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1- THEATRE, SHAKESPEARE AND HIDDEN IDENTITY
The Elizabethan theatre summed up the survival of a popular theatre and a social experience; it joined the medieval popular tradition with the collective conscience and the historic conscience. The popular drama was going to be enriched by humanism which would add themes, forms and innovated structures: the Elizabethan Theatre achieved a synthesis of popular and Renaissance values.
There are three main innovations which introduced the humanistic drama in the theatre: The first was the transformation of the medieval theatre, which was essentially representation and pantomime. The second was the isolation of scene and public to carry out the illusion. The last one was the concentration of the action as dealing with space as with time, substituting the medieval epic excess by the dramatic union.

It is quite relevant to provide all these facts in order to achieve a correct study of anything dealing with Shakespeare. We can’t neglect the historic background, since it was a period where individual troubles were closely related to state troubles.

William Shakespeare wrote his plays to entertain the masses, with the purpose- as any other playwright- of attracting as many spectators as possible. To the theatre went people from every social level, from the more sophisticated spectators who sat in boxes to the piled up crowd who paid just one penny, the wonderful and glorious thing is that Shakespeare always knew how to please every one of them, everyone that composed this heterogeneous public.

To achieve this ambitious aim and to satisfy everybody, he knew perfectly how to “play” with the audience and how to create the wonderful illusion of drama. As J. L. Styan asserts, one of the reasons of his success was his knowledge of the active attitude of his public: “Shakespeare is the master playmaker, and it is through his manipulation of the stage and its devices that he can manipulate the audience contribution. […] He repeatedly demonstrates how to generate dramatic energy from non-dramatic material and how to govern the perceptions and responses of an audience.”
 He gave them what they wanted, and the result was success.

To gain this triumph in comedies we can emphasize seven essential features which are in almost all of them: “mistaken identities, unification and separation, recurrent use of puns, a clever servant, an effort of young lovers to conquer troubles which is frequently obtainable by elders, interconnecting and multiple plots, delicate tensions within a family”
 Without trying to play down the importance of any of these elements, we are focussing this paper in the intricate world of the mistaken identities in the comedies: Twelfth Night or What you will and The taming of the shrew.
2- VIOLA: MOTIVATION-CONFLICT-RESULT
2.1- MOTIVATIONS

When one character goes on to assume the role, the name, the behaviour, the position… of another person, there is always a powerful motivation which gives him the energy to do it. We agree with the idea that “Regardless of the type of disguise assumed, however, characters hide their identities for two main reasons: to escape harm and to gain information or power that would normally be unavailable to them.”

In the two plays that we are analyzing, the character with more strong and clear reasons to mistake her own identity is Viola from Twelfth night. Her motivations are under the two previously expounded reasons: by deciding to disguise herself she immediately achieves protection and safety, and later she will strive to be closer to the man she loves and she will get his confidence and intimacy. 
She says: “Alas, our frailty is the cause, not we! / For such as we are made of, such we be”, so we can see that she is aware of her impotence and powerlessness as a woman. As Cesario she escapes from the insecurity and vulnerability of a woman of her times and gets the firmness and fortitude of a man. Now, as a man, she can fight for what she wants without giving reasons or depending on other persons, she becomes a more powerful character. Viola needs to be Cesario to become an independent character, to be self-sufficient and to write her own story. 
Nevertheless she doesn’t abandon her condition as a woman; Viola reflects a “blend of feminine and masculine attitudes and behaviours. Although she is a woman, she is also "masculine" in her actions. As a strong female, she demonstrates more self-awareness than the men; she uses her reason, she talks, she is mobile, often found in the out-of-doors rather than inside. She controls the action.”

