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0 —INTRODUCTION

The purpose of developing this paper is to witneg$erent aspects of
Shakespearean comedies. This paper is dividedhntée main parts: 1) Shakespearean
Comedy (general definition, conventions and charéstics), 2) Stereotypes in
Shakespearean comedies, and 3) Characterizatictuees, hairstyle, make-up and
voices). As most of the attention has been focusethe last part, it can be said that
this essay deals with the subject matter of howradtars are described in

Shakespearean comedies.

First of all, after the first collective paper,ceanember of the group wrote an
individual paper on one specific character froneéhdifferent Shakespearean comedies:
“Comedy of Errors”, “The Taming of the Shrew” an8l Midsummer Night’s Dream”.
Therefore, another purpose of this second collegbiaper is to use the descriptions of
those characters that have been analyzed in gtarfaividual paper in order to enrich
the first collective paper. This task will be cadiout in the following way: a deeper
analysis of the characters will be performed logkat aspects such as comicity of the
character, which stereotype s/he is, the clothasstiyle and make-up that s/he wears
and the voice that s/he normally uses when theackaris performed. As it can be seen,
those aspects were dealt with in the first colecpaper, and what it is being done is
introducing this new information into this secorallective essay.

As far as the structure is concerned, nearly #meespattern will be used apart
from including eight different examples in a sectaalled “Application”, which will be
a compendium of those specific character descrptimentioned before. This section
will close each of the three main parts which majehe whole essay.

Moreover, it has been added some of the aspeatsth only present during
the oral presentation in order to explain theirction and connection with the written
material. It must be said that our group contengslahe oral material different to the
written material, but without forgetting their caation. In addition to this, a great

effort will be made to present an original and dyiraoral presentation.



Finally, one of the most decisive factors thatéhbeen taken into account for
this second essay is the importance of the homagesred the avoidance of repetition
throughout all the paper. Great effort will be madeachieve this goal, just to avoid
writing an essay formed by different individual fsalbut writing one that functions as a

whole.



1 - SHAKESPEAREAN COMEDY

1.1 - Defining the terms “comedy” and “humour”.

First of all, in order to develop this paper takia close look at the concepts of
comedy and humour is required and therefore seaydhe dictionaries to see what the

definitions for these terms are will be very useful

According to the Wikipediagomedy has a classical meaning (comical theatre)
and a popular one (the use of humour with an intemtrovoke laughter in general). In
the theater, its Western origins are in ancienté&e Tragedy is a genre characterized
by a grave fall from grace by a protagonist havimgh social standing. Comedy, in
contrast, portrays a conflict or agon (Classicaleggkdy«v) between a young hero and
an older authority, a confrontation described byrtdoop Frye as a struggle between a

"society of youth" and a "society of the oftl".

The word "comedy" is derived from the Greekioidia, which is a compound
either of kwuoc (Classical Greekkduoc) (revel) and widos (singer), or of kwun
(village) andwidog: it is possible thakwuog itself is derived fromwuy, and originally

meant a village revef?

Amongst its styles, the Black comedy, the SalieeParody, the Political Satire,
the Adage, Irony or the Alternative Comedy caroned.")

For the Oxford English Dictionary, comedy shouéhklstage-play of a light and
amusing character, with a happy conclusion to i@t.pSuch are the comedies of the
ancient Greek and Latin writers, and of the modstage. But in the Middle Ages the
term was applied to other than dramatic composgjotine ‘happy ending’ being the

essential part of the notiof?)

(2) http://en.wikipedia.org/wiki/Comedy

2) http://dictionary.oed.com/




As it can be seen, the use of humour or, at le@stttempt to achieve it is an
essential part of the comedy. Therefore, it is asagy to define the term humour.

Trying to find a clear explanation, it has beenniduhe wikipedia saying that
Humour (also spelled humor) is the ability or qtyalof people, objects, or situations to
evoke feelings of amusement in other people. Tha Bncompasses a form of
entertainment or human communication which evokes $eelings, or which makes

people laugh or feel happy.

The origin of the term derives from the humoratmi@e of the ancient Greeks,
which stated that a mix of fluids known as humoewmatrolled human health and

emotion.

A sense of humour is the ability to experiencedwrma quality which all people
share, although the extent to which an individuall wersonally find something
humorous depends on a host of absolute and relatar&ables, including, but not
limited to geographical location, culture, maturitevel of education and context. For
example, young children (of any background) patéidy favour slapstick, while satire
tends to appeal to more mature audien€®s.

Some claim that humour cannot or should not beagxed. Author E. B. White
once said thdtHumour can be dissected as a frog can, but thegtklies in the process
and the innards are discouraging to any but the epscientific mind."Another
explanation is thahumour frequently contains an unexpected, ofterdesudshift in
perspective. Nearly anything can be the objechisf perspective twist. This, however,
does not explain why people being humiliated antbally abused, without it being
unexpected or a shift in perspective, is considénady.Another explanation is thahe
essence of humour lies in two ingredients; thevaatee factor and the surprise factor.
First, something familiar ( or relevant) to theudience is presented. ( However, the

©) http://en.wikipedia.org/wiki/Humor




relevant situation may be so familiar to the audenhat it doesn't always have to be
presented, as occurs in absurd humour, for exampl®m there, they may think they
know the natural follow-through thoughts or conatus The next main ingredient is the
presentation of something different from what thdi@ance expected, or else the natural

result of interpreting the original situation indifferent, less common way).

When looking at the Oxford English Dictionary, thmatter turns out to be not
that clear. Therefore, it can be found many diffiém@eanings for the term, going from
Any fluid or juice of an animal or plant, eithertagal or morbid. (Chiefly in medieval
physiology; now rare§?, the greek concept of body fluidén ancient and medieval
physiology, one of the four chief fluids (carditaimours) of the body (blood, phlegm,
choler, and melancholy or black choler), by theatide proportions of which a person's
physical and mental qualities and disposition weeéd to be determine) and finally
getting to the one of major interest whichTisat quality of action, speech, or writing,
which excites amusement; oddity, jocularity, fametness, comicality, fun. Also the
faculty of perceiving what is ludicrous or amusirg, of expressing it in speech,

writing, or other composition; jocose imaginationteeatment of a subjecf)

1.2 - Comedy conventions.

Along this part, the main goal is to comment tleenedy conventions and,
specially, Shakespearean comedy conventions. Midrée also an analysis of what
differentiates comedy from other genres such tragedstorical plays... The intention
is to demonstrate that a comedy, usually, has afseles that are important to follow
in order to create the atmosphere and emotionadlstapes necessary to make people
laugh. Because that is the main goal of a comexlynake people laugh so much, that
they forget their real problems for a while. Howeubere are other aims such as social
criticism, and comedies can also be used for ditgetrposes since each comedy can
be seen as a lesson to be applied in human lives.

©) http://en.wikipedia.org/wiki/Humor

4)

http://dictionary.oed.com/




When an author is writing a comedy, he must knloat there are a set of rules
that he must follow, because, indeed, those corwesitules are what the audience is
waiting for in order to start laughing. However e authors prefer to break down
those rules and shock the audience. Neverthelemmedy itself has a set of
conventions, which are less strict, than other ggnAccording to John Morre&l|
these are the main differences between tragedyamedy: He claims and defends the
high tolerance that comedy has with chaos, differemdings, different types of
heroes... He states that tragedies are, somehowintesssting than comedies, because
there is no point for ambiguity: everything is gaardbad; all the events are solved with
violence and death and characters tend to be nsyahplogically flat®

1.3 - Features of the Shakespearean comedy.

Traditionally, the plays of William Shakespeare édeen grouped into three
categories: tragedies, comedies, and histories.eSmitics have argued for a fourth

category, the romanc®,

Shakespeare did not invent himself the comedy eotons. He maybe gave
them a new breath, but he adapted these converitiomsthe Greek-Latin theatre.
These conventions have been used by authors $irnoe dnd they have been repeated
again and again in order to make people laugh.

Main Shakespearean comedies’ conventibage:

®) “Comedy, Tragedy, and Religion”, Albany: State U oNew York P, 1999.

©) “Characteristics of Tragedy & Comedy”, Philip Mitch ell.

@)

http://en.wikipedia.org/wiki/Shakespearean comedies

®) “Types of Drama / Plays: Comedy”, Dr. Eric W. Trumbull.



« A struggle of young lovers to overcome difficultyat is often presented by
elders.

« Separation and unification (reconciliation and feegess).
« Aclever servant.

« Mistaken identities.

« Heightened tensions, often within a family.

« Multiple, intertwining plots.

- Frequent use of puns.

« Suspension of natural laws.

« Contrast between social order and individual.

« Turning the basis of things upside down.

« The element of marriage.

« A *happy ending”.

It is also important to mention that it is assurttestt Shakespeare learned how to
organize a comedy plot from the readings of thenLedmedies of Terence and Plautus
(they were much studied in Elizabethan schools)s Tike-act structure moves from:
1- Exposition: A situation with tension or impliabnflict; 2- Rising Action: Implicit
conflict is developed; 3- Turning point: Conflickaches height; frequently an impasse;
4- Falling Action: Things begin to clear up; 5- Chrsion: Problem is resolved, knots
untied. As it can be observed, although the plihts, characters, the events... may
change, the basis and the structure of a comegyaptaalways repeated. For example,
most of Shakespearean comedies end with the corufefarriage” (which is a
symbol of union). Marriage is also a symbol of timroming and the future; it is the
total union of the purely personal element, seati@hction and romantic love. Whereas
tragedy’s focus on the individual makes death @@ral fact of life, comedy insists in
the process of love, sex and birth as a metaphbfeofontinuity and procreation. Life

goes on after the play ends, characters do natritiehey share their lives togetH@r.

