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How
			 to use this Guide
What you have in front of you may seem like the largest study guide of all time. In fact, it’s not a traditional
study guide at all! We wanted to blow up any notion of what a study guide should be and instead give you
the power to choose what you want to teach—we’ve merely assembled the tools you need to teach the
subjects you find most relevant.
This Teacher Toolkit includes four unique sections. Each section includes context information, activities,
and further reading—all arranged by specific areas of focus. If you want your students to learn about
banishment, go to Section 3: The World of the Play; if you want a simple guide to theater etiquette, you’ll
find it in Section 4: About the Show. Utilize any or all of these tools as you see fit for your students.
Whether your school employs Common Core standards or other standards specific to your state, within
these pages you’ll find a wealth of resources, sample lessons, and substantial historical and literary support
material.
With this National Players Teacher Toolkit, we invite you to build the lessons you choose. Please contact
me at jkj@olneytheatre.org with any feedback, questions, or ideas for other tools we can include in future
Toolkits. Enjoy!
—Jason King Jones, Artistic Director of National Players

This Toolkit includes:

• Historical context, with insight into the political, social, and cultural atmosphere of the world of the play. This
section prepares students to thematically engage with the play and make connections between Shakespeare’s
world and their own.
• Selected excerpts from the play that relate to its primary sources and historical context.
• An in-depth character study, integrating theatre-making, text analysis, and historical context to help students
actively engage with the play.
• Post-show questions and activities used in conjunction with or separate from National Player workshops.
• Additional resources referencing production of the show and the creation of this guide.
• Photos, illustrations, and other images providing nuanced, visual insight into different interpretations of the
play.

Engage with the Players
National Players has a 71-year legacy of making the classics relevant and exciting for new audiences; we are
always looking for the latest ways to engage with students and audiences. We make our educational and
artistic work as accessible and relevant as possible, from the thematic underpinnings of our texts to the
creation of each year’s national tour. We invite you to engage with us in any way.
Your students are welcome to contact the Players before or after their visits: track the Players’ travels, share
classroom materials, post questions and comments. Also, chat with the Players about their performances
and life on the road! To engage with the Players via Facebook, Twitter, video and more, contact Education
Coordinator John Yazzo at john@nationalplayers.org.

www.NationalPlayers.org
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Who
		 are the National Players?
HISTORY

Celebrating its 71st season, National Players is a unique ensemble that brings innovative theatre to
communities large and small across the United States. Founded in 1949, National Players stimulates youthful
imagination and critical thinking by presenting classic plays in contemporary and accessible ways.
National Players is the hallmark outreach program of Olney Theatre Center in Olney, Maryland. A model
for artistic collaboration and national education outreach, National Players embodies the Olney Theatre
Center educational pedagogy: to unleash the creative potential in our audiences and artists, and to stimulate
individual empowerment. National Players exemplifies these goals by presenting self-sustained productions of
Shakespeare and other classics to learners of all age in all environments. Through performances and integrated
educational programs, National Players empowers these learners to build stronger communities through artistic
collaboration.
National Players has performed in 43 states; in the White House; and for American military in Europe, Asia, and
the Arctic Circle. Committed to artistic excellence and community engagement, National Players has utilized
theatre and education to build community for more than 3 million people.
National Players offers an exemplary lesson in collaboration and teamwork-in-action: the actors not only play
multiple roles onstage, they also serve as teaching artists and technicians. This year, the Players consist of
nine actors and one stage manager/audio technician, traveling across the country and visiting schools and art
centers.
A self-contained company, National Players carries its own sets, lights, costumes, and sound, meaning that the
actors rebuild the set and hang lights for more than 100 performances a year.
They also memorize lines for three different plays—this year, As You Like It, Walk Two Moons, and The Diary
of Anne Frank—often performing more than one each day. It is a lot of work, but the Players are dedicated to
celebrating and teaching literature and performance to as many audiences as possible.

MISSION
National Players performs extraordinary theatre for diverse populations across the United States and builds
stronger communities via outreach and education.

VISION
We strive everyday to live out Olney Theatre Center’s vision by unleashing the creative potential of individuals
across the United States and to provide performance and educational opportunities to communities without
access.

VALUES
•
•
•
•
•

We tell great stories and celebrate the great stories of the folks we connect with across the country.
Through a highly skilled and trained ensemble, we exemplify a style of collaborative work that is unprecedented
in American theater. The Ensemble is at the center of everything we do.
Through theatre we enliven people’s empathic awareness. Through education we inspire a deeper understanding
of the work on stage and how it intersects with today’s world.
We are generous with each other on stage and off, and we are generous with the communities we serve. We
celebrate the generosity of others.
As individuals and as a company, we insist on continuing to grow into the best versions of ourselves.
We celebrate intellectual, creative, geographic, and institutional growth.
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Life on the

Road

Cedrick L. Riggs, Jr. (Peter; Boy/Ben/Officer; Orlando/Corin) is
delighted to return for his second National Players Tour having just
completed Tour 70 in the roles of Reverend Hale (The Crucible), Duke
Orsino (Twelfth Night), and Ensemble (Around the Word in 80 Days)
as well as serving as a teaching artist, truck driver, the Stage Manager
for Around the World in 80 Days, and served as an assistant Master
Electrician. A graduate of Belhaven University, Cedrick has played
Father Flynn in Doubt at the FLEX Theatre, as well as Oberon in
Midsummer Night’s Dream. Pronouns: He/Him/His

AUDITIONS

Auditions for National Players were held January through March. More than 1,000 young actors vied for a place in the
company, auditioning in Maryland, Washington DC, Los Angeles, Boston, Georgia, Chicago, Memphis, and New York
City. How did you hear about National Players? Can you describe your audition experience?
I heard about National Players at the Southeastern Theatre Conference (SETC) held in Mobile, Alabama. I passed
the first level screenings for the conference and was invited to come audition for about 150 casting directors and
producers alike. I was called back by our wonderful casting director, Jenna Duncan. I came to the audition room
where we worked on four very different monologues from four different characters. I worked with her on building
them to the best performance caliber for a short span of five and half minutes. It was very fun and enlightening.
Around 5 months later, Jenna called me to officially give me the job.

MEETING THE GROUP

For the first half of their contract, all ten players live in residency at the Olney Theatre Center, where they rehearse, learn
about each other, and prepare for life on the road. Can you describe your experience?
The National Players’ experience is unlike any other as we live together sharing rooms, bathrooms, classrooms,
and vehicles. We truly learn to compromise, troubleshoot, and collaborate in all aspects of the job. We train in
our technical elements, learning what to do when we enter a new space unfamiliar to our own. As we are in close
quarters, we learn each others’ habits very well, which leaves room for chemistry onstage and in the classroom too!

REHEARSALS

Players spend approximately three to four weeks with each director, analyzing the text, staging scenes, and incorporating
design elements on the Olney stage. Can you describe the rehearsal process?
The rehearsal process is bananas! We dive into table work, which is all of us sitting at a table reading, analyzing, and
investigating every aspect of the show. We then build the show from the ground up whenever we have access to
our stage. We create choices for each character according to our director’s concept. Some choices work and some
do not. Our director gives us notes based off what he or she has seen, and we work on those choices. Also we then
set aside time to refine our technical elements of the show. We work on both skills until technical rehearsal. We lock
everything in place and then we open the show!

OFFSTAGE ROLES

In addition to acting roles, each Player takes on at least one offstage job in support of the company, based on his or her skill
sets and interests. Can you describe this experience?
This experience is usually the fun part. Every one learns from the Olney Theatre Center’s professional technicians in
their individual field. For example, the lighting technicians work with Olney Theatre Center’s very own, Master
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Electrician. They would then teach the lighting technicians everything they need to know from how to work a lighting
board, hanging a light, focusing a light, and troubleshooting if things go wrong. Olney Theatre takes care of their
technicians and truly prepares them for the road.

TRAVELING

The Players take turns driving the company’s three vehicles: a truck for their stage equipment, a van, and a car. Last year,
they visited 23 states and 64 cities. Once, they performed five shows in four days in three different states. Can you describe
the experience of traveling?
Travelling can be tough due to acclimating to different time zones. Sleep schedules can be thrown off or weather
takes a toll on the spirit of the journey. We usually cheer each up with Disney songs while driving. It was crucial that
we all communicated with one another. However, we also got see the best sights along the way which made all of
the travelling absolutely worth it.

LIVING ON THE ROAD

Each Player is allowed to bring one large bag and one small bag for their personal belongings. Without regular access to a
refrigerator or gym, taking care of themselves on the road is especially challenging. Can you describe your experience of
living and taking care of yourself while on the road?
Walmart is usually the key. Our hotel rooms would provide us with refrigerators and microwaves to keep us in good
spirits. We also would book AirBnB’s that would give us access to a kitchen and have family dinners. It’s wonderful!

