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THE NEW CAMBRIDGE SHAKESPEARE

The New Cambridge Shakespeare succeeds The New Shakespeare which began
publication in 1921 under the general editorship of Sir Arthur Quiller-Couch and John
Dover Wilson, and was completed in the 196os, with the assistance of G. I. Duthie,
Alice Walker, Peter Ure and J. C. Maxwell. The New Shakespeare itself followed upon
The Cambridge Shakespeare, 18636, edited by W. G. Clark, J. Glover and
W. A, Wright.

The New Shakespeare won high esteem both for its scholarship and for its design,
but shifts of critical taste and insight, recent Shakespearean research, and a changing
sense of what is important in our understanding of the plays, have made it necessary
to re-edit and redesign, not merely to revise, the series.

The New Cambridge Shakespeare aims to be of value to a new generation of
playgoers and readers who wish to enjoy fuller access to Shakespeare’s poetic and
dramatic art. While offering ample academic guidance, it reflects current critical
interests and is more attentive than some earlier editions have been to the realisation
of the plays on the stage, and to their social and cultural settings. The text of each
play has been freshly edited, with textual data made available to those users who wish
to know why and how one published text differs from another. Although modernised,
the edition conserves forms that appear to be expressive and characteristically
Shakespearean, and it does not attempt to disguise the fact that the plays were written
in a language other than that of our own time.

Illustrations are usually integrated into the critical and historical discussion of the
play and include some reconstructions of early performances by C. Walter Hodges.
Some editors have also made use of the advice and experience of Maurice Daniels,
for many years a member of the Royal Shakespeare Company.

Each volume is addressed to the needs and problems of a particular text, and each
therefore differs in style and emphasis from others in the series.

PHILIP BROCKBANK
General Editor
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PREFACE TO FIRST EDITION

The editor of a Shakespeare text who is responsive to traditions must at once
acknowledge his indebtedness to other editors, beginning with the earliest and
continuing down to the most recent. M. W. Black and M. A. Shaaber in Shakespeare’s
Seventeenth~Century Editors (1937) alerted me to early concern for the text, but I was
very impressed by the care and attention that eighteenth-century editors, so frequently
ill-treated in accounts of historical scholarship, gave to textual interpretation through
their concern with pointing. I hope that the collation in this volume shows, in
some measure, my respect for their efforts. Of more or less recent editions, the
New Shakespeare volumes, G. L. Kittredge’s fully annotated texts of sixteen of
Shakespeare’s plays and the many fine examples in the Arden series were of great
value to me.

Anyacknowledgement must extend to many fellow Shakespeareans for contributions
either in published form or in conversation, and, for the latter, I am grateful most
specifically to Hallett Smith and S. F. Johnson. Philip Brockbank, the General Editor
of this series, and Robin Hood, the Assoctate General Editor most closely concerned
with this volume, gave me much good advice and were unfailingly responsive to my
queries. I also wish to acknowledge aid and assistance from my husband Daniel J.
Donno, who invariably reacted sharply to a (non-Shakespearean) hysteron proteron
or a Sir Tobyan wayward locution.

The Henry E. Huntington Library, where I did most of my research, aftorded me not
only its excellent collection of Shakespeare texts but also the help of its genial staff. To
this institution I am also grateful for permission to reproduce some illustrations.

E.S.D.
Huntington Library, California 1985

xi



PREFACE

In writing a new Introduction to the New Cambridge edition of 7Twelfih Night, I am
honoured to follow in the footsteps of the fine Renaissance scholar Elizabeth Story
Donno. T have been greatly assisted by advice from the General Editors, Brian
Gibbons and A.R. Braunmuller, and from Cambridge University Press editor Sarah
Stanton. I am delighted to acknowledge helpful conversations with colleagues in the
English Department at the University of Sydney, particularly Liam Semler and Geoff
Williams. My family — my husband, two daughters, and my mother — have been acute
critical readers and theatre-goers, as well as offering unflagging support. I also partic-
ularly thank Ralph Alan Cohen and the company of Shenandoah Shakespeare for their
hospitality and inspiring performances.

Penny Gay
University of Sydney 2003
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INTRODUCTION

Date and early performances

On 2 February 1602, the feast of Candlemas, a young lawyer of the Middle Temple
called John Manningham wrote in his diary:

At our feast wee had a play called “T'welve Night, or What You Will’, much like the Contmedy
of Errores, or Menechmi in Plautus, but most like and neere to that in Italian called Ingann:. A
good practise in it to make the Steward beleeve his Lady Widdow was in love with him, by
counterfeyting a letter as from his Lady in generall termes, telling him what she liked best in
him, and prescribing his gesture in smiling, his aparaile, &c, and then when he came to practise
making him beleeve they tooke him to be mad.!