She also manages to be with the Duke Orsino, the man she loves, and they became close friends. Although she wins his confidence and friendship just as Cesario, as her other and false self, and Viola can’t tell him her true feelings, she enjoys a dreamy situation that would be impossible being herself. 
2.2- CONFLICTS


It seems that at the end our character achieves what she wants: the love of the person she loves. But a disguise is not only an easier and softer path; it also means difficulties and hindrances: because there are consequences of pretending to be what you are not.


On one hand she has to face certain experiences very limited to the world of men. For example we have the episode when she has to fight with Sir Andrew and she claims: “Pray God defend me! A little thing would make me tell them how much I lack a man”. Although she has the appearance of a man, she is not able to effectively practice certain abilities and demonstrate other aptitudes where men are typically more successful, at least according to cultural stereotypes present at the time of the writing of the work.  

She has also to face more arduous and severe conflicts: with her new identity, Viola wins the intimacy of the duke Orsino, but at the same time this nearness leads her to do something against her will: wooing Olivia on behalf of Orsino. She faces a difficult and troublesome situation: since she has to obtain the love of another woman to the man she wants for himself, she has to do something completely against her feelings and her heart. The disguise has put her “between the devil and the deep blue sea” so to speak, between telling the truth and avoiding wooing another woman to Orsino, or to do what she doesn’t want to and keep his closeness and his friendship. 
Viola chooses the second option which puts her to a great dilemma: “What will become of this? As I am man,/ My state is desperate for my master's love;/ As I am woman,--now alas the day!/ What thriftless sighs shall poor Olivia breathe!”. It is a circumstance which gives the play sharpness and liveliness which increases when it happens that Olivia falls in love with her. “Thus, Viola finds that her clever disguise has entrapped her: she cannot tell Orsino that she loves him, and she cannot tell Olivia why she, as Cesario, cannot love her. Her poignant plight is the central conflict in the play.”
 When Viola says: “O time! thou must untangle this, not I;/ It is too hard a knot for me to untie!”, she realizes where the disguise has taken her-to a strong climax that produces an interesting love triangle which is the main characteristic of this plot.
2.3- RESULTS

With the art of disguise, the characters want to be another person to achieve a certain concrete objective, but in the end do they get what they want? It is important to remind oneself that we are working with comedies and that what the audience would expect is a happy ending with a beautiful wedding, if it is possible. So, our characters will end up with their respective loves and living happily ever after.

Viola decides to be the man and she tries to get the love of Olivia to her master, but in the end it is she who gets her own way, the one who achieves what she wants. Although the play doesn’t end with the objectives of all the characters fulfilled, we have the famous happy ending, the perfect dream with the birth of all the couples.

Giving a small summary of this part, one can see that characters in disguise can be used to get things which are out of reach-that they can experience, for example, the closeness of the man or the woman they love, winning their intimacy. The fact is that after overcoming some conflicts and troubles, they achieve what they want and the audience receives their long-awaited harmonious union.
3- CHANGES

When a character decides to confuse identity and to feign to be another person, it entails some consequential and meaningful changes. In this part of the paper we are going to concentrate on four specific ones: change of name, of gender, of social class, and of costumes.
The first one, dealing with the name, is the most evident and obvious one. When anybody pretends to be another one the first thing is to create a new identity beginning with the name. The most significant case is Viola’s. She changes her name to Cesario, which is a variation of the name Caesar. It comes from Latin caesaries "hair", but what  is more interesting is that it was used as a title by the emperors that came after the ruler of the Roman Empire Julius Caesar
, and Czar (Russian) and Kaiser (German) are variant forms
. So, this is a powerful name with other powerful connotations. 
On the other hand, her real name Viola means “violet” in Latin
, a very feminine name it is the name of a flower. What we want to highlight is that Viola chooses a very strong male name which recalls a secure, hardy and intense man. She changes her delicate, gentle and softly real name to a potent and firm one.