BEING A TEAM

Working together for an entire year means that, despite the long hours and challenging load-ins, all ten Players need to
work as a cohesive team. Can you describe the experience of having to work as a team with the rest of the National Players?
Although everyone has a specific job, once someone needs help we would immediately help that team or person
accomplish their goal. Once someone is done, its always common courtesy to go over and help others with their
work if asked. If everyone is going above and beyond, then the job gets done quicker.

WORKSHOPS

Along with performing, the Players host educational workshops for many audiences. Workshops include improvisation,
text analysis, stage combat, and more. Can you describe how workshops work?
Workshops are planned and coordinated by two teachers from the National Players. They would cater to any of the
topics delegated by the students’ original teacher. If the emphasis is fun and the teacher has picked “Improvisation”
then we’re coming with the most fun games and also provide the basic skills of improv so we cater to both needs.

KEEPING IT FRESH

After presenting three plays dozens of times for dozens of audiences, the Players work hard to keep their performances
exciting and authentic. Can you describe how you keep performances fresh after so much time, performances, and travel?
We always say that characters are always evolving, making specific choices, and adapting to their environment.
We work on these characters by staying true to the text on the road. We also hold line-through’s where we refine
our memory of the lines. Sometimes this may induce a new reading of a line which evokes a new choice onstage.
Sometimes choices can be strong or weak but ultimately, we keep going. Nothing is ever truly set in stone because
there are endless possibilities as to what choice a character can make. It’s always in the text.
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Offstage Roles
Company and Finance Manager Manager

Schedules regular company meetings, handles emergencies on the road, serves as the point of contact for venues,
relays information to National Players Headquarters, manages the company’s expenses on the road and keeps the
company on budget.
Tour 71: Saira Grewal

Stage Manager/Audio Technician
Runs rehearsals, maintains the script and blocking notes, and mixes the actors’ body microphones during
performances.
Tour 71: Liz Monasky

Technical Director
Supervises load-in of scenery at each venue and performs upkeep of the set while on the road.
Tour 71: Anna Shafer

Costumes Manager
Builds and maintains the costume inventory, creates a laundry and maintenance schedule, oversees repairs.
Tour 71: Emma Stern

Master Electrician
Installs and maintains all lighting equipment, determines position for lighting equipment and cables, executes focusing.
Tour 71: CJ Riggs

Sound Team Member (A2)
Ensures proper placement, upkeep, and maintenance of sound and video equipment, Helps company members get
into their body mics, sets and checks sound levels.
Tour 71: Matt Merline

Education Coordinator

Organizes education efforts, including assigning workshops to Players and altering lesson plans for specific venues and
workshops.
Tour 71: John Yazzo

Public Relations Coordinator

Manages National Players social media accounts, coordinates opportunities to share National Players’ stories with
communities across the country.
Tour 71: Lisa Buch

Strike Coordinator

Ensures that Players safely and comprehensively load out of each venue and leads the team in securely packing all
sound and light equipment, scenery and costumes into the truck.
Tour 71: Faith Ore

Accommodations Coordinator

Manages the company’s expenses on the road and keeps the Players on budget while securing hotel rooms in advance
of their arrival.
Tour 71: Miranda Pepin
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HISTORICAL CONTEXT

Historical
Context:
			Shakespeare’s World
SHAKESPEARE’S
LIFE

Image: A copper engraving
of Shakespeare by Martin
Droeshout, published on
the title page of the First
Folio in 1623.

Despite being history’s most produced and
studied English playwright, little is known of William
Shakespeare’s life. One of six siblings, Shakespeare was
born in Stratford-upon-Avon on or about April 23, 1564.
He married Anne Hathaway in 1582 and had three
children. For the seven years after, Shakespeare fell off
all record. Eventually, he arose in London and joined The
Lord Chamberlain’s Men acting troupe. When James I
took over the throne following Queen Elizabeth’s death
in 1604, the troupe officially became The King’s Men.
Shakespeare’s professional days are a mixture of fact
and legend. In 1601, he and his business partners
purchased property on the south bank of London’s
Thames River, where they established The Globe
Theatre. There, the acting company performed
many of Shakespeare’s 37 plays. Famed for using the
iambic pentameter writing style, Shakespeare’s works are deep in metaphor, illusion,
and character; sometimes even taking precedence over plot. He began his career writing
historical plays, bawdy comedies, and the occasional tragedy. Later in life, his plays became
more structurally complex, featuring his iconic Hamlet and Macbeth and the curious
tragicomedies Cymbeline and The Tempest.
William Shakespeare died on or about April 23, 1616, and is interred at a chapel in
Stratford-upon-Avon. Most early modern playwrights did not publish their work, but 18 of
Shakespeare’s plays were printed before he died. Luckily, his plays survived because friends
and colleagues commemorated his life in a publication known as the First Folio.
A century after his death, questions began to arise; his birthdate, deathdate, and even
the spelling of his name are in question. No definitive portrait exists of the man, and no
government record lists his theatric profession.
Many scholars have questioned the ability of a minimally educated man to create such
challenging writing. Some theorists have long held that “Shakespeare” was a nom de
plume for another playwright, nobleman, or even collection of writers. However, the vast
majority of scholars believe that unofficial documentation provides proof of Shakespeare’s
existence and prolific abilities. Regardless, Shakespeare’s plays have been translated to 118
languages and are in constant production around the world.

THE GLOBE
THEATRE

Live theater was an integral part of popular culture in 16th and 17th century England,
drawing citizens from every social and economic level together in an otherwise strictly
hierarchal world. The Globe Theatre, where Shakespeare’s company produced many of
their famous plays, was constructed around 1599 alongside the Thames River on the
Bankside of London. Separated by this river, the Bankside provided an escape from the
strict, regulated life by which so many Londoners abided; along with patronizing any of
several theaters, Londoners could participate in bear-baiting, cock fighting, bowling, and
many other forms of entertainment.
The Globe Theatre was a circular wooden structure constructed of three stories of
galleries (seats) surrounding an open courtyard. It was an open-air building, and a
rectangular platform projecting into the middle of the courtyard served as a stage. The
performance space had no front curtain, but was backed by a large wall with one to
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CONTINUED—
THE GLOBE
THEATRE

Image: Although there are
no surviving illustrations of
the original Globe Theatre,
historians think it looked
something like the Swan
Theatre. The Swan was
right down the road from
the Globe, and some of
Shakespeare’s early plays
were performed there.

PERFORMANCE
PRACTICES

three doors out of which actors entered
and exited. In front of the wall stood a
roofed house-like structure supported
by two large pillars, designed to provide
a place for actors to “hide” when not in
a scene. The roof of this structure was
referred to as the “Heavens” and could
be used for actor entrances.
The theater itself housed up to 3,000
spectators, mainly because a great
number had to stand. The seats in the
galleries were reserved for people from
the upper social classes who primarily
attended the theatre to be prominently
seen. Sometimes, wealthy patrons were
even allowed to sit on or above the
stage itself. These seats, known as the
“Lord’s Rooms,” were considered the
best in the house despite the poor view
of the back of the actors. The lowerclass spectators stood in the open courtyard and watched the play on their feet.
These audience members became known as groundlings and gained admission to the
playhouse for prices as low as one penny. The groundlings were often very loud and
rambunctious during the performances and would eat, drink, shout at the actors, and
socialize during the performance. Playwrights were therefore forced to incorporate
lots of action and bawdy humor in their plays in order to keep the audience’s
attention.

In Early Modern England, new plays were written and performed continuously. Each
week, a company of actors might receive, prepare, and perform a new play. Because
of this, each actor in the company had a specific type of role that he normally played
and could perform with little rehearsal. This role was known as a stock character.
Such characters might include romantic lovers, tragic soldiers, fools and clowns, and
women characters. Because women were not allowed to perform, young boys whose
voices had yet to change played the female characters in the shows.
Other than a few pieces of stock scenery, like forest and palace backdrops, set
pieces were very minimal. There was no artificial lighting to convey time and place,
so it was the audience’s responsibility to imagine the full scene. Because of this,
the playwright described the setting in greater detail than would normally be heard
today. For example, in order to establish weather after the opening storm scene in
The Tempest, Miranda says, “The sky it seems would pour down stinking pitch,/ But
that the Sea, mounting to th’ welkin’s cheek,/ Dashes the fire out.”
The costumes of this period, by contrast, were far from minimal. Rich and luxurious,
Elizabethan costumes were a source of great pride for the performers who personally
provided them. However, they were rarely historically accurate, which again forced
the audience to use its imagination to envision the play’s time and place.
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Shakespeare’s

LANGUAGE

PROSE AND
VERESE
Image: The title page of As

You Like It in the First Folio,
published in 1623.