A play suitable for the period of winter feasts between Christmas and Lent, Twelfth
Night was also performed at court at Easter 1618 and Candlemas 1623. Twelfth Night
itself is 6 January, the feast of the Epiphany, or the visit of the Three Kings to the
Christ child. Leslie Hotson, in an extended piece of literary and historical detective
work, argued that the play had its first performance before the Queen and an Italian
visitor, Virginio Orsini, Duke of Bracciano, on Twelfth Night 1601.2 Certainly the
Lord Chamberlain’s Men (Shakespeare’s company) performed at court on that occa-
sion, but although there are many details of the preparations, the actual play is frus-
tratingly unnamed. We do know that, in keeping with the festive spirit of the occasion,
the play chosen was to be one ‘that shalbe best furnished with rich apparell, have
greate variety and change of Musicke and daunces, and of a Subiect that may be most
pleasing to her Maiestie’.3 This is not a bad description of Twelfih Night, with its two
‘great house’ settings, its theme of romantic love, and its many musical interludes; and
although it does not feature dances (as Much Ado Abont Nothing does), the extended
joke on types of dance at the end of 1.3 might have amused the Queen, an enthusias-
tic dancer. Its three strong female characters, Viola, Olivia and Maria, who drive the
plot, might also have appealed to the ageing ‘Gloriana’, Queen Elizabeth 1. The
clown’s name, Feste, apparently Shakespeare’s invention, also connects the play with
festive occasions. And as E. S. Donno has remarked, the play’s alternative title, ‘What
You Will’ — that is, whatever you like — may ‘evoke the mood of twelfth-night holi-
day: a time for sentiment, frivolity, pranks and misrule’.+

' John Manningham, Diury, quoted in Geoffrey Bullough, Nurrative and Dramatic Sources of Shakespeare,
I1: The Comedies, 1597—1603, 1958, p. 269.

* ). 1. Hotson, The Pirst Night of Twelfth Night, 1954.

3 Hotson, The First Night, p. 15, quoting the Lord Chamberlain’s memorandum.

+ Lilizabeth Story Donno, Introduction to the New Cambridge edition of Twelfth Night, 1985, p. 4. She
comments further that the repeated catch-phrase “Fhat’s all one’, ‘adds to the air of lightheartedness and
inconsequence proper to a comedy whose subtitle is What You Will (p. 5).
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The play’s sources

When Manningham wrote that Twelfih Night was ‘most like . . . that in Italian called
Inganni’, he may have confused Nicolo Secchi’s 1547 play of that title with
GlIngannati (“The Deceived’) written and performed by the Academy of the
Intronati in Siena in 1531 (published 1537, 1554). There is no known contemporary
English translation of G/’'Ingannati,' but it is possible that some version of it was per-
formed by one of the Italian companies that visited England in the second half of the
sixteenth century, and that Manningham and Shakespeare saw it; or that Shakespeare
read the play or the version made in French by Charles Estienne, Les Abusés (pub-
lished 1543). In this play, rambling and dramatically simple though it is, there is a
basic plot congruence with Twelfih Night in the story of the young girl who disguises
herself as a page in order to be near the man she loves, finds herself wooing another
on his behalf and in turn becomes the object of that woman’s desire. There is a twin
brother, who arrives after many years’ adventures to look for his sister (and father),
and i1s willingly seduced by the Olivia-figure. More significantly, there are at least four
scenes that are strikingly close to scenes in Shakespeare: parallels to Orsino’s and
Viola’s conversations in I.4 and 2.4; another to Olivia’s declaration of love to ‘Cesario’
in 3.1; and the threat of violence by Orsino to Viola in 5.1 when he believes his ser-
vant is unfaithful to him. However, the meeting between the twins in Shakespeare,
‘One face, one voice, one habit, and two persons’ (5.1.200), a climax which produces
such wonder and delight onstage and in the theatre audience, is not in G/’Ingannati:
in that play the heroine Lelia changes back into her woman’s clothes for the final
dénouement.

Shakespeare’s principal source for Twelfih Night was undoubtedly the prose narra-
tive version of G/'Ingannati, ‘Apolonius and Silla’, which formed part of Barnabe
Riche’s popular book published in 1581 (reprinted 1583, 1594), Riche his Farewell 10
Military Profession: ‘conteining verie pleasaunt discourses fit for a peacable tyme.
Gathered together for the onely delight of the courteous Gentlewomen bothe of
England and Irelande, For whose onely pleasure they were collected together, And
unto whom they are directed and dedicated.” In fact the narrator frequently addresses
remarks to his ‘gentlewomen’ auditors in the course of the story; this habit marks a
major difference between the two texts’ treatment of the romance narrative, particu-
larly in their conception of the heroine.

Both Riche’s story and Shakespeare’s play centre on the adventures of a young
woman who disguises herself as a boy in order to be close to her unknowing beloved,
a powerful and self-absorbed duke. In both the heroine must woo the duke’s aloof
mistress — and in both the lady falls for the messenger rather than the absent suitor.
Further, the heroine (Silla in Riche, Viola in Twelfih Night) has a brother (Silvio,
equivalent to Sebastian in Twelfih Night) to whom she is virtually identical. (In Riche

An cdited translation can be found in Bullough, Sources, pp. 286—339. A morce recent discussion of the
play’s complex gencalogy can be found in Louise George Clubb, ‘Halian storics on the stage’, Alexander
Veggatt (ed.), The Cambridge Companion to Shakespearean Comedy, 2002, pp. 38—42.

Bullough, Sources, p. 344. Bullough reprints the whole tale, as does Ard.

~



5 Introduction

the brother is already absent ‘servyng in the warres’ in Africa.) In due course he turns
up, not knowing that his sister is in the same city and disguised as him, and he is
quickly wooed and won by the lady (Julina/Olivia). After many misunderstandings
and some grief, the truth emerges, and each of the siblings is happily paired off in mar-
riage with the right partner.