The second change that we are going to speak about is the change of gender. In these two plays we only have the case of Viola, but Shakespeare used this topic many times as Rosalind in As you like it. It takes us to “the most obvious and much-discussed topics in the play”
: the uncertainty of gender. This situation creates a gender chaos: “Olivia is in love with a woman, even if she thinks he is a man, and Orsino often remarks on Cesario’s beauty, suggesting that he is attracted to Viola even before her male disguise is removed”
 So, this can be a very controversial change which can carry us to a polemical issue which we want to avoid.

The change of social class is going to be treated from the character of Tranio in The taming of the shrew. He is Lucentio’s servant, but by order of his master he disguises as Lucentio, so that he rises up his social position from servant to master. This change was impossible in Shakespeare’s times, if you were born a servant you will die as a servant and your children probably will experience the same. This change introduces us to the magical world of theatre where everything is possible-where a servant can become a master, a master a Latin tutor, a gentleman a music tutor… and none in the public is going to question this issue. On one hand Shakespeare reminds the audience that what they are watching is a just a play, a theatrical performance where everything is made up, where nothing is real. And on the other hand he is saying: “here it is possible, here you can dream”. 

The last one would be the change of costumes, which can be considered the most important of them. The first thing that makes Viola to be Cesario are the clothes; and the same thing happens with Lucentio being Cambio, Tranio being Lucentio, Sly a lord… In fact, when Lucentio wants Tranio to be him, the first thing necessary to begin the farce is “take my colour'd hat and cloak”. 
Specifically, the disguise of Tranio as Lucentio has three of these changes: name, class and cloth. He takes his name because he needs the identity of someone who has certain distinction and honour; with his name he also takes a high position in society and, finally, with the clothes he presents himself to society as someone who really seems to be what he is trying to portray. 
4- DRESSING A COMEDY: SHAKESPEARE’S STAGECRAFT

In the process of writing a play, each writer has his own mechanisms, his own ways of creating a new world, the world of his plays. They are the masters of their plays: they can build new characters, new places, skies with different boundaries. But all of them work on the same things: worlds, disguise, scenery, places, characters, times, props, behaviours, confusion… and an inventory of things that would be a never-ending story. Disguises are not only dresses, there are different ways of disguising the real world, parts which form the same fiction, fictitious pieces created and invented by the author. We are talking about the art of “dressing” a play, about the different clothes, adorns, complements, and garments with which you can dress and cover a play. All the things which make up a play which we see in a stage, are also parts of a disguise, the disguise of a play.
The first thing will always be the theatre itself. The fact that we have to go to a concrete space to watch a play indicates that it’s not part of a real thing. In this part we include the stage, where we take the first step to “dress” a play. 
Another part of this disguise is the scenery, props and effects. “It is important to note that the Elizabethan playhouses were open to the public eye at every turn, and scenery could not be changed in between scenes because there was no curtain to drop. If the play required a change of place in the next scene, most times, the actors would not leave the stage at all, and it would be up to the audience to imagine that the change had occurred. If props were used, they were usually placed at the beginning of the play, and oftentimes would become unnecessary as the performance went on, but would remain on the stage regardless.”
 The point is that “The lack of sophisticated devices to create illusions forced Shakespeare to use his writing genius to describe what the audience was supposed to see. [… ] The special effects were Shakespeare’s words”
 For example, in The taming of the shrew there are a moment in Petruchio’s house when Grumio is begging Curtis to light a fire, so to make know the audience that the fire is ready, Curtis says “There's fire ready; and therefore, good Grumio, the news?”, without any need of seeing a real fire.
One of the most evident is the costume, the clothes that actors uses to make the audience believe the characters. Properly and strictly speaking, they are the “real” disguise as we understand this world. “Due to the lack of props and scenery, the acting troupes relied very heavily on costumes. Even though Elizabethan audiences were deprived of eye-catching background scenes, they were never disappointed with the extravagant, breathtaking clothes that were a certainty at every performance.”
 It is essential to create the illusion of any play. In this case, the clothes become more important; it becomes especially relevant in these plays because of the fact that the same person (as Viola) will do as another one (Cesario).
The actors are also an important part to create the fiction, people who have memorized the lines and that have to act in a specific way. In Elizabethan times, only men could act, so they also interpreted the womans’ roles-that made the play more fictitious. Viola makes an interesting reference to what we are talking when she says “I swear I am not that I play”, because she is referring to the fact that she is not Cesario, but we can feel that this line says more than it seems.
Another part to make up a play, which Shakespeare wisely used, is the placing of a play. Regarding our two plays we have Illyria in Twelfth Night and Padua in The taming of the shrew. Michael Best asserts that Illyria “refers to a place on the east coast of the Adriatic Ocean (between what is now Greece and Albania), but in Shakespeare's time the name may not have suggested a real country. Illyria may have been as fantastical a place as Camelot.”
 