9
©) “Shakespeare’s Plays: Comedy/ English 339: Introdu®mn to Shakespeare”, Debora B. Schwartz.



The plot is very important in Shakespeare's coesedihey are often very
convoluted, twisted and confusing, and extremely hha follow. Another characteristic
of Shakespearean comedy is the themes of loverami$hip, played within a courtly
society. Songs often sung by a jester or a foadlfgrthe events of the plot. Also, foll
and stock characters are often inserted into tbie'{

Furthermore, the major genre that Shakespeardagpede throughout comedies
is the romantic comedy; all Shakespeare’s comedaliesdriven by love. Love is the
most important thing in all his comedies; all thbstacles presented to love are
overcome, conflicts are resolved and errors argiven, in a typical end of
reconciliation and marital bliss at the play’'s @osAs one of the most important
characteristics of comedies is the concept of f@ngess, there is no matter how wrong
the events were going along a play, because artiethere must be a happy ending, in
where reconciliation and union are the basic points

Maybe, all those assumptions seem to be contmaglicOn the one hand,
comedies must be a progression of chaos, disoed@ggeration... and, on the other
hand, a comedy must follow a certain structure thaotally necessary to develop the
play. Somehow, the important aspect, and the nmbstesting, one of a comedy is not
the ending which is merely the same along all 1agg, but the development of the play

itself.

1.4 - Application.

This section tries to demonstrate whether some &dplarean comic characters
follow the conventions that have been mentionedneefln this way, comicity in the

characters and its reasons will be analyzed.

(10) http://www.springfield.k12.il.us/schools/Springfietl/eliz/Shakcomedies.html




1. ANGELO (Err)

The comicity in this character comes from the asidn he is involved in. The
mistake is produced when a gold chain ordered byEfphesian Antipholus is given to
Antipholus of Syracuse by the goldsmith Angelo. Thenic situation comes when this
character asks for the money the gold chain casthe wrong twin brother. This
contributes to raise the dramatic tension of tleeyssince the identity mistake is at the
beginning a funny matter but with the inclusiontbé gold chain and the money it
becomes a legal matter. So, at this point the lao#horities get involved in the case
and Antipholus and Dromio of Ephesus escape toAtitey where the mother of the
twins and wife to Egeon unties the knot.

2. BALTHAZAR (Err)

The main feature that Shakespeare uses to creatieigothrough Balthazar is
the introduction of a situation with tension or imp conflict. When Antipholus of
Ephesus arrives home he encounters with the cacticadof not being allowed to enter
his own house. The use of the illogical, a greatowmh of confusion, and the
contradiction in the story are the main techniquesd to create comicity. This feeling
of confusion used to create comicity is amplifigdtbe appearance of other characters
such as an officer, other merchants, a goldsmite, Duke of Ephesus and a jailer

among others who are also in error.

The exaggeration also plays an important role i@ $keene. Antipholus of
Ephesus wants to break the door or even pull itrdbut it is Balthazar who convinces
him for not to do so. The audience of the play keavhat is really happening in the
story, why Antipholus is not allowed to enter hsuke and the role of Balthazar as the
character who calm the tense situation and ava&gdssibility of discovering the error.
By discovering the error the comedy would have aficgate ending, so that is also

one of the key facts that makes Balthazar so irapart

The audience understand which the real situaticgaoh one of the characters is
while the characters in the story do not. This matvnakes the story a comedy, what

makes it so funny, the confusion and the compligiityr the spectators.



Balthazar functions as one of the characters whmdnce the main conflict
which will be developed until it reaches a turnimgnt and finally things become to
clear up.

3. SLY (Shr)

Christopher Sly is poor tinker and a drunken maeogke always laugh at
drunken people because they always say ridiculongs and they are not aware what
is going on around themselves. As a drunkard,dhguage he uses and the actions he
does create a comic atmosphere in the play. Hisotissmic words towards other
people and his use of wrong references for the tevand people also make the
audience laugh. He is the main character of a poketiced by a nobleman and his
servants. While the lord, the servants, the plageestricking him, the audience also
enjoys this comic situation. Actually he is a t@gnic character. The audience laugh at
him because when he sees the luxury conditiongrendervants saying that he is a rich
lord he can easily believe that he is really a.lgkt the beginning he is a little bit
confused and he starts to question his situatiah)dter on he adapts himself into his
new life as a lord, and when he is said that heahase, he is so surprised that he wants
to make sexual relation with her. However, the ende can also feel pity for him

because he is being ridiculised and exploited byothers.

4. GREMIO (Shr)

One of the main aspects that make Gremio a colmécacter is his natural
foolishness. People tend to laugh at other peopie ave intellectually inferior and do
not behave in a logical way; that is the reason whgracters such as Lucentio or
Grumio make fun of this old foolish man, for instan The audience can find Gremio
funny because they do not understand that comrgd@stin Hortensio when they are
supposed to be rivals; or it is also a comical esgigt he does not realise that Lucentio
is in love with Bianca. It can be said that he nsolved in a game of mistaking
identities in some way, since Lucentio pretendéoCambio (a Latin teacher) and
Gremio believes all this sham making Lucentio’s w@yget Bianca easier and showing

his foolishness openly at the same time.



On the other hand, other aspects such as Gremios way of criticizing
Katharina’s volatile temper, his desperate atteimpharry Bianca, his flattering attitude
towards her father Baptista, or even that ridical@alousy of anyone who could be a
threat for him in getting Bianca’s love could beseas comic qualities in the character

of Gremio.
5. HORTENSIO (Shr)
Hortensio is not the most comic character of “Thenihg of the shrew”.

Anyway, the main comic moment concerning Hortemmiours when Kate smashes the
lute to Hortensio’s head while he tries to teachsimtio her, as it can be seen in the

following pictures:

http://lwww.kimcarrell.com/production/hortensio.jpg

http://www.deptfordplayers.org/mstage/tsO4/prodstils/Hortensio.jpg

He appears in two of the most comic parts of thay:pthe first one in
Petruccio’s house, where Kate gets confused diRetaiccio’s strange behaviour; and
second, at the wedding, when Lucentio, Petruccib Hortensio try to show how they

tame their wives. In this respect, Petruccio isahly one who gets it.
6. PUCK (MND)

Puck freely admits to be “a shrewd and knavishtasprvho for the sake of
enjoyment mocks at humans. His mischievous spativgdes the atmosphere. What is
more important is that Puck’s capricious spirit,gneal fancy, fun-loving humour, and

lovely, evocative language permeate the comic gbimere of the play.



He seems to illustrate many of these contrastsdmtwhe earthy craftsmen and
the delicate fairies. Puck sees himself as a ngu@haster’ that plays with mortal
people as if they were puppets. He takes advardbhgee of humankind’'s weakness:
love. For Puck, love is just a funny thing in whichly stupid humans and other beings

fall into. For this reason, they provide him wittaaghing good time.

7. THESEUS (MND)

Shakespeare’s favourite love triangle is relatedh® constellation of father,
daughter and prospective son-in-law. In many playsmen are forced to make a
choice between the father and the lover."ArMidsummer Night's Dream”Hermia’s
father wanted his daughter Hermia to get marrie@®é¢metrius who comes from the
Athenian Royal family, instead of Lysander. Moregwaccording to Athens’ law, in all
families, fathers decide who is going to be theinghters” husband and daughters must
obey what their fathers decide. In this play, Hermgjects this, but Theseus is such a
wise man that he gives four days to Hermia to tlabkut the situation. Although there

are laws, he can make these laws flexible.

At the end of the act IV, the chaotic situationl@fers is solved by Puck and
Theseus invites all young lovers to his wedding. Heeseus and Hyppolita's wedding,
Bottom and his friends perform a play in front dif lavers. Shakespeare constructs
these stereotypes such as Theseus in order toadpasture of optimistic kings; even in
Comedy of Errors he does this with the characteDolke Sollinus. Both characters
have the power and right to do what they want. Temyld kill Hermia and Aegon if
they wanted, but they decided to give them a chalficbey had not had that chance,
they would have died in the first scenes of the/pland it would have been a tragedy
instead of a comedy. So, it can be observed thigtteadecision can change the whole
sense of a play, but one must remember that tHuseces are always related to time.
This can be seen in the period of 4 days which lielas been given to take a decision

on obeying his father or becoming a nun all he. lif

In addition to this, Theseus is also a good mdaolethe young lovers. He can
refine from this illusion with a little logic. Helr¢ Theseus and Hippolyta draw a picture

of more mature love.



8. SNUG (MND)

It is obvious that Snug is presented as a typioahic character. His function
during the play is just to make people start langhiShakespeare creates a character
that is not intelligent at all. He does not usecaam, irony or funny sentences to make
the audience laugh. However, the audience must thedhumour of this character
within the absurdity of the situation in which Isanvolved.