The differences between these two narratives — one a story that was probably read
aloud in a domestic context, the other a play designed for performance in a public
theatre — might be characterised as embodying the different ‘textures’ of prose and
poetry. Riche’s tale is gossipy — hence his appeals to his ‘gentlewomen’ listeners: it
has elements of sexual sensationalism such as can be found in gossip magazines
today. In Riche’s tale, the heroine’s adventures begin on board ship when, after
rebuffing an offer of marriage from the captain, she is threatened with rape (she is
still at this point dressed as a girl, but one of lower class, and is accompanied by a
faithful servant posing as her brother). The storm and shipwreck arrive just in time
to save her from killing herself to save her honour. On gaining land she disguises her-
self in male clothing ‘to prevent a nomber of injuries that might bee proffered to a
woman that was lefte in her case’.' When her brother Silvio turns up and is ‘enter-
tained’ by Julina, that one night — described in somewhat salacious detail — results in
Julina’s pregnancy. Silvio, unknowing, sets off on his travels again. And when the
disguised Silla protests in the dénouement that ‘he’ is incapable of getting a woman
with child, she proves her point by ‘loosing his garmentes doune to his stomacke, and
shew[ing] Julina his breastes and pretie teats’.? Silvio in due course hearing of his sis-
ter, now happily married, is ‘striken with greate remorse to make Julina amendes,
understanding her to bee a noble ladie and was lefte defamed to the worlde through
his default’.?

Riche’s story has a glamorous air of worldliness: sex and class are emphasised in a
fairly straightforward way as motivators of people’s behaviour. Shakespeare’s play, so
close to Riche in plot, has by contrast a poetic and anti-realistic air. ‘Most wonderful?’,
as Olivia exclaims, on seeing the ‘identical’ twins finally on stage together (5.1.209).
Importantly, Viola never removes her male clothing. At every point in the play where
Viola’s physical sex could clarify the situation, Shakespeare opts instead to emphasise
through complex and suggestive poetry the infinite complications of both gender and
sexuality.

Nicolo Secchi’s GI'Inganni (1547) also features ‘identical’ male/female twins, both
dressed in male attire, the girl secretly in love with a noble youth, whose sister Portia
is in turn in love with her, thinking her to be a boy, Ruberto. The brother and sister
have previously rediscovered each other, so ‘Ruberto’ is able to persuade her brother
to substitute for her in the bed of Portia; consequently, Portia has become pregnant.
Bullough prints a selection of dialogue from this play which has similarities to the
‘Patience on a monument’ discussion between Vicla and Orsino (2.4). As Bullough
points out, ‘Twelfih Night belongs to a tradition in which the Plautine twins become

' 1bid., p. 350.
: Ihid,, p. 361.
3 Ibid., p. 363.
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differentiated in sex, thus affording a greater variety of intrigue’ in both plays and
prose stories.' There are, thus, several analogues to the play, but Riche’s popular story
(itself part of this tradition, and conveniently in English) is clearly the major source
for Shakespeare’s work.

Imaginary geography and stage space

The visual identity of the boy-girl twins is one of the signs that the play belongs to the
genre of romance. The first ten minutes of the play chart a delicate course into this
genre. The audience sees and hears a rich and noble young man, surrounded by atten-
tive musicians and servants, uttering his own mellifluous variations on the clichés of
Petrarchan love poetry:

O when mine eyes did see Olivia first,
Methought she purged the air of pestilence;
That instant was I turned into a hart,

And my desires like fell and cruel hounds
E’er since pursue me,

(1.1.19—23)

Away before me to sweet beds of flowers:
Love-thoughts lie rich when canopied with bowers.

(1.1.40~1)

We could be anywhere in the artificial world of Renaissance romance. The next scene
opens with an equally romantic image of a shipwrecked maiden, often appearing with
long flowing hair and wearing the remains of a very feminine dress (as did Judi Dench
in John Barton’s 196g RSC production). The scene’s first words invoke the distant
lands of classical romance:

vioLAa What country, friends, is this?
capraiN This is Illyria; Jady.

Ilyria (though it may evoke t//usion and /yrical to modern ears) is in fact the ancient
name for that part of the eastern Adriatic coastal region north of the gulf of Corinth.
It was, however, also noted for its pirates during the Renaissance (see note at
3.3-9—11), and Orsino accuses Antonio of being a ‘notable’ one (5.1.58). The Royal
Shakespeare Company’s 1987 production (director Bill Alexander) made a rare foray
into realistic representation of this geo-political setting: the action took place in a rec-
ognisably Hellenic village square, all whitewashed houses; and Antony Sher’s
Malvolio was costumed as some kind of Orthodox church functionary, who had lost
the respect of a decadent society.

Viola’s response to the Captain’s information is a decision to disguise herself, indi-
cating an awareness of potential danger (like Riche’s Silla); and she thus becomes an
inhabitant of a liminal zone, an unplaceable figure. Cast up from a vaguely Italianate

' Ibid., p. 270.
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Shakespeare’s invention) has the important function in the play of anchoring this
realistic quality, with his talk of Sebastian’s seeing this imaginary town — part London,
part strange and distant — and spending money lent by Antonio on ‘some toy / You
have desire to purchase’ (3.3.44-5).