The same happens with Padua, a place that although it is only 600 miles away, in Shakespearean times, travelling was slower, longer, and more uncomfortable and difficult. So talking about about Italy was like talking about another world. Shakespeare “creates a “fake” Italian city, a fictional world in which his characters will live as he pleases. He asks his audience to take a journey with him to a far off land, where anything is possible. Padua becomes the flip side of London, the disguise that London wears at Carnival- its mischievous side revealed.”
 If the audience thinks of these places as inexistent ones, they become perfect areas where dreaming is possible, where Shakespeare can build his fictional stories, and where the public can’t question anything from the plot.
Having come thus far we have to talk about songs and dances, which were very common in Shakespeare’s times and even more so if we talk about comedies. “It was customary in Tudor and Stuart drama to include at least one song in every play.”
 Sometimes songs served to clue in audiences or served to help create the environment. In Twelfth Night we have the famous song “O mistress mine” which anticipates the happy ending with the union of the lovers.
“O mistress mine, where are you roaming? 

O, stay and hear; your true love's coming,

That can sing both high and low: 



Trip no further, pretty sweeting; 

Journeys end in lovers meeting, 

Every wise man's son doth know.”

(739-744)

With all these kinds of disguises, it seems that a writer has neither limits nor boundaries to build this new creation; but in fact they have the restraints of the real world-where the audience lives, with the eyes of people who live a real life with palpable troubles and adversities. So, a writer doesn’t try to make people evade the real world and to forget the life that they have outside the theatre; they don’t use the play as a kind of escape from the reality of existence. Nevertheless, Shakespeare wishes to make them know and experience that inside the theatre they can dream, laugh, weep, envisage impossible things: that a play can be a way of living another’s life. The sense of feeling themselves as kinds of witnesses gives them great power-a power that they don’t have outside and that doesn’t have actual consequences when they abandon the theatre.
It is important to establish the contrast between appearance and reality, between what it is what is not. This is a thing which we think is present in every play of the world, because it doesn’t matter how real, representative, or close to reality a play is; it always will be fiction just because it is a representation, a group of actors who have learned some lines and how to act. A representation always will be a representation-different ways of disguising the real world. Somehow the audience had the chance of living something out of reality, of being witnesses of the life of characters who only exist there.
5- DRAMATIC IRONY

“Shakespeare cleverly uses the art of disguise, in both his tragedies and his comedies, in order to employ a literary device known as dramatic irony, where the audience members are aware of something (in this case the true identity of characters) that characters in the play are not. This, of course, creates tension in a play and excites the audience; actions take place on the stage, of which the audience knows the import, but characters on the stage do not. It also creates a setting for a great deal of irony where characters make comments that take on a double meaning.”

The disguise is one of the most powerful forms of dramatic irony. In Twelfth night Viola plays a role that she has created for nearly the whole representation, but the audience knows the truth, a truth that only the character of the captain also knows.
In Twelfth Night we can enjoy many moments of dramatic irony, as when Malvolio reads the letter that is supposed to be written by Olivia but is a trick of Maria, Sir Toby and Sir Andrew, when Olivia thinks that she has married Cesario but it is really Sebastian…. One of our favourite ironic moments is when Viola declares her love to Orsino in a veiled way:
“Orsino: 
What dost thou know? 