It must be taken into account that Snug isiaor character and almost all the
comicity of the play relies in other characterswents. Nevertheless, he is involved in
one of the three sub-stories of play and the fonatif this sub-story is really important.
He is one of the actors who is going to perfornframt of the Dukes of Athens: “The
death of Pyramus and Thisby”. He is the one whgoisg to perform the lion’s role.
One may consider all the preparation of the playthe play itself as something funny,
absurd... Moreover, it can be also considered aslienbble. Shakespeare presents a
situation in which the actors discuss about howresent the play taking into account
stupid worries: the lion’s “roar”, the presenceaoiall between the two lovers... One of
the most important aspects of a comedy is the aohgtresentation of conflicts and
how characters must overcome these difficulties@nmdlicts. In addition to this, these
conflicts are always exaggerated. It is obvioug they must be worried about the
consequences that their performance must haveshmakespeare exaggerates the mood
and attitude of Snug and the rest of the actors at@going to perform the play,
driving them into a state of collective madnessisThct is very funny because their
own worries during their performance in front ofh&hs” authorities are the reason of
almost their failure as actors, instead of beirgjrtuality as actors the reason of their
failure. This state of collective psychosis is véupny because it can be appreciated
how the human being acts being under pressure.eShakre message should be: relax

and enjoy what you are doing, that is the only whgtoing things well.



2 — SHAKESPEAREAN COMEDY STEREOTYPES

2.1 — Stock Characters.

In Shakespearean comedies many characters areteg@pegmough different
plays. This is especially easy to see in the cds®ools”, “clowns”, “buffoons”, or
“vices”, for instance. These repeated charactexsuaually called stereotypes or stock

characters.

A tradition in British comedy dating back to Shapeare is to laugh at lack of
intellect of a character. Shakespeare always usgs#s Who are considered to be lacking
of intellect by the other characters but are attuaiser. Fools and clowns who have
important roles (at least two can be seen in eday) [in early plays of Shakespeare
share certain characteristics. They are clumsiguidus and slow witted. The function
of the clowns and fools is to keep the comic acgjomg throughout the play. However
the function of clowns and fools is not only to gae audience or reader started
laughing but also to show the important truths roignored by the others: the deepest
secrets hidden from the wise may be revealed hyild or a fool. Actually they don’t

appeal to the intellect but to the emotions.

Some characters in Shakespearean comsuhes us that there are two kinds of
fools: the conscious fool and the unconscious dihe. most interesting example of a
fool can be that of Feste from “Twelfth Night”. Tieeis an ironic situation since the
licensed fool (Feste) is not actually a fool butvige character who contributes to the
meaning of the play, and the actual fool (Sir Ameseor Molvolio) is the most
entertaining character with his foolish actions. 8gting as a fool, Feste becomes

privileged in telling the truth of the people ardumm.

The clown is used as a free observerrtitatks the faults of the other characters.
Feste (clown in “Twelfth Night”) with his intelligece is aware of what others do and
criticizes the actual fools, the characters whorareseen as witty at all. Lack of self-

knowledge makes the characters fools as MolvoliSioAndrews in ‘Twelfth Night'.



Also the clown Touchstone in ‘As You Lik& can be considered as wise as
Feste. Shakespeare explains the importance of chantacters in his plays with these
words: “It is meat and drink for me to see a cloWh”

When we have a look at the roles of the clowns faots in the comedies of
Shakespeare, almost all of them are the servartisroes or heroins. This can be seen
in the clowns Touchstone and Feste, the servaramios (servants of Antipholus in
“The Comedy of Errors”), in the character of Trar{servant of Lucentio in “The
Taming of the Shrew”), in Grumio (servant of Pelmacin “The Taming of the
Shrew”), or in Maria (servant of Olivia in “TwelftNight”). On the other hand, Ariel
(the spirit helper of Prospero in “The Tempest")l &uck (the servant fairy of Oberon
in “A Midsummer Night's Dream”) are the vices whassde is to cause a great deal of
disguising. In two plays they cause the misundediteys and make the play more

complex.

Shakespeare gives place to buffoons and vicessircdmedies. His aim in
creating buffoons is to increase the mood of fagtrather than contribute to the plot.
A few examples can be seen in some Shakespearsauias: Nell, who is the fat maid
of Adriana and Antipholus of Ephesus and Dromid&phesus’ wife (“The Comedy of
Errors”), Snug (“A Midsummer Night's Dream”) or Tdnolo and Stefano (“The

Tempest”).

The other stereotypes in Shakespearean comediesbeaconsidered the
“blocking characters” which are seen in most of ttwmedies. They always put
boundaries or some rules that can cause a chabe iplay. Generally these blocking
characters are seen in the beginning of the pldytlae comedy starts with the problem
caused by them. If they were not in the comedres events would not be like what can
be read in the plays. If Egeus were not in “A Miasoer Night's Dream”, the lovers
Hermia and Lysander would not have escaped todtest and there would not be a
chaotic situation that makes us laugh, or if MinBEgptista, the father in “The Taming
of the Shrew”, had not decided that Kate would h@vearry before Bianca, all those

events would not have taken place.

11
(11) “As You Like It” - V, 1, 2198 (Touchstone)



Duke Frederic who banishes his brother and hisenie “As You Like It” or
Solinus, the duke of Ephesus, in “The Comedy ofoisir can be considered as
“blocking characters” as well.

Shakespeare sometimes uses disguises and migdekeity that makes the play
more complex and funny. Viola in ‘Twelfth Night' drRosalind in ‘As You Like It’
can be the best examples of stereotypes of womgg lin Elizabethan times. Adriana
and Luciana in “The Comedy of Errors” are the casttfemale stereotypes of that time,
and also Bianca, who is admired by gentlemen amddtier, in “The Taming of the
Shrew” is the stereotype of a “young modest giolit after marrying she reveals her
true face. By creating Bianca, Shakespeare cmticithe social roles of people,
especially the role of women in marriage. Howeuéate is far from being the
stereotype of the modest maiden, and by creatirg, Kahakespeare also shows that he

rejects the social roles of people at that time.

2.2 — Application.

The main goal in this section is to approach te different stereotypes that
Shakespeare used when he created these characters.

1. ANGELO (Err)

The character of the merchant was used by WilliBinakespeare as a stock
character in many plays apart from “The Comedy ofofs”. Therefore, other
merchants such as Shylock and Antonio from “ThedWant of Venice” can be found
throughout Shakespeare’s plays. It probably hasetiung to do with the historical
context of that time: The reign of Queen Elizabeth | (1558-1603) saw &mgjlemerge
as the leading naval and commercial power of thetéfa world. England consolidated
its position with the defeat of the Spanish Armaadal588, and Elizabeth firmly
established the Church of England begun by heefatking Henry Vii1.” 2

(12) http://www.bardweb.net/england.html




“A rising merchant middle class carved out a protive livelihood, and the
economy boomed. This atmosphere made London an{gadntre of culture as well as

commerce.®®

2. BALTHAZAR (Err)

The Elizabethan period is clearly reflected on ®ispkare’s plays. Stereotypes
function as a mirror of the Elizabethan societye Tharacter of Balthazar represents the
stereotype of the merchant. Balthazar, togethen wiher secondary characters, plays
an important role as a whole. The main functiorclofracters such as the jailer, the
goldsmith, the Duke of Ephesus, the officer or ptheerchants is to create a great
amount of confusion to the play. Moreover, theyttryncrease the error gaining in that
way the so important comicity. The stereotype @& therchant is present in nearly all
the comedies by Shakespeare.

3. SLY (Shr)

Actually, it is very hard to categorize Sly ast@rsotype because he is a unique
stock character in Shakespeare’s comedies. He eanobsidered as a fool and a
mistaken identity because he lacks of self knowdealgd he believes everything that is
said by the others. In real life, it is impossitdechange the social situation of a normal
person or his character by changing the costumegshenliving conditions; but he is so
drunk and so fancy that he can easily accept taagehafter little questioning. As it has
been mentioned previously, fools are clumsy, ridios and slow witted, and the
function of fools is to keep the comic action gothgoughout the play. If one considers
him as a fool, he carries out his function. Heiatgs the comic action with his comic
dialogues at the beginning of the play and he pespas to the next acts, which are full
of comic situations. Also, his mistaken identity kea him become astonished and it
causes his fool situation. Sly is very surprised stunned by all the people around him,
and he has been forced to leave his real identidyhes been transformed into another
man. This transformation and his drunkenness makertuch more foolish than he is.

(13)

http://www.bardweb.net/england.html




4. GREMIO (Shr)

The character of Gremio can be seen as the sgpeeof the “wacky neighbour”
which is repeatedly used in situation comediesiboan also be used in dramidhe
wacky neighbour is a stock character in populatidic. This character is usually (but
not always) male, lives close to the main charaaed is highly eccentric, or just not
very bright. The wacky neighbour generally worksaagiag character, performing
functions that would usually be uncharacteristid@o incredulous for main characters.
The explanation that the character lives nearbpw# him or her to easily drop in and
out of situations to add comical dialogue or sighgs, without the storyline getting too
deep into the charactef™. The fact that Gremio lives next to Baptista's $uhis
foolish behaviour and the comic situations in whioh is involved are the main

elements which describe him as the stock charatthée “wacky neighbour”.

5. HORTENSIO (Shr)

Hortensio is a man who lives in the city, and hebably has an important status
or reputation. So, it cannot be said that he i®@ (that is the impression he gives
because of his dressing) because he does not ampeaake people laugh, and he

cannot be given a particular label.

6. PUCK (MND)

Puck is a representative of the “trickster” figunghich appears in most
folklores. The story of the trickster being trickisda common motif. Shakespeare used
this to create his Puck, since the character gatdused in “A Midsummer Night's
Dream” and gives the love potion to the wrong ceugdllovers. Fantasy is as important
as reality, and Shakespeare showed that by givongnech importance to Puck in the

play.®®

(14 http://en.wikipedia.org/wiki/Wacky neighbor
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7. THESEUS (MND)

Theseus is the Duke of Athens in “A Midsummer NigiDream”. He is a
stereotype of a noble man, of a king, and he reptssauthority, rationality and power.
Not only is his position royal, but also his perality. His principles depend on
humanistic values and he lives his love deeply rmtt irrationally. While he loves
Hippolyta so much, he never loses his mind. He nérgets his responsibilities as the
Duke of Athens. Moreover, he always tries to be &aid that aspect is very important
for a comic authoritarian character. However, tisisnot a typical comic character
because he is not as serious as a king may besedge of humour can be seen when
the artisans are performing the play “Pyramus amsbe” in front of him. He
comments on that players and the play they arepeifig using sarcasm, humour and

irony.