The play’s imagined world is represented by the semiotic use of stage space. The
Globe had a deep and wide thrust stage, with its two doors of entrance in the tiring-
house wall upstage; the same configuration could easily be re-created in Middle
Temple Hall or the halls of royal palaces. A particularly important function of the two
doors is to provide amusing (and sometimes confusing) near-misses for the encoun-
ters of the twins with each other or with those who are interested in them. This is a
dramatic technique that Shakespeare had already energetically exploited in The
Comedy of Errors, with its two sets of twins and its continual opportunities for farcical
misidentification. In Twelfth Night a more serious (though still essentially comic) sit-
uation is explored, largely because the difference of gender identity in each twin pro-
duces different social behaviour, despite the fact that they look like one individual.

Tim Fitzpatrick has proposed a revision of T. J. King’s theoretical staging of the
play using the two doors, but with a more precisely delineated sense of this semiotic
dramatic function. Alert to internal stage directions in the text, Fitzpatrick suggests
the stage-left door always signifies ‘outwards’ from the current scene (e.g. towards the
town), the stage-right door ‘inwards’ (e.g. into a house).” Olivia, for example, might
regularly use the stage-right door: this would reflect her ‘cloistered’ status in her
house — except for her exit with Sebastian and the Priest to the ‘chantry by’, a move
outwards for her, physically and emotionally (4.3.24). In Act 5’s appearance of both
the twins on stage, this schema would place Viola downstage left, with Orsino upstage
to her right (they have come from his house to visit Olivia). He would thus be shield-
ing the view of her from Sebastian who would also enter from stage left, after the pro-
cession of wounded knights Toby and Andrew (who are led off to the surgeon
‘inwards’, stage right). Olivia would remain in her usual area, stage right throughout,
so that she would be the first to see the alignment of the twins, Sebastian upstage,
Viola downstage. During Orsino’s and Olivia’s exclamations Sebastian would come
forward to stand downstage opposite Viola for their recognition dialogue, thus ending
up close to Olivia just as Viola is to Orsino, in a symmetrical and symbolic pattern
across the front of the stage. The play’s romance plot is perfectly completed, though
the play itself is not finished. (This is, of course, only one possible staging of this scene
on the Elizabethan stage. Tim Carroll’s production for the new Globe (London, 2002)
used the two doors differently and produced more broad comedy during the final rev-
elations: Viola hid behind a stage pillar when she first spotted Sebastian; Orsino
addressed “Your master quits you’ (5.1.300) to the wrong twin, and was comically
embarrassed at his mistake.)

' Tim Fizpatrick, ‘Stage management, dramaturgy and spatial semiotics in Shakespeare’s dialogue’,
Theatre Research Iniernaiional 23, 1 (1999), 1-23.
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Puritans and clowns

In 3.4.108-¢ Shakespeare gives the minor character Fabian the line, ‘If this were
played upon a stage now, I could condemn it as an improbable fiction.” The audience’s
attention is deliberately drawn to the play itself and its artifice, although what Fabian
is referring to is in fact the gulling of Malvolio in the sub-plot of the play. This story
is not in the romance sources but is purely Shakespeare’s invention, and it draws on
elements of the Elizabethan world which he and his audience knew (hence
Manningham’s delight in the ‘good practise’ of tricking the steward). And as is custo-
mary in Shakespearean comedy, the dramatic themes of the main romance plot are
reflected, played in different registers and ironically varied in the prose comedy and
farce of the sub-plot.

Sir Toby Belch, for example: as a literal embodiment of the ‘good life’, that is, bod-
ily pleasure, he represents an alternative idea of ‘virtue’ to the puritanism of Malvolio;
he gives it a more generous epicurean meaning. At the end of his very first scene,
encouraging Sir Andrew to dance, he cries, ‘Is it a world to hide virtues in?’ (1.3.107).
When Malvolio reproves his roistering, Sir Toby replies indignantly, ‘Dost thou think
because thou art virtuous there shall be no more cakes and ale?’ (2.3.97—9). Yet per-
haps the play’s most disturbing line is that of Malvolio’s final exit: ‘I’ll be revenged on
the whole pack of you! (5.1.355). The repressive anti-life forces that Malvolio (in
Italian, ‘ill-will’) embodies remain a real threat to the play’s romantic optimism about
‘golden time’ (5.1.359), and remind us instead of the realities of the ‘every day’, in
which there are periods when pleasure is denied. As Feste sententiously says, ‘pleas-
ure will be paid, one time or another’ (2.4.68).

In Catholic European culture, the (opos of Carnival versus Lent had been common
for centuries.' Carnival, or Mardi Gras, was that period immediately preceding the
forty days of self-denial of Lent, which in turn was relieved by Easter and the arrival
of spring. Performances of Twelfih Night at Candlemas, 2 February, would remind the
audience of the imminence of Lent. Sir Toby and his fellow-roisterers, with their
creed of ‘cakes and ale’, symbolise a refusal of the self-denial required by this religious
tradition. Sir Toby can also be seen as a Lord of Misrule,? the disruptive figure
allowed temporary reign at feast-days, and he is therefore a problematic presence to
one who is identified by Maria as ‘a kind of puritan’ (2.3.119).

