino’s disquised prostitutes

. - . .
who invited their customers to choose the object of their

desire as they liked it. The alternate title of

Twelfth Night is What You Will. What will you have: a boy or

—— e S e o i e i pASLELY A SR £ e

30 N
a girl? \§\’

In Her introduction to the Riverside edition of
i ~-

TJwel fth Night, Anne Ba(ton‘points out that for Elizabethans,
% ’ \ ! -

/

the word "will" possesséd a double meaning: it had the;

modern
sense of "wish” or "inclination;" and it was also used as a
noun to describe “irrational\desire, passion (often physical)

31
uncontrolled by judgement." ‘TQe "will" that runs riot in

Arden and Illyri&\is uniegshed by the sexually disguised

-heroines, Rosalind and Viola. Through‘sexual disquise,

—

J

K3

eroticism looks at itself and what frﬁﬁlly emerges from that
scrﬁtiny is some rather uncomfértablé ;ruths.’ Sbakespeafe
mergés the apparently irreconcilable pqlarities of
mascﬁlinity and femininity, trﬁ;h and deception, appearance

and reality to poiat out the arbitrary and largely illusory

- -

nature of love and, ultimately, reality. In As You Like It

r

and Twelfth Night the erotic’énbiguity of the cross—-dressed

.héroines holds up a magnifying mirror to the disturbing

~

ambiguity of passion and of life itself. Both plays reflect
an obscure object of desire: a boy disguisedﬂas a girl
disguised as a boy. 'Co—existing inibne body, the
irreconcilable worlds ofa’he fleshrand the spiri; are

suddenly one. There is no separation.

4

'



CHAPTER THREE

~

ARDEN AND ILLYRIA: THE ESCAPE TO THE GREEN WORLD

1
Go not yet away, bright soul of the sad year.

Thomas Nashe, Summer’s Last Will

P L —JL N — R S s R A5 A

and Testament

____________ t
j.
During the Renaissance, sexual disguise formed an intrinsic

par@lﬁf the‘Saturnalian holiday customs. During the
Saturnalia celebration, the longing to return to the

liberated world of the natural instincts was ritualized

through the temporary suspensiop of laws anq rules. Taking
pleasure in the unruly partlof human nature, boYs dressed up as

girls; girls dressed up as boys. For one day, nature was

allowed to have its way——but only for one, day. In

e e s e o T 't s ot e G o i o e e e e e

essential qualification written into the Saturnalia
rituals: . .

Holiday, for the Elizabethan sensibility, implied

a contrast with ’everyday,’” when ‘brightness falls
from the air.’ Occasions like May day and the _

~ Winter Revels, with their cult of natural vitality,
were maintained within a civilization whose daily
view ofzlife focused on the mortality implicit in
vitality... But ;hé release of that one day was
understood to be a temporary license, a “misrule’
which implied rule, so that the acceptance of
nature was qualified.2

The affirmation of natufé\Ee}Ebrated through the/Saturnalia

78 .



wés‘limited; uitimately, by thelunderstanding'that, as ﬁérber“
pﬁts ft, "the natural in man is only one bart,pf ﬁim,»the ’

.bart that will fade.“3 In its original form;vthe Satq;hglig

' was a rite recalling the golden age of Satufn; in,Reﬁafssénce'

»celebrations of Saturnalia, the escape into disgﬁiéehwas an

attempt to return, albeit momentarily, to ther“goldeh" tihe» '

before the painful separation of man and nature.

In Shakespeare’s comedies, the eScape from'the hormdl ;Brldﬁ

- . . ‘\\ . S *
into what Northrop Frye has labelled a "green world," invokes

a goldén-age,and lost innocence. "The green world," says

Frye, "charges'the comedies with a symboiism in which the

‘caomic resolution contains a suggestion of the old ritual’
: a

pattern of the victory of summer over winter.” l”The rustic

paradise of Arcadia is one manifestation of this "green" or

"golden worldQ"r The chéhéctérs in As You Like L flee thej:
corrupt court‘ofrDuke Frederick in search of the myfhical »
Arcadiéﬁ

‘They say is alreadyiin the’Fdrest of’Afdén, and:

a many merry men with him; and there they live
like the old Robin Hood of England. They say

- many young gentlemen flock to him every day,

and fleet the time carelessly as they did in the
golden world. (I.i.114-119)

However, in Shakespeare, the transformatxon and regenerathn

| &
implicit in the flxght*fﬁiazgreen or golden world becomes an
empty and purely'ironic symbol of human delusion.