8. SNUG (MND)

It is hard to include Snug in one of the typictdreotypes because he is a
mixture of some of them. He can be consideredfaslaas a buffoon... It is clear that
his attitude and behaviour towards the lion’s flayhas to perform is burlesque. His
obsession of performing the lines correctly andf#toe that his lines are just a repetition

of “roars” is totally unrealistic.

As it has been said, the function of clowiesls... is to reveal the truth to the
audience and the rest of the characters. It isopisvihat Snug is not going to reveal the
truth just roaring. Nevertheless, the function Eyp within the plays is similar to the
role of clowns or fools. Plays within the plays gwertions of meaningful truth
addressed to the audience and the rest of chaa€byiously, this is not an exception.
This play (“Pyramus and Thisby”) can be usefuldach different aspects of life such as
the relationship between lovers, how the actorstrpagorm a play, the actors’ inner
fears... There is no play within a play that is megtéss. All the company of amateur
actors in MND may be considered as a “Company a0 All the performers and
actions are unbelievable and exaggerated, buttéasys fact, somehow, they all can be

considered as teachers.



3 — CHARACTERIZATION

3.1 — Costumes in Shakespearean plays.

3.1.1 — Elizabethan clothing.

Clothes in the Elizabethan era were dazzlinglyubfd and elaborate. It
was a time when sumptuous fabrics, new dyes andezant dress prevailed. In
the 16th century there was an improvement in tomemy and the richness of

the country so there was a greater elaboraticinass.

Clothing functioned as a mirror of that wealthgripd, of the prosperity
and energy of the age, so the more dramatic, opaled luxurious the costume,
the better. Through this clothing the vitality atheé high points of the period
could be observed. There were a lot of clothefordign origins such as the

French hose, the French hood, Venetians or theiS§iphonnet.

Dressing functioned more for display than for émm Such was the
level of extravagant exaggeration that “The Surmaptdaw" against the excess
of apparel was passed to regulate how people cdidds. The Church of
England supported the restrictions in clothind 5%3.

3.1.2 — Men and women dress in Shakespearean plays

There is not too much accurate information altbetclothes worn in the
early productions of Shakespeare. However, it own that whatever
geographical setting or chronological period wetke whole time and
geographical canon for Shakespeare was the EtlzabeéEngland. There was
little attempt to present historical accuracy.even in a play set in the ancient

Rome, for example, the actors wore contemporatpek.



The fashion’s central tendency at that time, alavim the upper classes,

emphasized gallantry and beauty.

The prototypical women'’s figure could be descrilssda structure in
which shoulders must be wide, the waist must getower, and finally opened
up to a flared skirt. The bosom was lifted at mleekline. The perfect women’s
appearance would be the image of an hourglass.

The garments used by women were:

- A smock, which was an ankle-length shirt worn ntxthe skin used to
protect clothing from body oils.

- A bodice. (Part of a dress above the waist)

- A skirt. (known as kirtle or petticoat)

- Atriangular piece known as "stomacher" which fodntiee front section and
was joined to the bodice proper at the sides sy lieoks, or pins. (Garment
consisting of a V-shaped panel of stiff materialrev@ver the chest and

stomach in the 16th century)

The silhouette of men was characterised by itamsguform reinforced
by the abundant padding. It was very common td fients and slashes as they

made reference to sword battles that had takere peeviously.

The typical garments used by men were:

- A smock, which was an ankle-length shirt worn ntxthe skin used to
protect clothing from sweating.

- Drawers called “trousers”

- Boots

- Breeches

- A jerkin vest (tight sleeveless and collarless galften made of leather), a
doublet (close-fitting jacket worn during the Ressaince) and an adorned

hat made for a smart outfit.



3.1.2.1 — Men’s garments.

“How oddly he is suited! I think he bought his dtathin
Italy, his round hose in France, his bonnet in Gamwnand

his behaviour elsewhere.”

The Merchant of Venice (1.ii.68-70),

W.Shakespeare

This male model which is going to be ali®d is French in
design and it is influenced by clothes from saleountries, but it makes

reference to the typical English Elizabethan garts.

In this picture, the Duke «
Alencon (Henry of Navarre’s young
brother) wears a peascod douk
venetians, hose, shoes without heels, &
band (ruff). The sleeves araisually
detachable and interchangeablehwather
outfits. The venetians are brocade anc
also wears hose made of silk held up
fringed ribbons (handwoven silk hc

became the rage during the Elizabet

period in England). Over this basic moc

he was dressed in a jerkin and his slops

Peascod doublet

The characteristic shape of the peascod-bellialdd was that
of a pot belly and to achieve this effect, thitdags were needed: a stiff
tight under-lining, buckram to make prominent shaped “bombast”
(padding) to hold it out. The doublet had a peplu@kirt) and small
wings surrounded the armhole and hide the poinistwivere used to tie

on the sleeves.



Jerkin

A jerkin was often worn over a doublet. It was aifutight and
had buttons to close the front. However, becausbeopeascod doublet,
the jerkin cannot be closed.

Venetians

The upper thigh was covered by the venetians, lwhiere
originally called “upper stocks” or “canions” whehey started to be
used by 1570. They are called “Venetians” becatigs place of origin:

Venice. Venetians were hose which could be padded.

Pansid Slops

The Pansid Slops consist of a series of panesetolour which
are padded with padding in another colour. Thisngat usually goes

over the venetians.

Handwoven silk hose became the rage dutivegElizabethan
period in England. On the sides of the hose siflnsxs act as a garter for

each leg.

Band (ruff)

The ruff was a long strip of material which wataehed on one
edge to a band which would be tied around the aackunder clothing.
The ruff was heavily starched and then an iron pglstick or setting

iron was used to create the characteristic flutes.

Shoes without heels




3.1.2.2 — Women’s garments.

This female model which is going to be describetbased on a
French tapestry in which a portrayal of Margueaté/alois can be seen
(1575), but it makes reference to the typical EsigliElizabethan

garments.

In this Picture, Marguerite «
Valois wears a square neckli
which was typical at that tim&he
shoulder roll is added to the upj
sleeve. The girdle pendant incluc
a pomander. Her skirt rests or
bum-oll farthingale. The sleevs
and bodice are made dirocades

while the underskirt matches t

band around the skirt.

Farthingale

This undergarment was used to control the shapleeaskirt. The
farthingale was as long as the petticoat and thane three different
kinds of farthingale during the Elizabethan era.eQui them was the
wheel or drum farthingale The second one was theell or Spanish
farthingale This bell shape was achieved by sewing stays argkirt.
Finally, the third type was called bume-roll fartale and consisted of a
padded sausage-like hoop that tied in front andaieghe hipbone. The
bum-roll was placed over petticoats and a pettiemat the skirt would
rest over it. It is curious that women had to usshons to sit down on
them instead of using chairs because of the volansrarthingales.



It was an elaborate steel corset which was wodeuthe dress.
The front bands of steel (lined and covered witn thilk or other
material and often decorated with flat embroidexy)ended downwards
in a long tapering point as far as the pit of #temach and the sides
converged as low down as the hip bone would pertitias the line
from this to the lowest point of the corset thateleed the eye and made
the figure look longer and the waist smaller thaeytreally were. These

steel bands were fastened by tight-lacing the back.

3.1.3 — Decoration / Materials.

Colours and decoration in clothing functionedaasvhole to create a
greater impact on the audience in the Elizabetran Both, men and women
costumes were ostentatious and varied in colonaterials and ornamentation.
Women wore rich and gorgeous dress as men dichbatattire was even more

complex as it has been expounded before.

The garments were highly decorated with braidpbrendery, pinking
(pricking in patterns), slashing or puffing andrs&times encrusted with pearls,
jewels, or spangles or trimmed with lace or auiti flowers.

Hats also played an important role in clothingr Example, craftsmen

and London citizens usually wore a small cap sintib a beret. Feathers were a

very common ornament used to embellish hats.

3.2 — Hairstyle and make-up in Shakespearean timesd comedies.

3.2.1 - Hairstyle in Shakespearean times and cochearacters.



Queen Elizabeth was a referent in fashion thadtecea very personal
trend during her period of reign. Both men and wonweere very hair-
conscious; they spent a lot of time and money mgttheir hair dyed red or
blond, the most fashionable colours. Men would taind style their beards, and
women wore their hair in combs, nets, or jewellets§® The make-up would
also become important in a very radicalised, evearke way. The model of the
Elizabethan woman’s fair hair, snow-white skin aed cheeks and lips would

be emphasized or achieved through a wide varietpsinetics.
3.2.1.1 - Men’s hairstyle.

Upper class fashion, which included hairstyles, higbly
elaborate, and necessary to achieve attentionwwess at court.
It was referred to athe Peacock ageas the Upper class
Elizabethan men were often more elaborately dretised the
women, and their hair and beards received a simaitaount of
attention” It is for granted that Shakespeare took Elizalretha
fashions to create his characters, but while hd@stremained
more or less the same for “serious” charactersprdedtions or
exaggerations of those halrstyle's o
were present in comic characteri £ ;“‘“‘.