Malvolio, Olivia’s household steward, represents not only the anti-flesh asceticism
of the allegorical figure of Lent, but also the very real spread of such attitudes at the
time when increasing numbers of Elizabethans were critical of the imperfectly
reformed Church of England, and were looking to establish a ‘purer’ religion and pol-

' Por discussion of the critical theory of carnival, particularly as it applics to Shakespearcan drama, sce pp.
345 below.
2 ‘{1In the feaste of Christmas, there was in the kinges house, wheresoever hee was lodged, at the Feast of
" Christmas, a Lord of Misrule, or Maister of merry disports, and the like had yee in the house of every
noble man, of honor, or good worshippe . . . ‘These Lordes beginning their rule on Alhollon [Al-1Tallows]
e, continued the same 6l . . . Candlemas day: In all which space there were fine and subtle disguisinges,
Maskes and Mummerics . . . John Stow, A Survey of London, reprinted from the text of 1603, ed. Charles
Lethbridge Kingsford, 2 vols., 1908, vol. 1, p. 7.
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scene (2.5) ‘not with a pompous swaggering strut, [but] . . . with his face buried in his
hands, strangely moved, overwhelmed with his good fortune’.! Laurence Olivier, in
Gielgud’s 1955 production at the Shakespeare Memorial Theatre, was possibly the
earliest to assume Puritan costume — and an obviously lower-class origin — in a more
socially realistic 1llyria.

The steward of a rich household was highest in status among the servants, eating at
his own table in the hall. His obligations, as set down in a memorandum of 1595, were

in civil sort . . . [to] reprehend and correct the negligent and disordered persons, and reform
them by his grave admonitions and vigilant eye over them, the riotous, the contentious, and
quarrelous persons of any degree . . . the frequenters of tabling, carding, and dicing in corners
and at untimely hours and seasons. . . .2

Clearly Malvolio is within his rights in reprimanding the revellers in the ‘kitchen
scene’ (2.3). But there is also evidently a history of tension between Malvolio and
Feste — who makes his living by begging tips from whomever he entertains with his
wit or his music. Malvolio never finds him entertaining: almost his first speech is ‘1
marvel your ladyship takes delight in such a barren rascal’ (1.5.67). These words will
come back to haunt Malvolio when Feste invokes the whirligig of time to ‘bring in his
revenges’ (5.1.354).

What is set up in this exchange in Feste and Malvolio’s first scene is a professional
battle for the attention and approval of the lady of the house. Will she follow a
Malvolian regime of repression, as she has done since the death of her brother —
reported in 1.1.26~32 (‘like a cloistress she will veiled walk’) — and as we see her,
attended by Malvolio, in her first appearance (1.5.26)? Or will she allow herself to
respond to the potential in the wit displayed by Feste in the same scene, which
encourages her to leave off her too protracted mourning by pointing out its irration-
ality (1.5.54-9)?

Significantly, Malvolio is absent from the stage when Olivia first meets ‘Cesario’
and decides to opt for the personal metamorphosis of romance (‘Fate, show thy force;
ourselves we do not owe’, 1.5.265). It is arguable that Malvolio represents not only ‘a
kind of puritan’, but the figure of the absent father or brother who would normally
control the behaviour of the women of the household. Fortuitously, he is the most
powerful male in a house nominally run by a young woman who has no husband,
father or brother to take on the role of head of the household and holder of the purse-
strings.? Malvolio’s professional desire for control, evident in his ineffectual protests

' Gamini Salgado, FEyewiinesses of Shakespeare, 1975, pp. 204, 214, quoting Charles Famb, 1823, and
Fdward Aveling, 1884.

2 Anthony Browne, sccond Viscount AMontague, Booke of Orders and Rules, Sussex Archacological
Collections, vir (1854), cited in ML St Clare Byrne, “I'he social background’, H. Granville-Barker and
G. B. lHarrison (cds.), A Companion to Shakespeare Studies, 1946, p. 204.

* Jor an overview of patriarchal ideology and its cffect on the lives of women in the Elizabethan age, sce
Valerie T'raub, *‘Gender and sexuality in Shakespeare’, in Margreta de Grazia and Stanley Wells (eds.),
The Cambridge Companion 1o Shakespeare, 2001, particularly pp. 129—34. ‘The plot of Shakespeare’s carly
play The Tuming of the Shrew is a notable example of this ideology at work, and the opposition to it in the
different rebellions of both Katherine and Bianca.
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in 2.3, reveals its personal investment in the letter scene. He believes /e is the right
mate for Olivia:

"Tis but fortune; all is fortune. Maria once told me she [i.¢. Olivia, though he cannot name her]
did affect me, and I have heard herself come thus near, that should she fancy, it should be one
of my complexion. Besides, she uses me with a more exalted respect than any one else that fol-
lows her.

(2.5.20-3)

‘Practising behaviour to his own shadow’, falling for the forged letter and uttering
unconscious obscenities (‘these be her very ¢’s, her u’s, and her t’s, and thus makes
she her great P’s’, 2.5.72—3); then attempting to pronounce the meaningless ‘Moar’
(an actor can turn this into a weird howl), Malvolio is turned through his ‘self-love’
(Olivia’s word) into a type of the clown-figure that he so despises. Actors can take the
opportunity to address the audience in this solo scene: Donald Sinden has provided a
wonderfully detailed description of his techniques for performing it in John Barton’s
renowned 1969 production.' Speaking to his inferiors, the groundling audience, in a
familiar way as a clown does, is something that the pompous Malvolio would never be
seen doing; but he is metamorphosed by the apparent workings of ‘Fortune’. When he
comes on in yellow stockings and cross-gartered in 3.4, performing ‘the lover’, he is
even more obviously and visually a clown, in a type of motley — complaining about his
varicose veins, gesturing lewdly towards Olivia, humming snatches of popular (and
indecent) song.