A poet as well as storyteller,
Shakespeare had an astute grasp
of language and sound, and along
with writing 154 sonnets, he moved
interchangeably between verse and
prose in each of his plays. Prose, the
unmetered and unrhymed language
of everyday speech, is employed more
heavily in Shakespeare’s comedies; it is
often used to distinguish class, indicate
a character’s disconnect from reality,
or identify moments of comedic relief.
In As You Like It, for instance, many of
the romantic scenes and interactions
among noblemen are spoken in blank
verse; this technique indicates members
of the higher class and moments of
deep emotion or wisdom that require
elevated language.
Pronouns were also used to distinguish
class and status. “Thou” and “thee”
indicated a special intimacy among
characters, and were used when
addressing God, between close friends
and relations, and among the lower class.
“You,” on the other hand, was more
formal. It was used to address superiors—children to parents, servants to masters,
members of the upper class. Shakespeare took advantage of these words’ connotations
in his plays to establish character and status. When a form of address shifts in dialogue,
therefore, it conveys a contrast in meaning, an altered attitude or relationship.

SCANSION

Blank verse is the standard poetic form Shakespeare uses in his plays. It can also
be defined as unrhymed iambic pentameter— that is, a line of poetry containing five
(“penta” from the Greek prefix meaning five) iambic feet; a foot, in turn, is comprised
of two syllables, unstressed and stressed, making each line ten syllables long. The
most common meter in English poetry, iambic pentameter follows the same pattern
as the human heartbeat. A complete line can be written as the following:
de DUM | de DUM | de DUM | de DUM| de DUM
The following is an example of how Orlando uses iambic pentameter in Act I,
Scene ii:
What PA - | ssion HANGS | these WEIGHTS | u - PON | my TONGUE?
Shakespeare often breaks from perfect iambic pentameter, however; changes in
rhythmic patterns and the number of feet are used to mark variations in tone and
structure. Actors use scansion to trace these metrical patterns throughout the text as
they search for clues about meaning and character.
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CONTINUED—
SCANSION

Some of the most common pattern rhythmic and metrical variations include:
SHARED AND SPLIT LINES
Shakespeare sometimes splits a line of verse, so that two characters share the
ten syllables. This is called a shared line or a split line, and it marks quick thinking or
strong emotion, and also creates a sense of movement and speed. Have a look at
these lines shared by Duke Frederick and Orlando in Act I scene ii:
DUKE FREDERICK No more, no more.
ORLANDO		

Shakespeare was very
deliberate when he
named his characters; in
many cases, names reveal
clues about characters’
personalities or histories.
A few notable examples of
hidden meanings behind
names in As You Like It
include:
Ganymede: In Roman
mythology, a beautiful
shepherd boy, favored by
Jove, king of the gods
Celia: Heavenly
Phoebe: A signifier of
chastitiy and inconsistency
Touchstone: A black rock
used to test the quality of
gold
Silvius: Of the woods
stomach

Yes, I beseech your grace:
I am not yet well breathed.

DUKE FREDERICK

How dost thou, Charles?

Together, these lines scan as:
no MORE | no MORE | yes, I | be - seech | your GRACE
I AM | not YET | well BREATHED. | how DOST | thou, CHARLES
HYPERMETRICAL ENDINGS
A hypermetrical ending is a line of verse that ends with an unstressed extra
syllable. The result is that the rhythm of the verse is thrown off just enough to
indicate that the characters feel unsettled about something. The following is an
example, spoken by Le Beau to Orlando in Act I scene ii, of a standard iambic
pentameter line followed by one with an additional feminine ending:
Hereafter in a better world than this
I shall desire more love and knowledge of you
Scanned, it looks like this:
here AF | - ter IN | a BET | - er WORLD | than THIS
I SHALL | de - SIRE | more LOVE | and KNOW | -ledge OF | you
TROCHAIC VERSE
A trochee is another type of poetic foot. Its pattern of a stressed syllable followed
by an unstressed syllable is the exact opposite of an iamb: DUM da. Compared to
an iamb, this feels surprisingly unnatural to speakers of the English language, so
Shakespeare often uses trochees for his supernatural characters. In the case of As
You Like It, this unnatural sound works perfectly for Orlando’s awkwardly written love
poems, as Touchstone demonstrates when he reads them aloud in Act III, scene ii:
If a hart do lack a hind,
Let him seek out Rosalind.
Scanned, it looks like this:
IF a | HART do | LACK a | HIND,
LET him | SEEK out | ROS - a | - LIND
Shakespeare often combines these different metrical variations. For example, this
line from Jacques’ speech about the seven ages of Man begins with a trochee and
closes with a feminine ending:
Sighing like furnace, with a woeful ballad
SIGH ing | like FUR | - nace, WITH | a WOE | - ful BAL |- ad
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WORLD OF THE PLAY

The

PASTORAL Genre

A LITERARY
TRADITION

Although the pastoral genre experienced a period of immense popular resurgence
during the Elizabethan era, its roots can be traced back to the third century BC. The
Greek poet Theocritus’ Idylls—a series of lyrical love poems about the simple rustic
life of Sicilian shepherds—is widely credited as the first work of pastoral literature.
The Roman poet Virgil expanded on this theme with Eclogues. This work of literature
introduced two new, important elements to the genre: the contrast between urban
and rural settings as a larger political metaphor; and Arcadia, the utopian, fictional rural
landscape that would serve as the pristine setting for many future pastoral writers’
works.
The pastoral reached England during the early 16th century, appearing
in works of fiction, poetry, and drama. Even Queen Elizabeth I enjoyed
pastoral dramas. Each summer, when she went on her progresses—
excursions to the countryside where she relaxed and encountered rural
members of the English population—she enjoyed outdoor pastoral
pageants that featured shepherds, hermits, and woodlanders.

Image: The woodcut for
the month of January,
from Edmund Spencer’s
1589 The Shephearde’s
Calender. This illustration
features
the
central
shepherd Colin Clout
pining over the country
lass, Rosalind.

Renaissance pastoral dramas transcended social and economic
class. In these narratives, city dwellers retreat to the countryside,
which turns into a fantasy paradise where shepherds spend their time
composing poems to their sweethearts. According Shakespeare scholar
Marjorie Garber, these pastoral narratives were “used as a mode of
social critique: under the guise of merely talking about shepherds,
poets could write critical and satirical accounts of government, politics, and religion.”
Recognizable conventions include:
• Shepherds who are also poets, writing poems and playing upon pipes
• The good old shepherd, poor but eager to give hospitality to strangers
• The “savage” man who lacked courtly upbringing but possessed an innate
gentleness and gentility
• The beautiful shepherdess
• The pastoral elegy, mourning the death of a shepherd or shepherdess who
was often also a poet
• The pastoral debate, on topics like nature versus nurture, or country versus
city, a leisurely rhetorical break from the action in which shepherds discourse
learnedly with one another about these philosophical topics.
As scholar E.K. Chambers notes, this “pastoral impulse...means that at that period in
history Englishmen were learning to feel the oppression of the cities.” Urban life was
thriving, but at an expense: builders were pushing further out into the countryside,
overcrowding was becoming painfully problematic, and the quiet fields on the outskirts
of cities were slowly disappearing. “The monstrous nightmare of the modern city had
not yet made its appearance,” Chambers says, “but there was already reason enough,
especially in the days when court intrigue was merciless and none too savory, for finer
souls to dream their drams of Arden.”
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SHAKSPEARE’S
INFLUENCES

“It is here that men live
like the old Robin Hood
of England, fleeting the
time carelessly as they did
in the golden world… It is
something more than a
mere scenic background; [it
is] a spiritual force, bringing
medicine to the hurt souls of
men.”
— E.K. Chambers, 1905

As he did for most of
his works, Shakespeare
drew on a variety of
literary and dramatic
sources for inspiration
for As You Like It. More
directly than any other,
he used Rosalynde:
Euphues Golden Legacie,
a novel written by
Thomas Lodge, published
in 1590; in fact, an
introductory remark
from the text, “If you
like it, so,” may account
for Shakespeare’s choice
of title. The novel
narrates the story of Rosader, who escapes the oppression of his brother Saladyne
by retreating to the Forest of Arden. There, he meets Rosalynde and Alinda, also
banished from their home and living as a shepherd named Ganymede and page
named Aliena. Whereas Lodge’s novel employs the sentimental, melodramatic
elements of traditional pastoral literature, Shakespeare’s adaptation adds satirical
commentary through original characters Jacques and Touchstone.
Shakespeare was also likely influenced by popular pastoral literature. The first
significant English landmark in the genre was Edmund Spenser’s 1579 collection
entitled The Shephearde’s Calender. Composed as a series of 12 eclogues—short,
pastoral poems written in the style of a dialogue or soliloquy—for each month of
the year, his work follows the story of the pining shepherd Colin Clout’s unrequited
love for the beautiful “country lass” Rosalind. Spenser included satirical footnotes
throughout the piece that offered humorous commentary on larger societal themes.
Other significant pastoral works include Christopher Marlowe’s 1599 poem “The
Passionate Shepherd to His Love” and Sir Phillip Sidney’s sweeping prose narrative
Arcadia.