I

Men's hair styles varied greatlyg@

Sometimes the hair was cut close +

it
] ﬂ.lllll

at the sides, but it could be brushe

up and held with gum, or perhag

curled over the head. The length « _,-f'f-:"' ]

hair varied during the Elizabetha ”’ F

era. It started as short close

cropped hairstyles and increased Aﬁ\ w‘"
length during the period®

(16) http://artsedge.kennedy-center.org/exploring/randjengland/england.html
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It was fashionable for men to sport beards during t
Elizabethan era. The styles and cut of beards dthmgth the
fashion of the day. The beards could be cut inousristyles
including pointed, square, round or oblong, andchtawas

applied to keep them in place. Beards were alstlkag®

More remarkable and probably
used by Shakespeare were the
wigs. When the men of this
time went bald, they depended
upon wigs to help them keep up

the latest fashion. The wigs
worn at his time were usually a fashionable whiteyellow
colour® Wigs, symbol of richness and power in the Elizabgt
society, were used as they were by a lot of characbut in
comic characters the shape was exaggerated, arotbar was
artificial. Comic effects could also be obtained dymbing the
natural hair in a messy way or with hats. Beards$ raoustaches
were also extended or given an eccentric shapean dbese

Shakespearean characters.

3.2.1.2 - Women'’s hairstyle.

The style of Queen Elizabeth was obviousl| ;
more influential in women. The Queen had red h B :

so this colour became a real vogue.

(19) http://www.elizabethan-era.org.uk/elizabethan-hairstyles.htm
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Women emulated this colour or the yellow as treaisl of
beauty with a mixture of saffron, cumin seed, célae and oil.
Another tendency was the idea that a high forehead
considered very attractive, so women shaved thefiaan their
front hairlines®?

Two main styles were predominant in hair: the ‘ghedl
style and the “frizzed” style, both worn by the @ueThe first
one had to be done with two pieces called “ratsy its
resemblance with those animals-, and framed the faith a
heart-shape form. The second one was a curly ahdrraasual
hairdo. Most of the hairdos wore accessories likernets
(“cauls”™) or hats called “coifs”. Many of the hatgere adorned

with feathers, pearls, glass jewels, spangles, gilcead,

embroidery and lacé?

In these characters we see the padg@e
style, the frizzed style and one of the magy
different types of hat in Elizabethan times.
order to achieve the desired hair, women a
recurred to wigs and false hair. In Shakespearesdaes, female
characters usually follows these patterns, althowgh should
think that just the fact that a woman was represetiy a man
was a reason for laughing. Women characters, hawewald be
represented dishevelled or with weird hairdos ddpegnon their

social condition or mental stdfé

@ http://www.elizabethan-era.org.uk/elizabethan-hairstyles.htm
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3.2.2 - The importance of make-up in theatre.

Pale skin, sought after by many, was a sign of g

nobility, wealth and, for women, delicacy. This @adkin
could be achieved by a number of means, many oh tHE&
poisonous. The most popular was “ceruse”, a mixafre ¥
white lead and vinegar applied to the face, thek resad ‘

bosom. By the time of Elizabeth's reign it was well ==
established as an essential item for the fashienalwman. Once an ideal
whiteness was achieved, colouring was applied wargety of reds upon the
cheeks and lips, being vermilion (mercuric sulfitle¢ most popular choice of
the court lady. Kohl was also used to darken tredaspes?”

One of Shakespeare's most popular sonnets pokeatfthe common

metaphors used to describe the ideal beauty oéthags®?

“My mistress' eyes are nothing like the sun
Coral is far more fair than her lips fair

If snow be white, why then, her breast is dun|,
If hair be wires, black wires grow on her headl.
| have seen roses damasked, red and white,

But no such roses see | in her cheeks...”

This sonnet could be one example of how Shakesszav that tendency
of Elizabethan women to “hide” their real identignd one way to show it to
the audience was in part by dressing men as wowlegre everybody knew that
behind that make-up was hidden a totally differpatson. We can find that
“ideal” of beauty in the gentle, pure and virgif@mnale characters, whereas the
wretched women could be depicted as the contraad Women wore their hair

loose and mad people of both sexes had disordéstiing and make-uff>

(24) http://www.rencentral.com/jul_aug voll/makeup101.stml
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Another aspect dealing with  make-up WSy
to characterise the actors (and later, actresiSes)

This way, physic stereotypes were reinforced, t
creating a bigger sense of identification and etmpat
the audience. At the same time, some face featues
as noses, wrinkles or eyes were highlighted wittoad
effect. The make-up was combined with false nog :
beards, wigs and other props, and its effect cgaldven
further with the use of prosthetic parisy
of the face or the bod§? Finally, gg'

actors could also wear partial or total

masks to produce a greater effect a

emphasize funny or comic traits.

As it has been explained, what
appears to be simple, easy or left to the
imagination has behind a whole set of
conventions and rules. Shakespeare’s
magnificence also was present in this
field, since he observed those models

and stereotypes and decided among

them to create his characters. Just by
preserving or deforming those models -with theafdgairstyle and make-up- he
made people feel and laugh, without the need ofdgyowhich would be the

culmination of his talent and his wit.

(26)
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3.3 — Voice in Shakespearean comedies.

3.3.1 - Importance of voice in Shakespearean parfances.

The actors performing Shakespeare’s comedies diomyg have to pay
attention to the way they made physical a rolet thédto create a believable
character for the audience and to use the statgbbii but they also had to use
their voices “to communicate character's lines express emotion” That is
to say, the tone of voice may sometimes reflectharacter’'s psychology,
emotion, mood, sexual excitement and so on. Indhse of, for example,

sarcasm or irony, it may also carry social inforigrabr may entail criticism.

Therefore, such a process of information may beeseld having in
mind pronunciation and projection of words througbrrect breathing and
articulation as well as through the tone and emphtmt an actor puts on
words. However, although not all comedies rely omice, the level of

comicalness depends on developing either a unigice wr a subtle tone.

Shakespeare established a balance between ridande sympathy
materialised on the tone or the pitch of the vaitéhe characters, so sometimes
one does not know how to react towards these ctemsalsecause there is no in-
between (e.g.: the character of Caliban in “The pest’; the two Dromios in
“The Comedy of Errors”). Such a reaction could degh.

3.3.2 — Voice and Gender.

Voice and costume have been said, in the caseakeSpearean drama,
to become a lively register of gender. During Eizabethan period the first
professional companies were developed. The soecdlleys Companies’ were
acting groups associated to schools or churches.

7) http://en.wikipedia.org/wiki/Actor




However, women were not allowed to perform, so bopgdormed their
roles. That is the reason for the controversy ahwougther they acted in a
realistic way or if these boys performing feminirdes were actually being

burlesque.

Moreover, if a person can identify oneself witlotirer human being, the
use of humour may have an effect; and also, ifatl#ience is, somehow, tested
throughout the use of cross-gendered characterssitutions to achieve that
empathy between the actors/characters and therenedighen the play should
succeed in terms of comicity. So, the fact thaterattors with deep voices
played female characters (having high-pitched \icand the increasing
appearance of actresses in some of Shakespeassawauld become a source

of laughter.

Despite the fact that in Elizabethan period wonséould be silent,
chaste, and obedient, and silence was consideréeé the best eloquence for
women, Shakespearean comedies are remarkable, astlmrgthings, for their
frequent representations or fantasies of womenigyuage as competent,
eloquent, fluent, witty, or powerful. Shakespeardéamale characters among
others are all permitted to speak abundantly, tbsbened to and responded to,
to be appreciated for their words, and alloweddahdngs with words such as

changing minds, transforming situations, harmiritect or helping them, ef@®

3.3.3 — Talking to the audience.

Shakespeare used soliloquies in order to addressatidience. A
character sometimes addressed the audience rhdrespeaking for himself in
order to show important information for the devetmmt of the play such as his
or her intentions. Notwithstanding, for some schglghese soliloquies seemed
artificial and unrealistic but it could be arguértt they had dramatic purposes

and they increased the funniness of a comedy.

(28)
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The tone of voice and the pitch used by the adtotbe performances
might have allowed Shakespeare to criticize socatthat time or at least to
make the audience laugh. In fact, it has been stgdethat the casting of a
performance of a Shakespearean play “was the nraéimsr than the end” in
each case “to engage active audience involvenf&ht”.

3.4 — Application.

In this section, a description of the charactptg/sical appearance is going to be
provided. The attention will be focused on how tharacters are usually disguised in
modern performances or film versions, the hairstyid make-up they wear and how
they use their voice. One may appreciate differeptesentations of the same character
according to different cultures or countries aslwehis is not going to be a deep
analysis of Shakespearean characters” characienizéut an illustration to witness
how the same character can be visualized diffgremth the same director notes that
Shakespeare introduced in his plays.

1. ANGELO (Err)

Elizabethan Clothing & Fashion for men varied adowy to whether they were
a member of the Nobility, Upper Class or one ofgber, working class. But whether a
man was wealthy or poor he was not allowed to wesatever he liked. He could be
richer than a Duke but if he did not have an edavatitle he was not allowed to wear
clothes made of the same fabric or even of the sastwaur. Elizabethan clothing was
governed by Sumptuary Laws which were designeddmtain the strict class structure
which had started in the early medieval era withFeudal Systefi”

Elizabethan Hair Styles for men were just as irtgrdras they were for women.
The length of hair varied during the Elizabethaa. ¢ started as short closely cropped
hairstyles and increased in length during the pleriGonsiderable time was spent
grooming the hair, especially when it was fashidé@ab sport a longer length. Long
hair was required to be curly! Men had their hairled with hot irons. To keep the hair
in place wax or gum was applied to the I¥tr.