Shakéspeare’s Arcadia is not the'Edenic gérden o# paétoral



romance, but a brutishly penitential natural world wheretfood

|

‘is scarce and menrmust‘hunt to live and where the banished

s

Duke-and'his followers feel “"the sedason’s difference, as the
icy fang/And thurlish chiding of the winter’s wind" (Il.i.é&—

7). Here the wind bites and the underbrush entangles;
’ . , )

venomous snakes wreathe themselves around the quary, and

lionesses. crouch in the bush ready to pounée.
In the mythical Areadia, everyone is equal; the bower of
: : - : , 5

money -and the advantage of superior birth are unknown. In

the forest of Arden, says Jah Kott, "Arcadia has been

turned,into an estate, into landedrproperty Cand it ié]...
) o : s &
ruled by the capitalist laws of hire.® Shepherds here ‘do -

not tend their own flocks; rather, they tend the flocks of .

4
B . N ) . o R ‘ %‘
the land-owners: - Sy

-

Corin But I am shepherd Hg another man,
; And do not shear t f;eeces that I graze.

My master 15 of chunﬁa?@ d;§p051t10n.
: (I1.iv.76-78)

The rustics who inhabit Arden_are churlish like Corin’s master

or cloddish-like William- and its shepherdesses possess. neither

the poetry ner the beauty of thelr counte?ﬁarts from that

other- lost Arcadia. They are e1ther ill-favoured and ;ruel

.,?

'lhye Phebe, dr 111 favoured and stupid 11ke Audrey.

. Shakespeare s Arcadla mocks the natural ideal” of Arcadla,

-

with an irony trembling on the edge of -disgust.

While As ‘You Lik g it inybke5>the golden age, ironically,

through the myth of Arcadia, Twelfth N1ght invokes 1t

~
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through the carnival 50c1ety of rllyr1a. The t1tle of

—_——_2 e ~ades

twelfth and cu1m1nat1ng day,of the Chrlstmas season, which
the Elizabethans celebrated'ﬁith ;-fFeaét of Fools." hﬁresided
over by a "Lord of Misrule;" it was dharacterized'by Folef

inversions and what C.L. Barber describes as,'“rituél abuse
‘ , 7 o
of hostile spirits.” Shakespeare’s "Twelfth Night"

festivities include "cakes and ale“ aqd ;hé'cruel

gulling of Malvolio.  Sir quy Belch, who tufns day’gﬁ{z night *
énd night into day, presidesnover thé aEtho se revelry of
Dlivia’s hdusehold. With typical tdpsy—turvy logic, Sir Toby
rationalizes éﬁaying up ifte intoltﬁeﬂnight on the grbundé

that one then gets to bed early (in the morningl:
}

Andrew Nay, by my_troth, I know not: but I know, to be

up late, is to be up late..
Toby A false conclusion: I hate it as an unfilled can.

To be up after midnight, and to go to bed then, is |
early: so that to go to bed after mldnlght, is to.
go to bed betimes. - (IIl.iii.4—9)

N

‘" + The carnival imperatives rule I1 yria, and Ma}volio’s

refusgl to obey those imperatives makes him am unwilling pfef
of the holiday spirit. In th dar k=house scéne, feste,
disguised as ﬁSir Topas, " turns reality upside down on the
"madly used"lﬁal;olioz |

Mal. Sir Topas, never was man thus wronged: Good Sir
Topas, do not think I am mad. They have 1a1d me
. here in hideous darkness.
Clown Fie, thou dishonest Satan ... .
Say’st thou that house is dark? S -
‘Mal. As hell, Sir Topas. L

Clown VWhy, it hath bay-windows transparent as ’ Bl
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N /

barricadoes,'and the clerestories taward the
sauth—north are as lustrous as ebony. and yet "
complainest tgqu of obstruction? (IV.ii. 32—4&»

But iflthe chaotic world—uﬁéide:déwp of‘Sir Toby and his fellow
reve&iéfé approximates‘the iq?erted logic of a dream with-its
?n;efSions of time, iocation and identity, it also 1
;appfoximaiésrthe awakening from that dream. “By the end of