Image:
“Robyn Hode”
depicted in a 16th century
woodcut.

As You Like It also references the legend of Robin Hood (“They say he is already
in the Forest of Arden, and a many/ merry men with him; and there they live like
the old Robin Hood of England,” Charles, I.iii). Although the direct origins of Robin
Hood’s character are only speculative, he has appeared in popular literature since
the Middle Ages, and his persona has adapted to appeal to different audiences. In
14th-century England, for example, when agrarian discontent had begun disseminate
the feudal system, Robin Hood appears as an anti-establishment rebel who murders
government agents and wealthy landowners. In the later variations that appeared on
the Elizabethan stage, he is a dispossesed aristocrat with a heart of gold and a love
interest, Maid Marian.
Scholars believe that two Robin Hood plays specifically, by dramatist Charles
Munday—The Downfall and The Death of Robert Earl of Huntington—would
have influenced Shakespeare’s storytelling. Munday’s plays were written in 1598
and presented by the Admiral’s Men, arguably the largest competition faced by
Shakespeare’s own theater company, the Lord Chamberlain’s Men. The two plays
follow Robert Earl of Huntington after his exile from nobility. Forced to survive in
the Sherwood Forest with his troupe of merry men—including Little John and Friar
Tuck, among many other clownish companions—he adopts the name Robin Hood
alongside his beloved Matilda, who adopts the name Maid Marian. Although crudely
written and narratively inconsistent—Robin Hood himself accomplishes very little in
these plays and even dies early on in the second—these were popular stage dramas,
and likely influenced Shakespeare’s depiction of the Duke and his cohorts.
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Gender and
“CHASTE,
OBEDIENT,
SILENT”

Image: Sixteenth century
woodcut of a lord wooing
a gentlewoman.

MARRIAGE

Although Shakespeare’s plays feature a variety of strong female characters,
Elizabethan England was largely a patriarchal society. Women were incorrectly
considered lesser than their husbands and fathers in all capacities: morally, spiritually,
mentally, even phsyically. In fact, biological differences between the sexes were used
to defend the notion that women were meant to be dominated by men. Elizabethans
believed that physical appearance was a reflextion of inner condition, leading to the
maxim that “a woman in the temperature of her body is tender, soft, and beautiful,
so doth her disposition in mind correspond accordingly; she is mild, yielding, and
virtuous.”
This last description, virtuous, was a particularly important trait to which women
were expected to adhere. Before marriage, a woman’s most important asset was her
virginity; after marriage, it was her fidelity. Popular handbooks for women, virtually
always written by men, spelled out the ideals of femininity and marriage, and as one
such document emphasized, these primarilly included remaining “chaste, silent, and
obedient.”
Before she married, a woman was obedient to her father or the family patriarch.
After her wedding, she was considered the property of her new husband. Marriage
was an important political and economic tool for members of the English upper
class. Inheritences passed solely from father to son, and the family was considered
a miniature commonwealth, with the father as king and his family as his subjects. To
that end, marrying a daughter to a suitable husband was the equivilant of making a
new political ally.
Marriage, therefore, was the focal point of a noblewoman’s world. Women’s access
to education increased siginificantly during this era—those from wealthier families
were often tutored in the classics and languages—but schooling was still mostly
limited to preparing for domestic married life. When women were educated beyond
their station, they were compared men rather than praised for their intelligence, like
one succesful noblewoman who was remembered after her death as “a woman of
most masculine understanding.”

COURTSHIP
AND
LOVE
“Ye are the head, she is
the body; it is your office
to command, and hers to
obey; but yet with such
a sweet harmony, as she
should be ready to obey,
as ye to command.”
—King James I on the
importance of a husband’s
authority, 1611

The tradition of “Courtly
Love” began in early medieval
literature among 11th century
French poets writing about
love-struck knights. In these
early works, the central
lovers are always of royal
lineage, never peasants or
commoners, and the woman
is worshiped as the paragon
of female perfection. Her
and the knight’s love, while
pristine, is unattainable: the
woman is usually married or
betrothed to another, and the
impossibility of the knight’s affections make his love all the more pure. Although he
displays gentlemanly courtesy, humility, and service, his desire includes an element of
desperation or despair. These themes reflected the medieval, secular view of marriage
as an economic, social contract between families.
These conventions found their way into English literature through the influence of
Italian poetry. Petrarch, a renowned Italian poet, was acclaimed for his love sonnets;
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COURTSHIP
AND
LOVE
CON’T

he famously wrote 366 poems about his unrequited love for an exquisite yet
unattainable woman named Laura. Although Renaissance English poets emulated
Petrarch’s work through sonnets of their own, shifting notions of love and marriage
altered the focus of these later sonnets. Marriage in Elizabethan England remained
heavily contingent on parental influence, particularly among the higher social
classes, but the church emphasized the binding power of two consenting individuals.
Sonnets, therefore, evolved into more nuanced narratives about a variety of loverelated themes and reflected the timely conflict between romantic love and familial
obligation. In Shakespeare’s 154 sonnets, he explores the emotional and social
intricicies of love, diverging from Petrarch’s fatalistic, often melodramatic format.

THE VIRGIN
QUEEN

Over the course of her 44 year reign,
Queen Elizabeth I (1533 - 1603) defied
various societal conventions of gender. A
lifetime of hardships prepared her for the
political and social challenges specific to
a woman governing a patriarchal society.
The youngest daughter of King Henry VIII,
Elizabeth was declared illigitimate after
her mother’s beheading in 1533. During
her half-sister Queen Mary’s five-year
reign, Elizabeth was forced to convert to
Catholicism, and because her popularity
with the public was deemed a threat to
the monarchy, she was imprisoned in the
Tower of London.

“I know I have the body
but of a weak and feeble
woman, but I have the
heart and stomach of
a king and of a king of
England too.”
— Queen Elizabeth I,
to the troops at Tilbury
before the Spanish
Armada, 1588

Image: Princess
Elizabeth, c. 1546, by
William Scrots.

After her coronation, Elizabeth was
constantly bombarded with advice
from noblemen hoping to impart their
own ideas on this member of the
“weaker sex.” Most notably, members of
Parliament were determined for her to
marry and secure an heir to the throne.
Parliament even threatened to cut government funds until she agreed to wed.
Elizabeth, in response, declared that “In my end, this shall be for me sufficient,
that a marble stone shall declare that a queen, ahving reigned such a time,
lived and died a virgin.”
Although her gender certainly presented challenges, Elizabeth also recognized
the power that such a unique situation offered. Crowned at the age of 25, the
young and beautiful queen had a variety of suitors during her monarchy—a
position that she used to her full advantage. She regularly dangled the prospect
of marriage in the face of domestic and foreign nobles, never committing to
an agreement, but often using these relationships to foster and break political
alliances.
By the second half of her reign, when she was beyond the age of childbearing,
Elizabeth fostered the image of herself as the Virgin Queen. In contrast to
this pristine, feminine representation, Elizabeth was often compared to an
Amazon warrior by her subjects. The Amazons, a society of women from Greek
mythology who used men solely for procreation, completely refuted societal
notions of femininity and were regarded with a mixture of fascination and
disdain. These two contradictory images—that of the delicate, maternal virgin
and then the brutish, masculine warrior—exemplify the careful balance that
Elizabeth struck between conforming to and diverging from patriarchal gender
norms.
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Further READING
The Duties of Children Before Marriage
By Thomas Becon, 1564
Thomas Becon (1512 - 1567), a Protestant minister, wrote
one of the earliest influential guide books for women after
the Reformation. His advice remained relevent into the
17th century. In this excerpt, he emphasizes the popular
Renaissance view that women were to be chaste, silent,
and obedient. He also expresses his view on marriage,
strongly recommending that young men and women
ensure that they have approval of their parents or others
in authority before commiting themselves to one another.
From Silence in a Maid is Greatly Commendable
This also must maids provide, that they be not full of tongue,
and of much babbling, nor use many words, but as few as
they may, yea, and those wisely and discreetly, soberly and
modestly spoken, ever remembering this common proverb:
A maid should be seen and not heard. Except that the gravity
of some matter do require, that she should speak: or else an
answer is to be made to such things as are demanded of her:
let her keep silence. For there is nothing that doth so much
commend, advance, set forth, adorn, deck, trim, and garnish
a maid as silence. And this noble virtue may the virgins learn
of that most holy, pure, and glorious virgin Mary: which
when she either heard or saw any worthy and notable thing,
blabbed it not straightaways to her gossips, as the manner
of women is at this present day, but being silent, she kept all
those sayings secret and pondered them in her heart, saith
blessed Luke.