29
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2. BALTHAZAR (Err)

As it has been said before, Shakespeare reflectddsoplays the society of his
age through the stereotypes. Each stereotype pagieular way of dressing. Although
in the Elizabethan period nearly all the charachenge a very similar costume based on
the way of dressing of that age, Balthazar as alma@t can be seen with two main
different costumes depending on the director whiop®s the play.

On the one hand, Balthazar can be seen as a thnvanchant with opulent and
luxurious clothes as a mirror of the wealthy periatid of the prosperity and the
richness of his business. On the other hand, itbmmlso seen as a not so wealthy

person with worse costumes.

Shakespeare does not give any details about howh#eacters must dress so
there is a freedom for the directors to perfornmthes they want depending on what
they want to transmit with their performance. Tlhstames will also vary depending on

the director’s attempt to present historical accyra

These are two different examples of two differgsts

performances of the same character. In this fitsbtggraph,
Balthazar is represented as a drunken man who g=roes #
Antipholus of Ephesus. The clothes are not spgcii I
characteristics of the age of Shakespeare but modern ones.

http://www.hants.gov.uk/villager s/jpg/coe/coe230g

In this second photograph, Balthazar appears
as a wealthier man with prosperity on his business
and as using a stick not to help him to walk bst ju

as a symbol of his richness.

http://www.proofsheet.com/guthrie/errors/source/258.htm



It is really difficult to know how the actors indtShakespeare age performed the
voice of the characters. However, it can be supbegdet the tone of the voice should
be depending on the difficulty and complexity otabulary used in the Shakespearean
text. Taking into account that Balthazar, with aairwisdom and the use of reason, is
advising Antipholus of Ephesus about what he shaaldit can be supposed that the
tone should be the one from a wise and learned mapbe with some imperative tone.

But as it is said before, this is just a deduction.
3. SLY (Shr)

As it is known, stage directions and the informataibout the dressing are very
limited in Shakespeare’s plays. The social statupewmple determines the way of
dressing, so one can apply the Elizabethan erag#dth and way of dressing in order

to explain how Sly’s clothes are.

During the play, most probably when the lord first
sees Sly, he should be in dirty clothes since he is
unconsciously lying on the floor in the street. Tibhed
orders his servants to take Sly into his own chanabe
talks about the new clothes of Sly. After beingetako
the lord’s house he is rid of his dirty old clothés a new
lord he should wear elegant and nice clothes tleatr@ade

< of silk or satin and the lord talks about the rirthst
4 4y should be very priceless. It can be understood tiat

speeches of the lord and his clothing are very mapnb

elements to persuade Sly to believe that he iyyradbrd.

Few things are known about the make-uprairstyle of Sly but some points can
be deducted from the scenes. While he is lyingherstreet his face can be dirty like his
clothes, so a dirty image can be created in his tsing some make-up. On the other
hand, as he is a drunkard, his cheeks and nosealgyobecome a little bit red, so the
red or pink colour could be used in these partavél@r, after having been taken into
the lord’s house, his face should become brigltesr.hairstyle should be messy before

going to the lord’s house but later his hair shdagdamarack very well like a real lord.



At the beginning of the induction scene, the awtbo is performing Christopher
Sly should use a voice of a drunken man. Drunkeplgecannot speak in a regular way
since they cannot utter the words normally. After dwakening in the lord’s house he
should also speaks in a sleepy tone, and he ligisiihk. He is also so much surprised
for all treatments towards him that he will probatalk in surprise.

4. GREMIO (Shr)

The character of Gremio is usually presented aat wh
he really is: an old and rich foolish man. If hisaith is taken
into account, it is easy to observe that his clettedlect this
aspect. As it has been mentioned before on sevecakions,
people wore according to their economic status he t
Elizabethan times; so, as Gremio was an affluergqme he

was performed in sumptuous costumes. Wearing aaiet

., carrying a walking stick can be understood as sysbbhis
richness. However, as this is an old character,whking
stick can also be used for its main purpose: tp Brkemio walk. Taking a look at the
film “The Taming of the Shrew” (1929) in which JpteCawthorn acted as Gremio, it
can be observed that the actor also used opuletitesl which had some of the main
elements of the Elizabethan men’s garments (hosetsvand slashes in clothes, an
embroidered jerkin, venetians). This Gremio wor®lack colour, which can be seen as
characteristic of old people in contrast to vividlours in other younger characters’

clothes.

On the other hand, as far as the hairstyl
concerned, this aged character is usually prese "
grey-haired or white-haired and wearing a grey:.__h'lj-

white beard. He often has a grey or white moustac ‘

Cawthorn as Gremio in “The Taming of the Shrew
(1929).



Regarding the make-up used for performing Grethig, character usually has a
very pale skin. This paleness was seen as a sigreath or nobility at the Elizabethan
age in both men and women. Therefore, this featoirgcides with the fact that Gremio
Is a wealthy character.

Finally, looking at the feature of the voice tlmtommonly used to perform the
character of Gremio, one can imagine that his ahfaolishness can be reflected in the
use of a teasing voice and when Gremio mocks Kiandre probably uses derisive
laughter. If Gremio’s flattering attitude towardgista is taken into account, one can
state that he could use a kind of sickly-sweetaoditowever, all these aspects are mere
deductions based on Gremio’s character.

5. HORTENSIO (Shr)

he seems to be a hick (a man who works in a litteen, maybe in a' ;
farm or something like that), dressing even a®ifsas an old man (irf

fact he is a middle-aged man).

http://www.geocities.com/gavinstarrkenall/img/Hortensio.jpg

In the different plays performed in the last years,
Hortensio can be seen using a goatee, having st
probably blonde hair.

http://www.pbs.org/wnet/gperf/shows/kissmekate/mulmedia/images/slidel.jpg

Hortensio is a middle-aged man, so he can be seenvagorous man, with a
strong voice, maybe deep. Being an Italian man,kaidg a music teacher as he is, he
might have a singing, even delicate and attrastoiee to women, though his speech is

not very convincing.



6. PUCK (MND)

What is not clear is the gender of Puck, sintag been represented as male and
as female along history. So, male and female Patisg history will be presented.

Also some Pucks are cherubic, whereas others dee. ol

According to this, the dressing of this charaagteay vary according to the

director’s intentions. However, one thing must learc Puck’s dressing may let know

the audience that s/he is a fairy or a Pan, buarimtman being.

As Puck is a fantastic character, a lot of makengh hair complements or wigs

were used.

As a witty and naughty fairy or spirit, Puck hawvexy lively and expressive
language, which is in consonance with the tonei®fvbice. His speeches are full of
onomatopoeic words, and his constant word playsackerize his voice by giving to it
a funny and quick-witted aspect. His voice couldtbe one of a child, loud and
emphasized, and sometimes it can put him in evieleas when Oberon tells him to

speak lower or be quiet sometimes.



On the other hand, as a magical and smart cred®uk knows how to change
his tone to persuade others, and even confuse thenm Act Ill, Scene I, when he
imitates both Lysander’s and Demetrius’s voices.th end of the play, however, a
confident Puck is saying that if there was sometlufiensive for the audience, it is not
important since all what happened was magic. Wi final monologue the play ends,

so his voice is more convincing and his tone moa¢une.

So, Puck’s voice is very significant and it vargepending on his humour and
his intentions, so he knows how to adapt himseth&situations and he does so using

his voice.

7. THESEUS (MND)

This is a typical Elizabethan Theatre’s costumdesty
Theseus wears a magnificent golden crown, and isn th
crown, many brilliants occur in groups and a lasye-
catching diamond is sparkled middle of these. Thisvn
describes the rich and wideness of Athens. He Hasca
dark red velvet cape argblden cross motifs are placed
on it. His shoulders shape should be diagonal dgeét.
Since diagonal shoulders make his appearance more

L o powerful and stable. Moreover, under his cape,hoeilsl
wear a dark red and golden blouse and a balloohakdve the white tights, and under
the tights there is a pair of white man shoes. &edthick and heavy white band and a
red ruby-ring that he wears on his left hand’s redthger. This ring must show the
passion of Theseus about loving Hyppolita. In addito this, a large Brown leather

belt surrounds his waist.

However, there have been ma
different representations of this character |§
plays and movies. It can be seen some of t

here. For example:

http://www.shomler.com/dance/dream/index.htm




In the picture, there is a typical Roman costurh&leseus. On his red cape,
there are golden Ancient Greek motives. On his hbaadis wearing a red tasselled
Roman soldier’'s hat. He is also wearing a whitetskiouse and boots, and a coat of
arms. His body has obvious muscles which show dwgep and that he is also ready for
action. The curiosity of this representation is treation of a Theseus who is
presented as a Roman soldier, instead of a Grdéterci This reflects how “A

Midsummer Night’s Dream” is a play in which spaoe &ime are not clearly marked.

One may imagine that Theseus hairstyle can h#lea bit curly and middle
sized. His hair colour can be brown, and his eywbroan be a little bit thick. Theseus’
face lines should be clear, especially his eygmacse his authoritgnd to mark that he
is the central figure of power in Athens. Also, andpots lights, the character’'s mimic

should be clearly seen by the audience.