Act Iv; évenv§{}hToby begins to wi sh they "were wéll rid.of.this
knavery" (Iv.ii.69—7o5. :In the final act of Iggliga Night,

the world of revelry fights a lns1ng battle agalnst -the saober
lzght of day. Sir Toby and Aguecheek enter with broken and
bleeding heads. The party is clearly ové( andIAguecheek
complains that he wishes he were gisewherg:iLI had rather

than fo}ty poundrl were at hbme“ (V.ill?Siz As for tﬁe,chief
reveller ;imse}f, when Sir Toby learns that the needed ’
surgeoﬁ is asleep in a drunken stupor, hé sharlit“:l hate 'a
drunken rogue" (V.i.199). 'Thevﬁexf minute, whén;EBUECHEEk
offérs his assistance, Sir Toby turﬁs on‘him viciously: "Nilll
you Help?'nn ss—head, and a coxcomb and a knAve,;a tﬁin— .
faced knave, a gull?" (V.i.204-5). And so “the wh1r11%1g of
time" that has brought. its revengéé down upon Malvolio,
brings them doﬁn on the revellers as well: By the end of the
play; £ﬁey seem not so much cbmic revellers as aging, seedy
i drunks. Broken and bitfer; their revels nowrended,;Sirﬁfré;

Toby and Sir Andrew are led off the stage. At the end of the

comedy, the only figure,left on the stage is Feste the clown, .
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his former antics now replaced by the plaintiv% song he sings

£ . .
about the wind and the raini the same song wilﬂ»be sung
again} the next time by Lear’s fool, in the midst of a ¥ ;
maddening storm.

In his éssay, “"The Meaningsrof Comedy, " Wylie Sypher
defines comedy in terms of the Saturnalia:

.« « the authent1c comic act1on is ...a Saturnalia,
an orgy, an assertion of the unrullness of the
flesh and its v1tab1ty4 Comedy is ‘essentially a
Carrying Away of Death, a triumph over mortality by
some absurd falth 1n reblrth restoration, and

salvation.8 , SN

“In As You glgg it and Twelfth ngnt, the assertion of the

—— —— e e — g

"unruflness of the flesh" celebrated in Saturna11a is

mirrored in the sexual inversions 'and erotic madness tﬁat
a - - H : '

take place in the forest of Arden and in Illyria-_ but |

finally, the celebration of the natural, 1nst1nctua1 w#rld is

P

a'bitter one. The banlshed members of Duke Freder1ck é court

-

escape to Arcadia, only to find that Arch1a doesn’ t EXISt,

N

while Illyria’s inhabitants find themselves trapped in a

carnival world gone sour, #FomkwhiCh theF& is. no escape. Of

id:

———— e e o S

Twelfth Night, W.H. Auden has

I get the impression that akespeare wrote the,fz'
play at a time wheri he was in no mood for comedy, i
but in a mood of puritanical aversidn to all those
pleasing illusions which men cherlsh and by which
they, lead the1r lives.9 . . : -

~
«

Perhaps the most fun&amental of those "pleasing- 111us;ons by
which we cunduct our lives is the belief that xt 15 pcss1bie

to return to a “"green" br'“golden“ prelapsarian wurld, or to



- : - . a4

a.Saturnaiian world of freedom from restraint. This is the
. L 4 B .

world that Shakespeare creétes for us in both Igglfggquiggg

and As You Like It; and it is . the illusory nature of this

w“ »

world that he is forced, ultimately, to un—mask.

/' Shakespeare, according to Jan Kott, "has no illusions; )
. . 7 ‘ . 10
not even the illusion that one can live without illusions."

They are necessary because they defuse the anxiety imﬁlicit'

in the kﬁowledge of our own decay. Theiescape into disguise, ;

and into the myfh 6fithe golden world is,'finally, an -

attempt to escape time. Spread’'through both Eomedies is the o K
consciousness that “from hour to hour, we ripe, and ripe,/And 1
| |

J

tﬁen from hour to hour,.we rot, and rot"‘(AYLI.,II.vii.Zb—

27). In As You Like It; réminders of transience and decay

slip into songs thaf tell how human life_is‘hbuf.a flower" i - 3
(V.iii.26);'gnd the love depaies‘ are permeated with the.
cruel undérstanding that "és all is mortal inrnatufe,vso is

all nature in love mortal in folly" (IIl.iv.52-53). 1In

b

i

Twelfth Night devoﬁring time is evoked in the clock whicﬁ

upbraids Olivia with the waste of time, in the priest who "

measQEes time by the distance it cérries_him to his gkav%,
and in Festé”5 dark predictipn'that “pleaguFe will be pagd“ ‘
(I1.iv.69). At the end of both comedies, the coufTes fresze

in the conventional grgéeful tableau of the "happy Enging.“

Onto that “"pleasing illusion" Shakespeare casts the shadow of .

o Jaques, who declares:himsetf “"other than for dancing'

&

<
~ K
e

*,
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‘measuresj" and the shadow of Malvolio who exits angrily,

-

. vowing that he will be "reveng’d on the whole pack. " :Tﬁf

romantic lovers of As You Like It and Twelfth Night escape
. from the real world of wind and rain, but, as Feste reminds
us, fhéy'never leave it far behind:

When that I was and a little tiny boy,
With. hey, ho, the wind and the rain,

A foolish thing was but a toy, 5

For the rain it raineth every day. (V.i.388-91) .