From Children Ought Not to Contract Matrimony Without
Consent of their Parents
Finally, when the time cometh, that they feel themselves
apt unto marriage, that they may avoid all uncleanness
and bring forth fruit according to God’s ordinance, as their
parents have done before them: they must diligently take
heed, that they presume not to take in hand so grave, weighty
and earnest matter, not entangle themselves with the love
of any person, before they have made their parents, tutors,
friends, or such have governance of them privy to their
intent, yea and also require their both counsel and consent
in the matter, and by no means to establish or appoint any
thing in this behalf without the determination of their rulers.
For this part of the honor that the children owe to their
parents and tutors by the commandment of God, even to be
bestowed in marriage, as it pleased the godly, prudent, and
honest parenets or tutors to appoint: with this persuassion,
that they for their age, wisdom, and experience, yea and
for the tender love, singular benevolence, and hearty good
will that they bear toward the children, both know and will
better provide for them, than they be able to provide for
themselves. The children which presume to marry without
the counsel of their parents, do greatly offend God, and
are fallen away from the obedience, which they owe their
parents or tutors in this behalf, by the commandment of
God. Let all godly maids take heed therefore, that they snarl
not themselves with the love of any other, nor marry with
any person before they have the good will of their parents.
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Further READING
A Godly Form of Household Government
By John Dod and Robert Cleaver, 1598
One of the many popular conduct books written after
the Reformation, John Dod and Robert Cleaver’s book
is typical in its stance on marriage contracts. It differs
from others, however, in that it takes into consideration
the desires of the couple as well as the views of the
parents.
A Contract, is a voluntary promise of marriage, mutually
made between one man and one woman, both being meet
and free to marry one another, and therefore allowed to do
so by their Parents.
...We call this promise of marriage, voluntary, because it
must not come from the lips alone, but from the well-liking
and consent of the heart: for if it be only a verbal promise,
without any will at all, (and so mere hypocritical and
dissembled) though it bindeth the party that promiseth, to
the performance of his promise, made before God and man:
yet if the Parents afterwards shall certainly know this, and
that there was no will, nor unfeigned meaning at all in the
party, neither yet is, but rather a loathing and abhorring of
his spouse betrothed, though he be not able to render just
and sufficient cause thereof, they may upon this occasion,
either defer the day of marriage the longer, to see if God
will happily change the mind of the party, or utterly break
and frustrate the promise...Wherefore this promise must be
in this respsect, at least, willing and voluntary. For...if it be
voluntary and unfeigned, it is enough, and fully sufficient,
to make a true contract in the Lord...Secondly, we call it
voluntary, in respect of constraint and compulsion, contrary
to a free consent: for if either party be urged, constrained,
or compelled, by great fear of their Parents, or others, by
threatening of loss or preferment, of health, of limb, of

life, or of any such other like, by any other violent manner
of dealing whatsover, to yield their promise clean contrary
to the motion of good liking of their hearts. This kind of
promise, as it doth not bind the party to keep it: so it ought
to be frustrated and broken by the Parents themselves, or by
such masters as may and ought, to command and rule them
in such cases.
But if a marriage contract be mutual, then it doth mutually
and inviolably bind both: so that in this regard, neither
Parent, Magistrate, nor any other, can or ought to break
it. For this being fully performed and accomplished, is one
principal cause of making two one flesh.
It is a calamity infernal to be in company with those that a
man would not be withall, and yet cannot be separated nor
depart from them. Hereof cometh, as we do see in some
marriages, so great ruins, so wicked and vile deed, as mains,
& murders committed by such desperate persons, as are
loath to keep, and yet cannot lawfully refuse, nor leave them:
Therefore young folks outght not to be too rash and hasty
in their choice, but to have the good advice and direction
of their parents and trusty friends in this behalf, who have
better judgment, and are more free from the motions
of all affections, than they are. And they must take heed,
lest following the light and corrupt judgment of their own
affections and minds, they change not a short delectation
and pleasure, into a continual sorrow and repentance. For
we do learn, by great and continual use and experience of
things, that the secret contracts made between those tha
tbe young do seldom prosper, whereas contrariwise, those
marriages that are made and established by the advice of
wise and religious parents, do prosper well.
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BANISHMENT
in Shakespeare’s Work
Exile is not a rare concept in William Shakespeare’s work. From his first play (The Two Gentlemen of Verona) to his
last (The Tempest), banishment has been a frequent force in many of his plots. Fourteen of Shakespeare’s 38 plays
feature the banishment or exile of at least one central character. This number increases significantly to include minor
characters or voluntary exile. From a dramaturgical perspective, banishment is a tool that allowed Shakespeare to
expand the confines of his plays, in both a physical and emotional sense. Banishment creates a change in location and
therefore a change in the rules of the world; it is an opportunity for new dynamics, new hierarchies, and new methods
of communication. Similarly, banishment creates a change in the emotional and psychological life of the characters.
Forced out of the roles they have played their entire life, exiled characters must construct a new identity based on the
need to survive in a new environment. Often they go about this through disguise, adopting new gestures, or presenting
a new gender. Some exiled characters find a new purpose in life and are therefore seen as heroes. Some characters,
such as Prospero of The Tempest, adapt to their new lives and forge worlds of their own. At the same time, he uses his
banished state to fuel his hunger for revenge and plan his return to society.
Banishment as a means of transformation (mainly in Shakespeare’s comedies) is a way for the characters to combat
ruination. The romantic view of the exile considers that banishment may actually be a source of liberation and an
opportunity to see oneself in an entirely new way. This romantic view has long existed and has been recorded by
writers and philosophers such as Seneca, who wrote that his own banishment (AD 41-49) was a gift of liberty. He wrote,
“how few men are blessed with ownership of self!” Voluntary exiles (as is the case of Rosalind in As You Like It) were
further romanticized and almost always equated to a hero; to leave a home of one’s own volition usually meant the
character was leaving for moral reasons or to support another character who was exiled. The exile as hero was such a
concept in Shakespeare’s day, that high officials found it necessary to speak out against it. William Cecil (Lord Burghley),
principal advisor to Elizabeth I, referred to the voluntary exile, saying, “if not a traitor, yet a companion of traitors and
conspirators, a man subject to the curses and imprecations of zealous good subjects, your native countrymen, yea,
subject to lack of living by your own and thereby compelled to follow strangers for maintenance of livelihood and food?
The cause must needs be of great force to induce you thereto.”
The transformative understanding of banishment was vehemently combatted during Elizabethan and Jacobean
England, where exiles were associated with traitors. In fact, banishment was comparable to death because of the close
association between monarch and kingdom. The monarch’s body was frequently equated with the land of the kingdom
(for instance, James I united England and Scotland through his body). To be banished by a monarch was to be banished
from England. At the time, banishment from the ever-growing kingdom of England was essentially banishment from
the world; the annihilation of reputation and connections, and the loss of income source and home, were as good as
death.
Rishton, a Catholic exile during the reign of Elizabeth I, explains the loss of home for some meant the loss of
connection to God or salvation: “But most assuredly banishment for life is no strong proof of forbearance, and in truth
is the most cruel punishment, when the condition of it is death if you return. Now the priests of God are in England
by the command of their superiors, and out of their own great zeal for the salvation of souls; to them, therefore, this
banishment must have been harder to bear than all torture and death itself, and to the Catholic people also, thus
robbed of their priests, it must have been infinitely sad.” Though it was easy to romanticize fictional banishments, the
harsh realities that hundreds of religious exiles and political refugees faced in Elizabethan England were, most often,
tragic.
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Contemporary Connection
Today, banishment may seem like a foreign or dated concept. But the reality of people being separated from
their families and forced to leave the place they have called home is very much present today. When one considers
deportation or refugee crises as contemporary equivalents to banishment, the trauma of this experience is immediately
relevant. In the last century, the globe has seen the displacement of millions of individuals. As of June 2019, the
Syrian civil war has left 6.7 million Syrians as refugees, with roughly half of the affected population being children. The
frequency and scale of modern refugee crises are alarming, and are expected to increase as climate change effects
worsen in vulnerable areas, fresh water sources deplete, and wars and power struggles continue to ravage nations.
In Shakespeare’s plays, banishment is portrayed as both a process of devastation and of self-creation. Especially
in his comedies, it is often the catalyst of identity exploration and reformation. In these fictionalized dramatizations,
the characters are the hero of their story and the audience gets to witness them work through the devastation to
eventually triumph over their circumstances. This is rarely the case with the deported individuals or refugees that are
separated from their homes and families today.
In the United States, we are lucky to live in a portion of the world that is free from much of the poverty, war, disease,
and natural disasters that other countries in the world face. The United States is a hopeful destination for many people,
and is already home to many immigrants — both documented and undocumented. In the 2016 election cycle, Donald
Trump made radical promises of mass deportations and a border wall between the United States and Mexico. Though
some of his campaign promises haven’t been realized, the administration has supported a policy of arresting and
detaining as many undocumented immigrants as possible. ICE’s budget for detention and transportation alone is over
$3.6 billion.
In 2017, Tom Woman, Trump’s first head of ICE, told Congress, “If you’re here illegally, you should be afraid.”