How close the Fool (or clown) is to the madman, the wandering outcast, is illus-
trated — shockingly — by the ‘dark house’ scene, 4.2. This scene has been played with
overt cruelty in late twentieth-century productions (see Stage History, for the general
tendency of post-World War 11 productions). For the Royal Shakespeare Company in
1987, Antony Sher’s Malvolio was blindfolded and whipped, chained to a pole, like a
bear being baited. The Bell Shakespeare Company (Australia, 1995) in a modern-
dress production, had Malvolio in a metal dumper bin, with Feste viciously banging
on the lid. Malvolio protests repeatedly that he is ‘not mad’ — or rather, ‘I am as well
n my wits, fool, as thou art.” “Then’| replies Feste, ‘you are mad indeed, if you are no
better in your wits than a fool’ (4.2.73-6).

Feste is momentarily on top in this scene — but it could easily be him in there,
confined and ill-treated as a ‘vagabond’, if he had not negotiated for himself a posi~
tion in this play’s world, moving between Olivia’s house, where he is an ‘allowed fool’,
part of the household (1.5.76), and Orsino’s court, but living independently in the
town. ‘Foolery, sir, does walk about the orb like the sun; it shines everywhere’
(3-1.32-3). Clowns in Shakespearean comedy are liminal figures — wanderers, observ-
ers, commentators, with a sceptical, even cynical perspective on the world of romance
or myth. As Michael Bristol argues in Carnival and Theater, the clown ‘traverses the
boundary between a represented world and the here-and-now world he shares with

* Donald Sinden, *Malvolio in Twelfth Night', Players of Shakespeare 1, ¢d. Philip Brockbank, 1985, pp.
41-66.
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the audience . . . In addition to his role within the narrative, he is also a chorus who
stands outside it.”*

The opening of 3.1, Feste’s conversation with Viola, is a moment in the exact middle
of the play where the audience is alerted to an unexpected similarity between these two
characters. Technically unnecessary to the plot, it is a thematically important discus-
sion about fools, wordplay, and, finally, Viola’s ambiguous identity (here Feste can, if
he wishes, raise the dramatic tension by signalling — to Viola or to the audience — that
he has guessed her secret). The exchange is smoothly witty on both sides, not unlike a
two-person stand-up-comedy routine; the audience sees that the professional fool and
the professional page who is not what he seems have much in common. The final solil-
oquy (Viola’s second in the play), a confident address to the audience, has a self-
reflexive quality, describing what not only the clown but also Viola has to do:

This fellow is wise enough to play the fool,
And to do that well craves a kind of wit;

He must observe their mood on whom he jests,
The quality of persons, and the time. . . .2

(3.1.50-4)

Having given up her true class and gender identity, she is playing a part which in the
real world could be considered ‘foolish’. She is reliant, like Feste, on her intelligence
and wit and her performance of the subservient role of page.

Viola will come to a clear and unambiguous return to gender and social norms in
the anagnorisis (the disclosure of the truth) which is played out so richly in 5.1. But
this moment of revelation, as common in romance and comedy as in the tragedies with
which it was orginally associated, does not solve everything, does not include all out-
siders, and must be recognised as a fantasy by most of the audience. Feste, along with
Malvolio, carries the class consciousness of the audience: the clown and his festive
companions have engineered the humiliation of the puritanical steward of the aristo-
cratic household. Malvolio’s ‘'l be revenged on the whole pack of you!” includes the
aristocrats who have colluded in his humiliation through being (unconsciously) the
provokers of his ambition and self-delusion. There is no place for either the clown or
the puritan in the world of romance, to which we must now turn in more detail.

Time, chance and the poetry of romance

Barnabe Riche’s story is a romance, a tale of faraway places and extraordinary adven-
tures, including a central love story. As we saw above, however, his familiar tone of
address to his female readers or auditors deliberately drained the story of magic or any

" Michael Bristol, Carnival and Theater: Plebeian Culture and the Structure of Authority in Renaissance
England, 1985, pp. 140-2. For an anthropological reading of the clown’s (and Viola’s) ‘iminality’ sce
Y.dward Berry, Shakespeare’s Comic Rites, 1984, passim.