- The universe of Illyria and Arden,isvé universe created
out of imagination and desire. But its illusions are no

different than those that penetrate the real world. They are

, ! T e
the projections of human wishes that prevent us from seeing

how inextricably.love"and lust, vitality and mortality aée

woven together. Illusions are seductivei%they'are also

essential'bedause, stripped of.illusioh, reality becomes only

what‘oyr experience has taught us, that-"youth’s a stqff will
-not endure.” Reflected in the absdlute and arbitrary nature.
o? ioge, which Shakespeare e#amines in his twd "feétivé
comediés," is Na{ure itself——the energy thaé creété;xénq
destroys indifferently; To live Béreft of illusioﬁ‘@géns

&
facing, like Lear in the maelstrom, our essential

T

Poae

nothingness, wiih its attendant auarene%s that the ehds which
we pfoppse for oursélves are ends that ;ust be aChieved,*i¥'
they are achieved at all, in Naturé’s despite. Tﬁe obscure
objects of human desire——love, happiness;'cantinuity—-—are

‘Dbjectsfthat reflect not Nature’s support of our,

T
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expectations, but our fear of Nature’s essential antagonism °
toward our continued sense of well-being. We try to

deflect that fear, by cloakﬁng'it in the disguises that lend

support to the lie, which we have pefsuadea ourselves is

truthy of a world shaped to our desire for reason, order and .
. 5 ] o
beauty. Lo 4

[

In Shakespeare, the truth that disguise ultimately

. - ' [, . »
unmasks offers no such consolation because it implicates
human nature with the larger, indifferent ﬁracesses of .

N&fure. The truth is that what moves the world moves us

o L3

since the paradoxes of Nature afe not just outside us,
but within us as well. Our instincts are as brutal and
-gnarchic as everything else in the natural world. Ahd,

contained within that part of our "nature," the part that

seeks only to live and to multiply its own forms, 1ie$ the

root of the heterosexual imperative.
Th’ expense of spirii in a waste of shame
Is lust in action. ‘ '
"Sonnet 129" ‘5\\\
Trapped within the contradictions of our own nature——
driven by the rebellious compulsion of our insfincts and the
. equally compelling desire to contaip.those instincts and so
justify an existence that is somehow unique—-—we are
éompromised and betréyed at the very saukcer¥ what we call
self. The truth about our blind, biological Qrives, againét,,'

which Shakéspeare rails angrily in “Sonnet 129," is re-
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articulated, comically, in As You Like It and Iwelfth Night.

Throughout'both plays, the lofty ideals of love are punctured
& kY » -
by frequent reminders of the breeding imperative that lurks

behind those ideals; Touchstone undercuts the illusio;;yof

» -

love most succinctiy when he parodies Orlando’s courtly love
poems in praise of Rosalind. 1In his love rhymes, Touchsfene
maintains the galloping metre of_Drlando’s QErses, buf he
strips away their sentimental extravagancez

Touch. If”a hart do lack a hind,
Let him seek out Rosalind.
IL¥ the cat will after kind, -
So be sure will Rosalind...
He that sweetest rose will find

Must find love’s prick, and Rosalind.
: (I11.1ii.99-110)

In As You Like It and Twelfth Night, the comic form, through

which Shakespeare expresses the contradiction between

spiritual and fleshly desires, helps to alleviate the pain

that the knowledge of that contradiction carries with it.