• 436 is the average number of daily immigration arrests that
took place between February 2017 and September 2018,
including immigrants with no criminal record (averaging 139 of
the 436 arrests). This number is up by 300 from 2016 statistics.
• 44,631 was the average daily population of people in ICE
custody, as of October 2018. an apparent record. That’s
an increase from 34,376 in 2016, the pre-Trump record for
detention.
• 2,737 was the official count of children separated from their
families under the Trump administration’s “zero tolerance”
policy, as of July 2018.
• 14,056 was the number of unaccompanied minors in
government custody as of November 2018, up from the
monthly average of 9,000 in 2016. Unaccompanied minors
spend an average of 59 days in custody before being placed
with a sponsor (as of September 2018), up from the 2016
average of 35 days.
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Getting to Know

ROSALIND

“WIT, MIRTH,
AND BEAUTY”
1600—1899

“How contemporary
[Rosalind] is! She did
not fold her hands and
await the pleasure of
circumstances. She was
no patient Grizel, virtuous
only in compliance. She
was that modern type, the
woman of direct, brave,
and intelligent action.”
— Actress Viola Allen,
1916

Although popular belief holds that As You Like It was performed for the opening season
of The Globe Theatre (1599-1600), there is no actual record of a performance during
Shakespeare’s lifetime. If it were staged at The Globe, boy actors would have played Celia
and Rosalind. Rosalind would have invited a particularly complex interpretation. Crossdressing as a man would have drawn attention to the boy playing the role, and certain
moments, such as Touchstone asking the cousins to swear by their beards, might have
been especially metatheatrical.
1723 marked the first recorded performance of As You Like It, a radically altered
adaptation called Love in a Forest. Charles Johnson kept the original play’s basic plot
structure, but removed many of the characters (Touchstone, most notably) and inserted
speeches and characters from other Shakespearean plays. As Orlando declared during the
Prologue, the goal was to “tune the sacred Bard’s immortal lyre; The scheme from time
and error to restore, and give the stage from Shakespeare one play more.”
Ever since As You Like It returned to the stage in its original form later in the 18th
century, its stage history has been a series of notable Rosalinds. With more lines than any
other female Shakespearean character and plenty of quippy dialogue, the role became
paramount for great stage actresses from the mid-18th century on. These early Rosalinds
embodied Victorian feminine ideals; Ganymede’s image was not meant to obscure the
womanly form or character, but rather reveal the delicate and charming ideals hidden
beneath the disguise. This interpretation of the role was embodied most succesfully in
Helen Faucit, whose Rosalind was described by one critic as “full of wit, mirth, and beauty.”
When she delivered her final lines, she experienced “the involuntary rushing of happy
tears to my eyes, which made it necessary for me to turn my head away from Orlando.”
Other actresses delved into the character with humor and nuance. Dorothy Jordan, one
of the earliest successful Rosalinds, was once described as “a spirit of fun, that would have
outlaughed Puck himself.” The 19th century actress Charlotte Cushman was praised for
her ability to embody Ganymede; one critic said that “Her mind became masculine as well
as her outward semblence,” retaining “those outward and visible symbols of the stronger
sex.” The most controversial 19th century Rosalind was easily Sarah Siddons, the famous
tragic actress who tackled Shakespeare’s comedic role in a dramatically untraditional
manner. Siddons approached gender with abivilance, refusing to compromise the text with
boyish impersonation, even choosing gender-neutral clothing for both roles instead of the
traditional breeches for Ganymede.

Dorothy Jordan
by John Hoppner, 1801

Ada Rehan
by John Hoppner, 1890

Lily Langtree
1893
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Getting to Know
“DANGEROUS
LOVE”

ROSALIND

20th cenutry —
Present

20th century Rosalinds experimented even more with sexuality and upending gender
norms. In 1936 Michael Redgrave played a young Orlando wooed by a much older Rosalind,
Edith Evans. As Redgrave described Evans, “As Rosalind, she was less than expressive.
But when she changed into a boy her whole being seemed transformed. It was not that
she looked in the least like a boy...But nothing mattered except her spell.” Twenty-five
years later, Redgrave’s own daughter, Vanessa, starred in a Royal Shakespeare Company
production that turned traditional productions on their heads. Ian Bannen’s Orlando grew
attracted to and wooed the “male” Ganymede rather than the woman that Ganymede
pretended to be, thereby complicating the story, and perhaps, according to some scholars,
closer to its author’s original intention.
Director Clifford Williams staged an all-male version of the play in 1967, one year before
the legalization of homosexuality. Declan Donnellan Cheek directed another all-male
production in 1991, in which Adrian Lester’s Rosalind’s attempts at being macho resounded
on a particularly humorous level. Lester reflected that “People said I looked most like a
woman when I was playing Rosalind trying to look like a man. When I stopped trying to
look like a woman, I looked most like one.” Donnellan compared his casting to Japanese
Kabuki theater, also solely performed by men, in which the actors play women but are also
“suprememly the creation of make-believe,” depending on the audience’s willingness to
accept what is obviously unreal.
The millenium brought forth an array of emotional, nuanced Rosalinds. Victoria
Hamilton’s portrayal at the Sheffield Theatre in 2000 emphasized the herione’s maturation,
both as young woman as well as a lover, “not just a real physical charge to the love
dialogues,” as one critic wrote, “but a genuine suspense.” In the same year, Alexandra
Gilbreath’s Royal Shakespeare Company performance was lauded by critics, one of whom
remarked that “it was as if she had been brought to the edge of the magic forest called
dangerous love and then not been encouraged to go any further.” In 2003, Nina Sosanya
became the Royal Shakespeare Company’s first black actress to take the part. Described as
boyish, savvy, and quick-witted, the Arden edition of the play argues that she was actually
“too good at acting a boy to be able to simultaneously act a woman.”