Then, according to these pictures, it can be seerifferent representations
of Theseus’ hairstyles. While constructing Thesdas’style, directors must take into
account the age of the actor. Also, if he is a ma&h, he
should wear a wig. Apart from these obvious thingse
may appreciate that he is always represented abla and
almost old man. This fact is opposite to the cohasp
marriage that appears at the end of the play. Ifishd
presented as an old man, not only is unreliable
marriage, but also the consequences of that marnelgich
are reproduction and having children. Then, somehbe

end of the play may be confusing and weird, if analyses

these aspects from a realistic point of view.

His voice should be clear, stable and full. Moreoitecannot be ignored that he
is the king, so his words are the law and everyksityuld obey him. It is considered
that a strong and powerful voice is needed to bpaeted. Then there should be also a
parallelism between voice and mimics. In additionthis, gesture and posture of the

king should be courtly and stable.



8. SNUG (MND)

The element of dressing is very importamd significant in Snug. He must wear
during the play at least two different suits. Thstfone would be his normal suit and

the other one would be that shown when he is digguas a lion.

Concerning his everyday suit, Snug isiaglg an artisan, like the other members
of the company. The most important aspect of dngss that the dress of a character
should give information about characters’ persdpaljob, sexuality... When the
audience is watching a play, they should apprecltiese aspects of any character at
first sight. A stage manager may visualize a jos®someone who wears his tools (set
squares, hammers, rulers...) next to him. He is aistiar

professional and somehow, a joiner must be witraeoto

develop different pieces of furniture. Here is aaraple of iy
how Snug can be presented: )
Vﬁf\" ?‘"
&8 R
http://www.music.indiana.edu/publicity/opera/2005206season/ g

midsummer/webready_images/midsummerwebfiles/snugdg

This can be a draw of how Snug is presented. hdald be presented with dirty,
cheap and old clothes. In fact, it is hard to helv Snug should be dressed because “A
Midsummer Night's Dream” is not a clear marked tigtery. It is a mixture of several
worlds: Athens-Greek World, fairyland, Middle Agessao his representation may vary
according to the director’s opinion and the pland ara where the play is represented.
However, as it has been mentioned before, the acelishould recognize that Snug is a

joiner when he first appears on stage.

On the other hand, Snug also has to wear anotsturoe that is essential for
the play: his lion’s dress. He should appear dsglias a lion, but his dress may create

a conflict.



The conflict mentioned before refers g
that moment when the play is performed in front
the Athens” nobility. Then, they must appreciatat t
Snug is a lion, but the ladies should not be feged :
because of his aspect. So, his disguise must t“?{ré_
mixture of ferocity and tenderness. Moreover, t
nobility should appreciate that there is a mand@as
that dress, because if that dress and performance i

too convincing, they will all die.

http://nationalplayers.tripod.com/images/55limthesbe.jpg

There is not any particular feature about thegeas in Snug representation.
One could draw many hypotheses trying to guess®ioug really is. He is just a joiner,
so there are no special characteristics that jsiskould have. Each stage manager can
present him depending on their own opinion. Alltsaf hairstyle and make-up would

be possible.

On the other hand, it is important to mention tBatig’s concern about the
difficulty of learning the “roaring” lines can beery interesting to analyze by directors
in order to parody or to perform a satire on thiaracter and his role in society. One
must deduce that Shakespeare is not criticizingdiners” profession. On the contrary,
he may be criticizing all those nerds and perfedsiis that are so concentrated on
studying so hard that they are worried despiter ie@s being the easiest ones. This is
what happens in this case when Snug tries to lesrng. Therefore, a director could
present Snug as a sort of nerd.

As far as the use of voice is concerned, it is issfiule to categorize the type of
voice a character should have. An actor who isgoetihg Snug can use his own pitch
or level of voice. Snug does not present any padicfeature in his voice while he is
speaking. Nevertheless, if a director wants to easpie one aspect of Snug’s
personality, he can modulate his voice to cread #spect. If a director understands
that Snug is a sort of “stupid” man, he should thse type of voice to make people start
laughing.



Finally, when Snug is performing his lion’s pahnie should put some fierce
emphasis in his voice while he is playing his rdlke audience must witness the efforts
of the lion for being convincing, but at the sanmeet, his efforts on trying to control the
ferocity. The comic aspect of this voice can berapipted when the actor is trying to
perform that weird mixture. Indeed, at the end,dmust finish his part roaring, but at
the same time explaining that he is a real mans Thia totally hilarious moment
hilarious and voice is of great importance hereugSperforms in a moment of total
confusion when the nobility that is watching thaypWithin the play starts to get bored
with the company’s performance, and specially vitie constant explanations they
offer in each scene. However, Snug arrives thedgehangets the audience’s favour and
applause with its convincing “roar”, and he alsokesthe mood of those who are

watching the play change into a positive reaction.



4 — CONCLUSION

Writing a good paper presents a lot of difficidtibat can be found on the way.
The planning team while doing this essay has faorde troubles that had to be figured
out to get the expected result.

The first problem we had to solve was that of ¢ngah homogeneous essay in
which, in contrast to the first one, all the pdttaction as a whole, trying to avoid, in
this way, repetition of ideas. The great difficuisyto work as just one person when, in
fact, there are eight members conforming the grMgoreover, there are different styles

in writing which makes even more difficult to credhis homogeneity.

When there are so many people working on the saijed there is inevitably a
confrontation of personalities, goals and ideasualwhat an essay must be. These
differences between the members of the group caoatplil the task, but, at the same

time, enriched the final essay.

In addition to the difficulties, the group had timention of exceeding the oral
presentation doing it as educational as the fin& but improving the originality and
entertainment of the audience while learning. Tlamfing Team members must admit
their own ambition trying to create an original aththamic presentation. Our group is
totally aware that there is nothing new that anyusfcould add to Shakespearean
studies, so we concentrated our efforts on creaimg@riginal presentation, in which
each member of the group feels that they are esipgestheir own ideas about

Shakespearean comedies and, at the same timdaaenitgy the whole class.

Great effort has been made to outmatch the diffesiand exceed the quality of
the first collective essay and we are really praumt, only by the satisfactory result of
both oral presentation and written paper, but &sahe arising of a good friendship

between the members of the group.
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6 — NOTES ON THE ORAL PRESENTATION

Given that the name of the course is “Shakesp@aperiformance”, we decided not to
follow the conventional way of presenting a toprdhich would include just talking and
explaining the main points of the theory. We ratleensidered the idea of doing some
“performance” as a practical means of presentireg theory. As “actors” of our paper we

decided that the most important thing was not te Itlee audience.

A good way to include and explain a performancenduthe oral presentation is to deal
with the comic characterization in Shakespeareaayspl Following this, in our first
presentation we disguised ourselves as the ty@talkespearean comic stereotypes and
adopted some of their features while we were erjpigithe main points of our essay (such as
stereotypes, make-up and dressing characterizahengreation of a comic voice...), but we
were more concentrated on explaining the theorglfithhan on giving a real theatrical
performance. So, for the second presentation, wile just to put all the knowledge into a
direct practice and concentrate ourselves on soate #&nd Scenes of the plays that we were

working during the course.

We observed that in the first presentation thers avaertain lack of cohesion, and that
we did not consider properly the aspect of “timingherefore, we improved the second
presentation by including an outline and measupgraperly the time we would spend. The
purpose of this presentation was not only to apipdyconcepts developed in the first paper, but
we have also exemplified them throughout the tiplags studied up to now, as are “Comedy
of Errors”, “The Taming of the Shrew” and “A Midsumer’'s Night Dream”.

Our aim was to show that the comicalness used lakedpeare in his times could be
perfectly applied nowadays. For that purpose, waresded the popular TV programme
“Andreu Buenafuente” as the outline for our preagah, where the host presented three
sketches dealing with Shakespeare. The first onge ovee adaptation of a monologue in
“Comedy of Errors”, where Luciana gives her own iegsion about love saying that a nice
husband must love his woman or at least, make &lgvie that he does it. She believes that
women are so innocent that they believe any pleasard when they are in love. This idea is
totally shared by women nowadays, so we see theSinakespearean issue that is present in

contemporary society. We presented it as a monelo§itiThe Comedy of Errors Club”



The second sketch dealt with the relationshipsiwighcouple where the “courtly love”
is completely useless because of the “lady” whiootsa conventional one, since she does not
behave so. Taken from a dialogue between PetruioKatherine in “The Taming of the
Shrew”, a constant struggle between both characteutd be appreciated. We presented a
contemporary version of that struggle, in whiclsuits, language, motivations... are adapted to
modern language. The purpose was to reflect tivathate relationship that both have, and we
compared it to the relationships that are easigs@nt today in TV programmes such as “Big
Brother”.

The last sketch was a parody of a scene in “A Midser's Night Dream”, where due
to the confusion, both sisters Helena and Herngjiat fior Lysander’s love. We could see how
confusion threatens the cordial relationship betweeth sisters and makes them argue and
envy mutually. We compared this sequence to théeogoorary TV programme “Salsa Rosa”,
where love triangles and envious lovers are thenrt@ics. In this case we have preserved
practically the same structure of the scene, anchawe conserved the same Shakespearean

insults, which were really witty and funny.

Although our presentation could have appeared sdraeWwulgar” or senseless at some
points, we should remark that working on the diaksgyhas implied quite a hard work, since
making people laugh is often more difficult thastjpresenting them within the theory in a
formal and conventional way. Moreover, in both pregations we have looked for disguises as
similar as possible to the ideas and stereotypmswh wanted to show. So we also made an

effort in finding the most appropriate props andsses.