* Tom McAlindon (personal communication) points out that thesc lines are closcly based on Thomas Eloby’s
translation of Castiglione, The Courtier (1561), Book 2 (cd. Virginia Cox, 1994), p. 159: ‘he must be wisc,
and have great respect to the place, to the time and to the persons with whom he talketh, and not like a com-
mon Jester passe his boundes . . . Viola compares her own role of courtier to the profession of the wise fool.
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but the most threadbare morality. Shakespeare, in adapting this story, had by contrast
a large public stage, a mixed audience and the advantage of a finely honed poetic skill.
When Orsino in the opening scene invokes music as ‘the food of love’ (1.1.1) and
~ speaks of the sea in the same breath as ‘fancy’ and the ‘fantastical’ he establishes a self-
indulgent, almost hothouse atmosphere (‘sweet beds of flowers’) in which he per-
forms, to an onstage audience of servants, his idea of the Petrarchan lover. Valentine’s
evocation of Olivia implies that she is in a similar self-indulgent state. Yet he does tell
us that she has a genuine basis for her melancholy: ‘A brother’s dead love, which she
would keep fresh / And lasting, in her sad remembrance’ (1.1.31-2). That figure of
the lost brother makes the first of the play’s ‘chimes’ with the strongly contrasting
scene that follows," in which we meet the literally shipwrecked Viola, whose speeches
starkly evoke her sense of /er brother’s loss. But both she and the Captain also speak
of ‘chance’, a word allied with ‘fate’ and ‘fortune’, and Viola eagerly seizes on the
Captain’s hopeful image of a heroic survival for Sebastian - ‘like Arion on the dol-
phin’s back’ (1.2.15; see note). If Orsino is an ineffectual Actaeon (‘my desires like fell
and cruel hounds / E’er since pursue me’, 1.1.22—3), Sebastian even in his absence
presents a more admirable and active image of masculinity; an image which is
confirmed when he finally arrives on stage. His sister is equally self-reliant, opting to
‘serve this duke’ in male disguise: ‘What else may hap, to time I will commit.’?

Her confident reliance on ‘time’ is one of the keynotes of Viola’s character.
Shakespeare hereby signals a belief in the genre of romance, where those who pursue
adventure in order to deliver themselves from perilous situations are more likely to
succeed than those who sit passively, ‘like Patience on a monument, / Smiligg at
grief’, as Viola characterises her ‘sister’, her hidden self (2.4.110-11). It is this latter
note which has been often over-emphasised in readings of Viola’s character; yet it is
really only in the company of Orsino that she speaks so poignantly. A more complex
moment is that in her first scene with Olivia, when Cesario is asked by Olivia what he
would do if he were in the same state as Orsino. The answer, ‘Make me a willow cabin
at your gate . . .” may be read as an expression of Viola’s own longing (the performer
often pauses on ‘O-livia’, as though she were about to say ‘Orsino’) , but its effect on
Olivia is electric. She is literally, at this moment in the play, called into love by the
power of Viola/Cesario’s eloquence:

Hallow your name to the reverberate hills,
And make the babbling gossip of the air -
Cry out ‘Olivia’” O you should not rest
Between the elements of air and earth
But you should pity me!

(1.5.227-31)

' J. P. Kemble’s production (Covent Garden, 1815) was possibly the first to reverse 1.1. and 1.2, presum-
ably on the grounds that 1.2 can he played in front of 2 painted (coastal scene) drop-curtain, whereas 1.1
needs a full set. "The practice has frequently been adopted since: modern directors justify it on the
grounds of giving prominence to Viola and her situation.

* ‘As in other of Shakespeare’s plays, there is a double-time scheme: the action requires three months for
its fulfilment, but two consecutive days scrve for the sequence of scenes.’ 15 S, Donno, Introductjon,
1485, p. 9, n. 2. Few audience members notice this discrepancy in performance. g
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“You might do much!’ Olivia replies, acknowledging the charisma of this young emis-
sary of courtly love. And she, too, resigns herself to ‘Fate’: ‘What is decreed must be;
and be this so’ (1.5.266). On the Globe stage, as Olivia exits ‘inwards’ into her house
by one door, Sebastian and Antonio would enter at the other stage door, from ‘else-
where’: thus, within moments of her exit we see the man she is actually destined for,
with his companion Antonio. But Antonio mistrusts fate, and sees it as ‘malignant’:
‘My stars shine darkly over me’ (2.1.2) is a line which the modern actor of Antonio is
as likely to read as an acknowledgement of sexual loneliness (his love for Sebastian will
be frustrated by Sebastian’s marriage to Olivia) as of political alienation in Orsino’s
fiefdom. :

Antonio’s brief soliloquy, in which he says that despite the danger he will follow
Sebastian, gives time for Sebastian to disappear from the stage before Antonio follows
him through the same door. The immediate entrance of Malvolio and Viola ‘at several
[separate] doors’ (2.2.0 $D) on a two-door stage offers the audience for the first time
an image of the puzzle of identity: is this Sebastian returning or is it his sister?
Malvolio’s opening line — ‘Were you not even now with the Countess Olivia?’ (2.2.1)
— and Viola’s afhirmative response quickly clarify the situation, to allow the scene to
move on to a higher level of delight in the erotic confusion brought about by Viola’s
male disguise. Viola’s ‘ring’ soliloquy invites the audience to enjoy the riddles of fate
and identity with her:

What will become of this? As I am man,

My state is desperate for my master’s love;

As I am woman — now alas the day! -

What thriftless sighs shall poor Olivia breathe?
O time, thou must untangle this, not I;

It is too hard a knot for me Cuntie.