Vanessa Redgrave
1961

Helen Mirren
1978

Adrian Lester
1991
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A Brief

SYNOPSIS

Image: A painting of Act
III, scene ii by Frederick
William Davis, 1902

As the play opens, Orlando, the
youngest son of Sir Rowland de Boys,
is relaying his life’s troubles to Adam,
his servant. His eldest brother, Oliver,
refuses to educate him or provide
the inheritance promised after their
father’s death. Oliver inexplicably
hates his younger brother, and
tells the court wrestler Charles to
be merciless with Orlando during
their upcoming match. Oliver and
Charles also discuss how the good
Duke Senior has been deprived of his
dominions by his younger brother,
Frederick, and has taken to the idyllic
Forest of Arden with a few faithful
courtiers.
The next day, Rosalind, Duke
Senior’s daughter, and her best friend
Celia, Duke Frederick’s daughter,
watch Orlando surprisingly win the
mismatched wrestling competition,
and Orlando and Rosalind fall in love at first sight. Soon after, Duke Frederick banishes
Rosalind from his court. She and Celia decide to seek Duke Senior in the Forest of
Arden, Celia disguised as a peasant girl, Aliena, and Rosalind as a boy, Ganymede. They
and the court jester, Touchstone, arrive at the forest and buy a small cottage from
Corin, an elderly shepherd. There, they learn that Orlando and Adam, fearful of Oliver’s
plot for revenge, have also fled to the woods. Back at court, Duke Frederick orders
Oliver to search for Orlando, Rosalind, and Celia.
Orlando meets Duke Senior and his merry men, all of whom are delighting in their
exile, aside from the melancholy Jaques. As winter turns to spring, Orlando begins
decorating the forest trees with love poems to his secret love, Rosalind. However, when
he accidentally meets her in the forest, he is fooled by her disguise. Rosalind, on the
other hand, takes advantage of her situation and offers to cure him of his love-sickness
by “pretending” to be Rosalind and allowing him to court her.
Meanwhile Touchstone courts the country maid, Audrey, and the young shepherd
Silvius’ romantic pursuit of Phoebe is stilted by Phoebe’s enamoration with Rosalind’s
alter-ego. Oliver meets Rosalind and Celia, explains that he has reformed his ways after
his younger brother saved him from a lion, and instantly falls in love with Celia. The
various exiles and lovers begin to gather in the forest; Rosalind leaves them, promising
she will return tomorrow and satisfy everyone, including the deluded Orlando and
Phoebe.
True to her promise, Rosalind returns and eventually reveals her true identity to
Orlando. By the play’s end, all the love affairs are happily resolved. The multiple
weddings of Orlando/Rosalind, Oliver/Celia, Touchstone/Audrey, and Silvius/Phoebe are
presided over by Hymen, god of marriage; and, finally, in the midst of the celebrations,
the newlyweds learn that Duke Frederick has repented and has restored all possessions
and estates to their rightful owners.
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An Actor’s

Perspective

Lisa Danielle Buch is excited and honored to work with National
Players Tour 71! Previous credits include: Regional: The Taming
of the Shrew (Kate), A Midsummer Nights Dream (Snug); New
York credits: Simple Math at the New York International Fringe
Festival (solo show: self). Lisa also just completed narrating
her first audiobook. Collegiate Theatre: Failure: A Love Story
(Gerty), Middletown (Librarian), Machinal (Young Woman)
Education: BA Psychology (Michigan State University), MFA
Acting (Ohio University). Lisa is a former competitive swimmer
and you will often find her in a pool (or some other body of
water)! Pronouns: She/Her/Hers.
When did you first read or see As You Like It? What were your impressions of the play and of the character Rosalind?
I first read As You Like It when I was preparing to use one of Rosalind’s famous monologues from the play for audition
purposes. This was back in 2013, I think. I worked on the monologue for a little over a year and used it for auditions,
so I got to live in it for a little bit of time, but then I moved on to other audition monologues because I wasn’t sure if
it ‘showcased’ me the best (I was trying to get into graduate school for acting). I think my first impressions were a tad
shallow compared to my perspective now, having grown into myself more and passing through more life experiences.
I first saw her as someone opinionated (which she certainly is) but to describe someone only as opinionated doesn’t
really get to the heart of who a person is. I also saw her as someone that “knew better” than Phoebe and Silvius, and
again, there is more in it than that.
Did you do any specific research before jumping into the role?
I bought a specific edition of the play called the Everyman, which has detailed notes and explanations of foreign
phrases and meanings. It’s one of my favorite kinds of editions to reference. I also had a long talk with one of my
mentors/Shakespeare acting teachers from grad school, who had actually directed the play before, and I got to hear
some of her perspective and take on certain moments. I also watched two films: one is an actual film adaptation
made of the play which helped me fill in a lot of blanks that I couldn’t understand on the page, and the other was a
filmed stage Old Globe production in London.
How did you physically and vocally discover her?
The words and vowel sounds in this archaic text always guide me. If there is an open vowel sound, I play with it, because Shakespeare wrote that as a cue for actors. Also, the clothes and shoes make you move differently, which helps
guide the movement. How I move is different in high heels versus boots, a dress versus pants and a jacket.
What have you discovered about this character that you found most surprising?
She gets herself into trouble, and she is reluctant to go back to her female role, rather than just telling Orlando
immediately who she is. Discovering why was definitely a surprise. It’s not given in the text, I’ve had to mine that
information for myself. Also, how much Rosalind discovers about herself by assuming the role of Ganymede and that
the real Rosalind is closer to Ganymede than Rosalind in the court, pre-Ganymede.
What is your favorite part about playing Rosalind?
Putting myself in a position (Rosalind becoming a man) that gives myself license to do and say things I wouldn’t ever
say. I know there are ways I would probably act differently if I were to walk around as a man and assume a man’s
name.

(continued on next page)
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If Rosalind existed in contemporary times, what do you think she would be doing?
I think she would be president of a country or prime minister. She has that kind of mind and that desire to lead.
What is her biggest strength and weakness?
She’s often the smartest person in the room. She can get too ahead of herself, and, I suspect because of the entitlement that can come with that kind of power that comes with being a man, she meddled into Silvus and Phoebe’s
business. Even though she’s right, she probably shouldn’t have done that, especially since it created a problem! But,
it did eventually bring Silvius and Phoebe together, so who knows if it was truly a bad thing…
What about As You Like It still resonates with performers and audiences today?
Whether it’s stepping out of your expectations in regard to gender, job, or other type of role that has been assigned
to you (like the geek, the popular girl, etc.) remember it is all arbitrary and relative. Stepping into another role’s
shoes/assuming some other role can totally change you -- whether it’s becoming a man, or a dancer, a leader.
What do you hope students get from our production of As You Like It? What message do you hope they receive?
That you can lose everything- whether it’s getting your heartbroken and starting over, or being separated from your
family, or be in some kind of dire circumstance that forces you to be on your own and to totally change your mode of
life; while terribly difficult, it is an opportunity for you to grow and change. Also, don’t be limited by your gender or
societal role, or any role that is ‘expected’ of you.
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A Designer’s

Perspective:
PATTI KALIL

SCENIC DESIGNER

A Brazilian native, Co-Founder of Pointless Theatre. Pointless
Credits: Sleeping Beauty (Set), Cab Calloway’s Minnie the Moocher
(Set/Puppets), Canterbury (Set/Puppets), Mark Twain’s Riverboat
Extravaganza (Co-Set/Puppets), Hugo Ball: A Super Spectacular
Dada Adventure (Set/Puppets/Costumes). Additional design
credits include: Not About Nightingales (Puppets, Howard
University Dept. of Theatre), Forum Theatre: Pluto (Props), Agnes
Under the Big Top (Props), The Illusion (Props) and Mad Forest
(Props), CulturalDC Source Festival (Props), The Invested (Props,
Off-Broadway). She holds a B.A. in Theatre Design and Stage
Management from the University of Maryland, College Park and is
a graduate of the Juilliard School Professional Internship Program
in stage properties. Patti is currently pursuing her M.F.A. in Studio
Art at MICA.

What are a set designer’s main responsibilities?
A set designer’s main responsibility is to create a visual vocabulary for storytelling. Alongside the director and
the rest of the design team, our goal is to enhance the narrative of the play, and bring to life the world of each
character we engage with. Whether by means of architectural structures or symbolic use of color and textures, the
set design can give context to a character’s background and environment. Often, the set becomes an audience’s
first clue into the world of the play, and allows for storytelling to occur even in the absence of actors and text.
As other design elements are introduced, such as costumes, lighting, props and sound, the set remains as the
structural and visual backbone to the piece and its characters. Because theatre is highly collaborative, each element
of design is only as good as the communication among its designers and director. With that in mind, one of the
most important parts of set design is learning to listen to the rest of the creative team by keeping communication
fluid and remaining open to new discoveries with every meeting and rehearsal up until opening night.
How would you describe the National Players’ aesthetic?
National Players have a unique aesthetic, requiring a more flexible, practical and creative approach to design that
can tour year round. Knowing our actors are also building and striking scenery on a daily basis, the need for smart
and versatile structures is essential. The goal is to create a strong tool box of design elements that can elegantly
shift and adapt into three different worlds. Structures need to be functional and utilitarian while also specific, vivid
and visually compelling to audiences. This challenge allows for a unique aesthetic that prioritizes function and
requires the creative team to maximize storytelling with simple yet bold design gestures.
How is the collaborative nature of National Players unique?
National Players is extremely collaborative. One of the most unique parts of this experience has been creating a
design in which actors will be their own crew and technicians. It takes an extremely unique and multi-disciplinary
group of artists that can perform and also install their own scenic and lighting elements. As designers, we rely
on our troupe of actors to be our eyes and ears on tour, helping maintain everything from costume fixes to paint
touch ups. Knowing our actors have such high demands as performers and technicians, we must work together as a
group of artists and collaborators to really make sure we are mindful of expectations and practicality of each design
element. There is no better way to create bold yet practical choices onstage than to really listen to each other and
allow designs to evolve as discoveries are made in rehearsal, allowing for a truly unique collaborative experience as
artists.
Can you walk us through a brief timeline of your design process?
The first step is to sit down with the director and get a sense of concept and vision for the play. No matter how
many times a play has been performed, each director brings a unique vision to the piece,. It is imperative as a
designer to get a strong grasp of what our take on the story and characters are for our particular audience. The
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second step is usually acquiring research images to inspire and make sure that the design team and director are
on the same page about aesthetics, form and function. We discuss color, texture, proportion and overall desired
tone of the show. Once the research is approved as a backbone for design, I begin to design and play with specific
structures and their general lay out on stage. With each new draft of the set design, the director filters what works
and what may feel extraneous. Together we settle on a set that hopefully brings to life an inspired environment
with strong stage compositions as we add other design elements into the world.
What is the research process like for scenic design?
Research for set design prioritizes tone, color and texture. Because the set must also be a strong canvas for other
design elements such as costumes and lights, the research often needs to reflect all departments to help directors
visualize the full world of the show. In early concept meetings directors tend to give key words as their own
inspiration for the piece. The challenge is to decipher those words and breakdown what they mean visually. The
research process can be extremely diverse and playful for set design. We challenge the world of architecture to go
beyond physical structures and enter a more symbolic world of color, texture and stylized proportions. And with
that, there are no longer rules or limitations as to what can really inspire a design.
If I want to be a set designer, what skills should I work to cultivate?
A great set designer is a master of many trades because each play opens up a different aesthetic and history unique
to its characters. Skills such as painting and drawing are imperative to your process as designer because it allows for
you to help yourself and others visualize your ideas. Being able to translate text and dialogue into visual imagery is
important. Having those skills to present an idea on paper is key to being able to communicate with other artists.
Experiment with color and sculpture. Acquire a strong sense of architecture and theatre history. Most importantly,
our job is to be limitless in our imagination and engineering. Learn to listen well to others and keep a creative open
mind to new ideas.