In conclusion, our main objectives were to catclopbes attention, to teach while
having fun, to see Shakespeare from a differerggeetive in a more close and contemporary
way and to try to find recognisable and standardu(oversal) referents for everybody taking
into account the different cultural backgroundshaf students. We should recognise that it has
been a hard work to do concerning teamwork andnisgtion, but our goal has been reached,

since we have learned and we have had a really yoedhat we all will remember for years.



‘“ANDREU BUENAFUENTE"” OUTLINE

. SERIOUS INTRODUCTION

Hello guys, good afternoon. We are fflanning team and what you are going to see ipractical
application of our first collective paper. It is based on soamaracters of some Shakespearean
comedies. We have given a close look atdbmicity (what makes them funny), tistereotypes

they represent, thdressing thehairstyle, themake-up and finally at the use of thaice.

MONOLOGUE

- Always writing.

- Chinese shop, buckets of ink, 22 feathers.

- Come on, Shakespeare, let's go party.

- ltalian elements. Been to Italy? Not with Madrid.

- MND. Far away lands, fairies, amazons. Theb®! Always stoned.

PROGRAMME INTRODUCTION

Collaborations from The Comedy of Errors Club, 8&®sa and Big Brother.

. PRESENTATION ' SKETCH

From The Comedy of Errors Club, we have Luciana willotalk about how a husband must lie.
«  PRESENTATION 2° SKETCH

Our colleague Mercedes Mila reports of a typicalmgle of good behaviour in Big Brother’s house.
Let’'s see how Petruccio flirts with Kate. Don’t mithe stichomythia, (whatever it is).

. PRESENTATION 3° SKETCH

This week’s most famous idol comes from Salsa Rwshtalks about the argument between Helena

and Hermia Obregdn for the Cuban of the momengridgio.
. FAREWELL

It is sad to ask for an excellent, but it is saddezommit plagiarism.



15! SKETCH: Monologue from “Comedy of Errors”
(ACT I, Scene 1I)

Actually | don’t understand. So how did you forgdityour duties as a husband?

Even in the spring of love, could your love-sprimgs Antipholus?

Your desire is rotting just as quick as your lie!

How this charming love can disappear in such akowigy?

If you had married with my sister just for her wealbe more kind for the sake of her
wealth!

If your eyes are looking for other women, do itredly, or she will take your eyes out!
Please, make her blind so that she cannot sedalsarlove!

Don’t let my sister read it in your eyes!

Don’t allow your tongue to be your shame, look styeespeak fair and become
disloyal.

Hide your wickedness and deceive people and ssdfryou are an angel.

Even if your heart is full of sin, do not reflebig!

Train your sin so well that everybody supposesybatare a holy saint,

Cheat her secretly, does she has to know the truth?

Better living in a lie, than dying in the truth...

Even a simple thief is not proud of what he does.

It is doubly wrong both that you do: To betray yded and to let her read this in your
looks.

If you can do this well managed, this shame hagstagrity!

Bad situation is doubled with the evil words.

Oh poor women! We are so pure that you can makelisve about your love.

We are turning in your orbit, you can move us wkierg/ou want,

So then, come on my gentle brother, go and gethdwt again,

Send her an email and tell her how much you loeg; much you want her,

Buy her chocolate boxes and roses,

To tell a lie for this situation is holy even ifig a game

And finally, shut up your lips forever!



2"! SKETCH: Dialogue from “The Taming of the Shrew”
(ACT I, Scene 1I)

PETRUCCIO: Good morning Kate, because | guess that is yomen&n't it?

KATE: You guess well. But you, bastard, must call mehkahe and better if you just don’t call

me.

PET: You are a liar! Your name is Kate, the dammed Khteg the most beautiful one, and I'm

here to take that Kate.

KATE: You are not taking any Kate, Neither any Katherise get away with your freaking

desires.

PET: I'm not leaving, my darling. You shouldn’t behdike that; you should treat men not so

mean. Please, take it easy. Be water, my darliogydd really know who | am? | am your Lord...
KATE: Who killed my father and made you my boss?

PET: Your words must be poison to others, but lullab®any ears. Come on dearest snake.
Come here and Kiss me!

KATE: You are pissing my dog off.
PET: Your dog is a male one, and then | see who thé Istbere. By the way... what is its name?

KATE: Its name is none of your business, but | told g@mame before. It's name is P.C. because

it is always pissed off with rats like you.
PET: Do you love your dog more than your father, yoard?

KATE: At least, P.C. does not tell me what | have toH® just shuts his stuff off and lets me do

what | want, except when | stroke other dogs, ihbites me.
(To the dog)Calm down P.C. Behave!!

PET: Be careful Kate. Put your dog on a leash. Donlt s@e he’s going to bite me??!!

KATE: 1 only see animals around here. My dog is my dodg ia front of it, there is only a dirty
pig.

PET: There are no pigs in here. Tell me... where are%hey



KATE: If you had a mirror...

[mobile phone ringing - song “Ay, Campanera”, byséito]
PET: It's Gremio!!!l.... Sorry Kate

KATE: You bastard!!!

PET: Hi Gremio!! What is the matter?? What!'!??? | tglou M.L.A!!! You freaky bastard!! |

will kick your ass as soon as | can.... Ok, ok... devotry... What?

(To Kate) Liverpool or Chelsea?? Honey...

KATE: What the hell is that sucker??

PET: Soccer

KATE: |don’t like Soccer

PET: You will. Gremio... Better bet for the devils. €\got one in front of me!

KATE: Definitely: I'm leaving... I'm fed up with your bshit. Also, I'm starting to be pissed off.
And trust me, you don’t want to see me furiousn be a total shrew.

PET: Don’t say that honey. You are a sweet to my mowtbu’re delicious. They told me you
were a lioness, but | found you a cuttie cat. Yoailkke a small horse. Do you want to take a ride

with me?
KAT: Where the hell?

PET: To the theatre. I've heard of a play named: “Thenihg of the Shrew” by someone called

W. Shakespeare... Crap, you know. Are you coming?
KATE: Sure. I'll go with you when the fucking hell gétszen, and when donkeys like you fly.

PET: Sweetie: What do you think about your rudeness Dg@u care about people’s opinions?

People will criticise you for being so mean. Tel lmoney. What do you think about people?



39 SKETCH: Parody of “A Midsummer Night's Dream”
(ACT I, Scene 1I)

HERMIA: Oohh, last night, what a dark night! My Lysandeiy did you leave me so unkindly?
LYSANDER: The night confused me, why should | stay?
HER: But you love me!! What could have pressed you froynside?

LYS: Your beautiful sister, Helena, who last night wasre gorgeous than you, with your fiery

oes and eyes of light. Don’t you see that | hat&?yo
HER: You speak not as you think! It cannot be!

HELENA: Lo! What are you two talking about? Injurious Heymost ungrateful maid! Are you
conspiring against me? After all the counsel thattwo have shared, the hours we have spent

sharing bubble-gums, watching “Verano azul”, gaiongether to the toilet...!
HER: | am amazed at your passionate words, but | tthiakis YOU who scorns me!

HEL: Are you two who mock at me! In pretending that &ryder is in love with me to later leave

me in front of the audience and the paparazzi.d &hthis, oh! is because you ENVY mel!

LYS: Yes, yes, she envies you, ugly Hermia is less laopgban you and she only appears in one
magazine, whereas you, dear Helena, appear inlfmwe you Helena, we have to present our

commitment to the media!
HER: Oh, Lysander my sweet, | don’t understand you!

LYS: Away you, freaky! Hang off, you cat, you burr! ¥ikthing, let loose, or | will shake you

from me as a vile serpent!

HER: Why are you grown so rude, my dear?? What chasm@eis? Didn’t you like the Porsche
that | gave you for your birthday?

LYS: A Porsche!! What Porsche?? It was a Seat Pandatayeny tartar, loathed poison! Out of

here!

HEL: Ha ha ha!!ll How interesting is this!!!



HER: Ooo, my sister! You juggler, you canker-blossondutthief of love! You have persuaded

Lysander with Dad’s inheritance!!!

HEL: Fine then!! Have you no modesty, no maiden shariseenvy me because | am taller than

you. And blonde. And | am a biologist!
LYS: Fie, fie! You puppet, you!

HER: Puppet?? Aaayyy, that way goes the game! Helemsanot strange that you are taller if we
look at your feet, and | prefer being shorter aglien than a silicon, yellow-dyed giraffe! Are you
grown so high also in Lysander’'s esteem, becawsea more dwarfish and low? Come on! How

low | am, you painted maypole!!? Because | ameaatugh to put my finger in your eye!

HEL: You should recognise that | can defend myself weell, but | can attack even better, you

tadpole!

HER: I'm going to press charges against you, and | amggto visit every single program to tell
people how bad and bitter you are!

HEL: Oh, yes, as you like it, but | am with your bogfrd...
LYS: Ex-boyfriend, by the way...
HER: Oh, you wrinkled scum! Dad will disinherit you asdnd you to exile!

HEL: Oh, when she is angry, she is keen and shrewdW@kea vixen when she went to school,

and though she is little, she is fierce!

HER: Little again!! I'll kill you!! 'm going to kill heeeerr!!!! You broom stick, chard-faced, ugly

old thing! Come here, come here!!!
LYS: Get you gone, you dwarf, you minimus, you bead, gcorn!!

HER: Look everybody! | can no longer stay in your curstmpany. So, dear sister, | leave you
now with your HALF-IMPOTENT Lysander!! Goodbye!!!ddha ha!!ll

HEL: Oh.... Dear Hermia, maybe your hands are quickan thine for a fray, but... my legs are

longer to run away!! Bye bye!!

LYS: | am amazed, and know not what to say!