Viola: 

Too well what love women to men may owe:

In faith, they are as true of heart as we. 

My father had a daughter loved a man, 

As it might be, perhaps, were I a woman, 

I should your lordship. 

Orsino:
And what's her history?
Viola:

A blank, my lord. She never told her love, 

But let concealment, like a worm i' the bud, 

Feed on her damask cheek: she pined in thought, 

And with a green and yellow melancholy 

She sat like patience on a monument,
Smiling at grief. Was not this love indeed? 

We men may say more, swear more: but indeed 

Our shows are more than will; for still we prove 

Much in our vows, but little in our love. 

Orsino:
But died thy sister of her love, my boy?
Viola:

I am all the daughters of my father's house, 

And all the brothers too: and yet I know not.”



(1004-1022)

In this quotation Viola explains how she feels: she talks about her disappointments, uncertainties and disillusionment. It is like if she couldn’t stand any more, and if she had to go off and to say all her deepest feelings. But it is the audience, who really understand what is happening, the only one who really shares her inner self.
The Taming of the shrew also has many moments of dramatic irony almost all of them related to the considerable illusory disguises of the characters to play instead another character. They are all situations which give an attractive and stimulating feeling of power to the public which makes them feel better.
6- META-THEATRE
Talking about disguises, false identities, theatre as a place where you can dream, about what the audience knows and what the characters don’t, we are compelled to mention meta-theatre, an important feature in Shakespeare’s dramas. “These secondary performances mimic several other dramatic forms, including masques, pantomimes, comedies, and tragedies. They typically serve to comment on the action or to develop the plot.”


We have the biggest play-within-the play written by Shakespeare in The taming of the shrew, thanks to the first part called Induction. In this fragment we meet Christopher Sly, a poor and drunken tinker who will be the number one spectator of the play. In this first scene, a lord decides to make Sly believe that he is a rich lord who has been mad believing that he is a tinker. So, the whole play The taming of the shrew is in fact the representation which a group of players make to Sly, as part of the great deception.

Meta-theatre has a very powerful and strong dramatic effect on the audience, because it is an obvious illusion that reminds the spectator that what s/he is watching is only a play, a dramatic representation which is not real. “Though the characters in Shakespeare's plays use disguises for different purposes, disguise always imparts a theme of "appearance versus reality." When things are not as they seem to be, the party unaware of the disguise is put in the quest of reality.”


The remarkable thing of this noteworthy point is that it goes beyond the world of the stage, since it gives a double perspective. Metatheatre questions the relationship not only between spectator and stage, but also between the world of the theatre and the world outside the theatre. It makes us question ourselves, our senses, our feelings, our experiences and perspectives. Shakespeare tells us: not everything you see is true, nor in the theatre nor in your own life; don’t trust your own senses, because they can deceive you. Shakespeare wants us to ask questions such as Sly’s “Or do I dream? Or have I dream’d till now?” and to listen carefully such as in Viola’s line“I am not what I am”.
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When that I was and a little tiny boy,

With hey, ho, the wind and the rain,

A foolish thing was but a toy,

For the rain it raineth every day.

But when I came to man's estate,

With hey, ho, the wind and the rain,

  'Gainst knaves and thieves men shut their gate,

For the rain it raineth every day.

But when I came, alas! to wive,

With hey, ho, the wind and the rain,

By swaggering could I never thrive,

For the rain it raineth every day.

But when I came unto my beds,

With hey, ho, the wind and the rain,

With toss-pots still had drunken heads,

For the rain it raineth every day.

A great while ago the world begun,

With hey, ho, the wind and the rain,

But that's all one, our play is done,

And we'll strive to please you every day.

� J. L. Styan
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