To the left: a model of
the As You Like It set.
Below: a research
image.
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Before You Watch
Theatre Etiquette

Coming to the theatre involves a more active form of participation than other
types of entertainment, such as film or television. Theatre is a two-way art form:
the performers and audience feed off each other, so the more energy coming
from the spectators, the greater the experience will be for everyone. That said,
a certain degree of respect and decorum is necessary for the actors to perform
their very best. This etiquette guide is designed to help you enjoy this artistic
experience as much as possible, whether this is your first or fiftieth time watching
a live performance:
DO respond to the onstage action with applause and laughter. Performers feed off your energy, so feel
free to engage with them as much as possible.
DON’T speak aloud or whisper to your neighbor during the show; there will be plenty of time for discussion after the performance, and you run the risk of distracting the actors from their work.
DO turn off your cell phone and similar devices before the performance begins.
DON’T check your phone during the performance. Even if you have your device on silent, the bright light
can be a distraction for the performers.
DO use to the restroom before the performance. If you must leave the theatre in the middle of the
show, be as quiet and respectful as possible.
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ACTIVITY:

Identifying Your Own
Speech Patterns

OBJECTIVE:

Students will be able to identify patterns in Shakespeare’s verse. Students will be able to
recognize formal versus informal writing styles. Students will be able to connect Shakespearian dialogue to their
own style of speech.
SUGGESTED GRADE LEVEL: 7 - 12

SUPPLIES NEEDED: “Identifying Your Own Speech Patterns” worksheet (see appendix), writing utensils, sound
recorder (optional)

1. Explain the difference between stressed and unstressed when it comes to Shakespearian language, identifying
the different patterns of speech, emphasizing that Shakespeare’s verse was meant to imitate real speech
patterns.
2. One of the tools many actors use when preparing to perform Shakespeare scansion, or analyzing the text
using symbols to identify stressed and unstressed syllables. One pair of symbols that can be used are a slash (\)
for stressed and a u (U) for unstressed. Demonstrate these marks on a simple two-syllable word, like “Hello,”
“Skylight,” or “Complete,” and indicate what that word would sound like if the markings were reversed.
3. Distribute the “ID-’ing Your Own Speech Patterns” worksheet to students. Read the sentence at the top of
the page naturally, and have students mark the syllable-divided version with which are stressed and which are
unstressed.
4. Either distribute recording devices to students or divide them into pairs. Have them answer one of the four
suggested questions (or another one of your choosing), either into the recording device or with the partner
transcribing their answer.
5. Have students mark up the transcript with their pattern of speech, noting where they stress syllables and
where they do not.
6. Students can trade transcriptions and attempt to mimic each other’s speech patterns, noting where individual
idiosyncrasies differ from what comes naturally to them.
7. Repeat with other questions, if desired. Introduce other elements, such as speaking with an accent,
whispering, or speaking to someone far away or over the phone, or in a whisper. Identify where the stresses fall
throughout these speeches.
8. Ask if any student’s speech is falling into more formalized patterns. Do any of them have a lot of iambs or
trochees? Who is the most rhythmic in their speaking? Who is the most erratic?
9. Ask students what effect they think writing in a formal style with rules for stressed and unstressed would do
to the style of dialogue. What does that do to the sound of the lines? How would it affect the actors’ process?
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ACTIVITY:

Breaking Social
Expectations

OBJECTIVE:

Students will use their actor’s imagination to learn about societal roles and how they guide our
lives through the story and characters of As You Like It by examining Jaques’ famous “All The World’s a Stage”
monologue to Duke Senior in Act II, Scene IV.

SET THE SCENE

Read Jaques’ “All The World’s a Stage” monologue from Act II, Scene IV.
• How are “all the men and women merely players”?
• How do they play “many parts”?
• What are the expectations imposed on people at certain stages of their lives? (i.e. get married, get a job, go
to school, etc.)

CLASSROOM CONNECTION

Bridge between the opening and the activity by contextualizing it to whatever your specific classroom is talking
about:
• English Classes can compare As You Like It to other stories they’ve read/seen. How do characters in other
stories they’ve read conform or break out of their expected social roles?
• Social Studies/History classes can look at figures in history who lived lives/ were leaders in fields/
accomplished achievements which lay outside the traditional expectations for their gender or family?

ACTIVITY

What are societal roles?
Have students write down a list of roles they play:
• Can include…
• Gender
• Relation to parents (oldest daughter, middle step-son, etc.)
• Relation to siblings (older brother)
• Family responsibilities (Sunday lawn mower)
• Interests (Soccer Player, Painter, etc.)
• Example: self
• Sister
• Middle Daughter
• Girl
• Family Dog Walker (on Mon, Wed, and Fri)
• Dinner Table Setter
• Basketball Player
• Poet
• Singer
• Have students reflect on how they perform each of the roles they’ve written down in daily life. How do
they physically perform these roles? How do all of these roles combine to create the person they actually
are?
• To further students’ understanding of how they physically perform their own roles in daily life, try having
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•

•
•

•

students walk around the classroom for about a minute being aware of how they physically perform their
roles in daily life. Do the roles they play in daily life impact how they walk/physically move through space?
Now, change It up a little – write some roles for another person who is not yourself.
• Character:
• Boy
• Son
• Little Brother
• Tap Dancer
• Hockey Player
• Class Clown
• Laundry Folder
Now, have students reflect on how they might perform the roles they’ve written down for their character.
How would these roles combine to create this character? How would they physically perform these roles?
Now have students walk around for about a minute being aware of how they might physically perform
these roles in daily life if they were this character. Would it affect how they walk? How does this character’s
actions and walk differ from themselves? Do the differences in societal roles for their character and
themselves cause them to move differently?
(If you have time, have students write out an Objective, an Obstacle (whatever is keeping them from
achieving their Objective), and a Tactic (how are they are going to work around their Obstacle to achieve
their Objective). Have them use their Objective, Obstacle, and Tactic to write out a three sentence (or
more) mini monologue as their character which they can share with the class.)

DEBRIEF: DISCUSS
•
•
•

Between yourself and the character you created, how did you perform your roles? Did it affect how you
walked, spoke, laughed, thought, interacted with others, etc.?
How has this experience of performing these two “characters” (yourself and the one you created) informed
your idea of societal roles and performance?
Are your roles in society/life permanent? Can they change?

THEATRE CONNECTION

After debriefing as a class, discuss how this activity connects to the National Players and their production of As
You Like It:
• Take another look at the first questions about Jacques’ “All the World’s a Stage” monologue:
• How are “all the men and women merely players”?
• How do they play “many parts”?
• How can this activity be useful as an actor or director?
• How does this activity help contextualize understanding of the events of the play?
• What do you think As You Like It teaches us about societal roles?
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