The mood of béin and'betrayel present in the Sonnet ;xc!e

-
-~

is not credited tnoiseriousiy in the two piays; and,-wheFEas'
the Sonnets end on a note of resignation and cynicism, the
comedies end, at least superficially;”oh’e note of'optimism, L

Nevertheless, a remnant of the sourﬁess'thet permeates the
Sonnets remains in the two comedies, in the iFohic tone
that is conétantly in dangerjoffspilliﬁb,over'intq disgust,

>

The reality of the world is actually expressed in the

el
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escape from it, into disguise. Projected through the

disguised Rosalind and Viola is the infinite regress that -

i

identity ultimately uhdergoes as it‘osgillateé between the;

competing demands of flesh andrspirit: the real and the

appérenf. Betrayed equally by both, we stand, as it weré, s

/ s
between two mirrors, raflectlng our 1mage of self 1nf1n1te1y,

know1ng that 14 we step out51de our reflect1on, we will

disappear altogether. The journey intorﬁfden forest~andr,-‘
" Illyria is a journey into the real world, wholly supported by -
its illusions. Equally cruel and fascinatiné in its- G e e

“

contrﬁdictions, it is a world that cannot be accepted butf

must be 11ved For whlch there is no. Justlflcatlon excepp : .
* A : . P e
“that it i% the only one that ex1st5:n s : A C
. Viola What country, friends, is, this?.. ~. =
Captain This is Illyria, lady. o (T.iilt-2) ;
S .. v R . . . v 2
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Sonnets with those of the courtly love tradition, in The
Stranger in Shakespeare (New York: Stein and Day, 1972),
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5 Jan Kntt,'Shakesgeare Our Contemporary, p.2262.. .
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& Twelfth Night, V.i.25%9, ed. note. According to the
editors, “"the'bias is (1) the lead weight inserted into a
bowl to make it take an indirect course,: (2) the consequent
tendency of the bowl to describe a curve, and (3) the curve
so described."”

7 Antonio’s isolation at the end of the play parallels
the isolation of the other Antonio, who stands outside the
Both Antonicds are clearly homosexual and their exclusion from
the comic resolution -in both plays is an expression of the
consequénces of overt homo—erotic love in a heterosexual
society. : - '

8 I owe the connection between Viola’s speech and

"Rainolds’ anti-stage attacks"to Nancy K. Hayles’s essay,

"Sexual Disguise in *As You Like It’ and ’*Twelfth Night,’in
Shakespeare Survey 32 (1979) pp. 70-71. ' :

? W.H. Auden, "Notes on the Comic," in The Dyer’s Hand
(New York: Random House, 1968), p. 375. ’

10 W.H. Auden, The Dyer’s Hand, p. I73.

11 D.J. Palmer, “’Twelfth Night’ and the Myth of Echo and
Narcissus, ' Shakespeare Survey 32 (1979) p. 73. I follow
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Palmer’s account of the sources for Shakespeare’s use of the
Narcissus myth in my- discussion.

, ‘ ,
12 Northrop Frye, A Matural Perspective (New York:
Harcourt, Brace & World, 1965), p. 81. ' : ;
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14 Frye, p. 82.

15 See Jan Kott, Shakespeare QOur Conte
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268.

¢

17 Kott, p. 268.
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Hymns, trans. Apostolos N. Athanassakis (Baltimore: Johns
Hopkins University Press, 1976), p. 53.

18 Christdpher Mariowe,,"Dido; dueénvof Carthage, " in
Plays, ed. J.B. Steane.
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1899), p. 142, note.
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20 For a discussion of the therapeutic'fuﬁction of
impersonation, see Arthur Koestler, The Act of Creation

22 Kott, p. 271.

23 Quoted by Jean-Paul Sartre
"The Maids" and "Deathwatch:" Two
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York: Grove Press, 1961), p. 8.

24 Sartre, The Maids, p. 8.
25 Sartre, p. 9.

26 Sartre, p. 7.
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1963), IV. 211-220,
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29 Northrop Frye, A Natural Persgectivé; P.

20 Jan Kott, Shakespeare Qur Contemporary. p. 263.
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31 Anne Barton, introduction to "Twelfth Night," in The
Riverside Shakespeare (Boston: Houghton Mifflin, 1974), p./
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1 Quoted in C.L. Barber, Shakespeare’s Festive Comedy,

p. 60. ,
2 C.L. Barber, p. 10. -
% .C.L. Barber, p. 10.

4 Northrop Frye, "The Argument of Comedy,” in Theories

1964), p. 457. \ -

5 Jan Fott, Shakespeare Our Contemgokary,qp. 278;

6 Kott, p. 279.

7 C.L.. Barber, Shakespeare’s Festive Comedy,‘p.v7.

Wylie Sypher (New Yark: Doubleday Anchor, 1956), p. 220.

- 8 Wylie Sypher,."Thé‘Meanings of Comedy," in Comedy, ed.

? W.H. Auden, “Music in Shakespeare,"” The Dyer’s Hand
(New York: Random House, 1968), p. 520.‘ '
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10 Jan Kott, Shakespeare Our Contemporary, p. Z81.
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