(2.2.33-8)

We note again Viola’s trust in ‘time’. Metadramatically, this might be a gesture
towards the ‘time’ that the play itself will take. Certainly when Olivia hears the clock
chime at the exact middle of the play and comments that “The clock upbraids me with
thé waste of time’ (3.1.115) in her romantic pursuit of Cesario, the audience might
subconsciously register that it is time for things to begin resolving themselves. (In
modern productions the interval is usually just before 3.1.) And in the long sequence
of 3.4, which begins with Malvolio’s cross-gartered public display, goes on to Viola’s
hilarious duel with Sir Andrew and concludes with Antonio’s intervention and the
first indication to Viola that her brother might be alive, we sense the play moving
towards its dénouement. Viola’s short soliloquy here prepares us for the clarifications
of Act 5, and reminds us of the position from which she started, a survivor of a ship-
wreck desperately trusting to ‘chance’: ‘O if it prove, / Tempests are kind, and salt
waves fresh in love’ (3.4.334-5)

Sebastian is much more in evidence by this point, missing Viola by only a few
seconds of stage time at the end of both 3.4 and 4.3. The comic confusions (based,
of course, on chance encounters) quickly bring Olivia and Sebastian together. And
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although Sebastian momentarily doubts whether he is still sane, the audience knows
that chance has brought about the right conjunction of persons. Sebastian’s substan-
tial soliloquy in 4.3 is a poetic assertion of this benign condition, in which an ‘accident’
— a shipwreck, say — can be transformed into a ‘flood of fortune’:

This is the air, that is the glorious sun,

This pearl she gave me, I do feel’t and see’t,
And though ’tis wonder that enwraps me thus,
Yet ’tis not madness.

.. . this may be some error, but no madness,
Yet doth this accident and flood of fortune

So far exceed all instance, all discourse,

That I am ready to distrust mine eyes . . .

(4-3.1—4, 10-13)

‘Wonder’ will be the keynote of the play’s dénouement in the superbly orchestrated
fdramaturgy of 5.1. As the twins at last face each other, Olivia sees wo ‘Cesarios’, and
cries ‘Most wonderful!” And the long moment of the twins’ grave litany of mutual dis-
covery is an actual enactment of wonder. Poetic images of the shipwreck which separ-
ated them recur as they re-create their family through shared memories (5.1.210—32).
Orsino also invokes the ‘wreck’ which brought the siblings to Illyria’s shores: for
Orsino it is ‘this most happy wreck’ (5.1.250) since it brought him Viola. He can thus
go on to speak, in the play’s last speech, of ‘golden time’, the once-violent and jealous
man echoing Viola’s natural optimism in 2.2. Nevertheless the play’s last verbal
chimes take us back to the self-indulgent Orsino of 1.1, as he speaks (complacently?)
of ‘Orsino’s mistress, and his fancy’s queen’.

Myths and metamorphosis

Shakespeare shared the sixteenth century’s enthusiasm for the Latin poet Ovid,’ in
particular his Metamorphoses, tales of the Greek gods’ and mortals’ transformations
from human to animal, mineral, plant or heavenly form. Arthur Golding’s translation
of Ovid in 1565 was immensely popular, and undoubtedly known to Shakespeare
(whether or not he had read the original Latin). The ‘translation’ of Bottom into an ass
in A Midsummer Night’s Dream via the agency of Puck, and the narrative poem Venus
and Adonts, demonstrate Shakespeare’s lively interest in the comic potential of the idea
of metamorphosis from early in his career. In Twelfih Night Ovidian themes are used
more subtly. Viola reminds us of the Ovidian topos when she calls herself a ‘poor mon-
ster’ (2.2.31) because she has disguised herself by changing gender, and this disguise
has only complicated her love-life. Malvolio, thinking to transform himself into a
gentleman and lover, appears as a strange, yellow-stockinged, cross-gartered, ever-
smiling monster, and seems mad, ‘possessed’, as do many characters in Ovid who
make the wrong choices in love.

' Sce Jonathan Bate, Shakespeare and Ovid, 1993, ch. 1, for an account of the popularity of Ovid’s works in
Flizabethan culture.
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Narcissus

Despite Orsino’s depiction of himself as an Actaeon in love with a frigid Diana/Olivia
in 1.1, a more pertinent Ovidian model for Orsino is the figure of Narcissus.' In
Metamorphoses, 111, Shakespeare would have read the story of the beautiful young man
who, because he rejected all other lovers, was fated to fall in love with his own
reflection in a pool:

as he drank, he chanced to spy the image of his face,

The whichhe did immediately with fervent love embrace.
He feeds a hope without cause why. For, like a foolish noddy,
He thinks the shadow that he sees to be a lively body.
Astraughted, like an image made of marble stone he lies,
There gazing on his shadow still with fixéd staring eyes.

. .. He is the party whom he woos, and suitor that doth woo;
He is the flame that sets on fire, and thing that burneth too.?

That he wastes away and dies, unable to drag himself away from admiration of his own
image, carries the clear moral that Narcissus’s self-absorption is unhealthy. Like
Malvolio (the other ‘lover’ of Olivia), Orsino is ‘sick of self-love’ (1.5.73). This is evi-
dent not only in his opening self-indulgent speeches, which include the comment that
when Olivia does return his love it will have ‘killed the flock of all affections else /
That live in her’, leaving ‘one selfsame king’ — himself; but also in his later claim to
‘Cesario’ that

There is no woman’s sides
Can bide the beating of so strong a passion
As love doth give my heart . . .

(2.4.8g—91)

Orsino’s image of himself is best served by the fiction of a distant and unresponsive
beloved, which enables him to continue affirming his own great sensitivity. Similarly,
of Malvolio we are told at the beginning of 2.5 that ‘He has been . . . practising beha-
viour to his own shadow this half hour’ (actors playing this role have been known to
come on preening with a hand-mirror), in order to buil