








Zoia Alexanian

completely silenced, and married off to a conveniently reformed brother. In effect, her
language is stripped away from her and she is swallowed up and diffused into the very
system she attempted to keep as neatly delineated as possible.

Celia disappears, Phoebe marries Silvius on an “if,” and Rosalind is more absent
than present, while Ganymede lingers forevermore. In a play that is, ostensibly, about
proper modes of behavior—between brothers, lovers, jesters and lords—any propriety
achieved in the narrative (such as Duke Frederick’s conversion, Oliver’s revelation,
Phoebe’s marriage to Silvius, and so on) feels false and impermanent. But that last figure,
teasing and bold, ungraspable and yet undeniable—who should, by all rights, feel most
false and fleeting of all—instead presses his/her multiple selves into the minds of

audience members as an indelible and genuine form.
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IV. Modern Productions of Gender: From the Smoke into the Smother

In an anonymous review of an all-male As You Like It performed in 1967, the
author reassures readers that they need not fear Ronald Pickup’s Rosalind. Arden is itself
cross-dressed in this production, composed out of glass and plastic and made to look as
synthetic as possible, and “this affectionate alienation of the familiar naturalistic
woodland scenery distances the impact of the transvestism, damping down the eroticism
and heightening the artificiality of the sexual pantomime. No spectator is likely to feel
either unduly embarrassed or improperly excited, but simply entertained” (Anon., 240).
To the author, there is no danger in men playing women, so long as the play attempts no
pretenses towards naturalness. Without nature, desire is declared non-existent. Added to
which, “Mr Pickup looks more feminine in the white simulated-leather of his Ganymede
disguise than in his floor-length knitted dress at court” (Anon., 239-40)—even when the
male actor plays the pseudo-male Ganymede, he strikes a discordant note.

Centuries after the Puritans had their say about theater and its dangers, this
reviewer imgplies that their concerns are still valid enough; as though if Arden were to
look natural, perhaps some “undue embarrassment” or “improper excitement” would
result on the part of the spectator. Gray’s anatomy has supplanted Galen’s, but the body
still cannot be trusted on its own, without the proper accessories, mannerisms, and,
apparently, settings.

Place a woman in Rosalind’s role, and these concerns and suspicions all but
evaporate. True, there are still gendef—crossings—Rosalind as Ganymede and Ganymede
as Rosalind—but these trans gressions are simpler, more easily dichotomized, than when

Rosalind is played by a boy. A female actor playing Rosalind playing Ganymede grants
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an easy distinction between Rosalind’s “true”
gender and a false one, between the exterior male
costume and the inner feminine body. And rather
than allowing Ganymede to construct his own
Rosalind and perform her (which would muddy
matters a bit), most directors instead portray

Ganymede as choosing to let the “original”

i il . 0 Rosalind shine through, implying that no costume
Bergner's Ganymede, with Sophie
Stewarit as Celia (AYLI film) can mask the truth of one’s gender. Paul Czinner’s
film adaptation of As You Like It (produced in 1936) has a Ganymede (played by
Rosalind, played by Elisabeth Bergner) who is not so much androgynous or ambiguous as
oddly put togsfher. Ganymede’s body is boyish enough, but the face—with its pencil-thin
brows and lipsticked mouth—is never anything short of feminine. Ganymede’s hair,
worn in a short bob, is longer and more womanly than that of both Phoebe and Audrey,
and “his” voice is at times even more high-pitched than Rosalind’s is in the opening
scenes.

Here, As You Like It is ultimately little more than a comedy of manners,
dependent on its witty heréine and her banter to set everything straight. And Czinner’s
happily-ever-after ending leaves no room for the ambivalence present in the original play.
Rosalind speaks Hymen’s lines in the marriage scene, happily giving herself over to
marriage; no mention is made of the nuptials between Audrey and Touchstone, erasing

their slight tarnish to the ideal of wedded bliss. Though Czinner does end with

Shakespeare’s epilogue (which many subsequent productions ignore), as Bergner speaks
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her attire switches from wedding dress to doublet and hose and back again depending on
whether she 1s addressing the women or the men, and her powdered feminine face
remains constant throughout. Her Ganymede is simply a prop in a game, a game which
can only have one winner, one outcome, and one truth. The men in this film do not need
to erect their female Others; these are ever-present in ever-varnished forms, lacking the
crass manners and cracked hands of their Shakespearean prototypes.

Similarly, a woman playing Viola also provides a simplified Cesario, one who can
be labeled as false and separate from the body performing “him.” The problem is not that
there are now female actors on the stage, but that these female actors are relegated to
female roles, which in turn creates a distinction between “performable” traits (social

class, intelligence, personality, and the like) and those deemed ultimately inviolable by

<3

costume and
appearance. In Trevor
Nunn’s recent (1996)
film adaptation of
Twelfth Night, Cesario

is as easily removed as

Stubbes’ Viola recovered, third from left (Nunn, 134) the fake mustache

above what we must acknowledge has always been Viola’s lip. At the very end, as the
credits begin rolling, Viola is once more fully Viola, wearing a dress and with flowers in
her hair, darilcing With Oréino while Sebastian and Olivia dance beside her—all four are
following the steps laid out for them by society, wearing the proper outfits and partnering

with the proper gender. This conclusion also provides restitution absent in the play’s text,
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but unlike Czinner’s Ganymede, Nunn’s Cesario (played by Viola, played by Imogen
Stubbs) does enough damage to the gender dichotomy prior to this scene to make the
ending feel strangely uncomfortable. Nunn allows Viola to return, but then leaves us to
figure that return as we will.

Stubbes as Cesario does look the part of a youth,
and we can sympathize with Olivia finding “him”
irresistible after hearing Cesario’s impassioned speech to
her. The joyful ending is somewhat strained, as Orsino has
in no way proven that he deserves Viola, and we do not
know Sebastian well enough to judge whether he is
capable of the same eloquence and force of fecling that

first drew Olivia to his cross-dressed twin. And the

melancholy that permeates the film—masterfully invoked

Stubbs as Cesario, Act I
(Nunn, 44)

by interspersing Feste singing “Youth’s a stuff will not

endure” (TN, 11.ii.52) into the scene where Cesario laments Orsino’s claim that women
ére as roses and “die, even when they to perfection grow” (TN, Il.iv.41)—cannot be
éasily disregardéd to permit the happy ending its full force. This scene between Cesario
and Orsino is the closest that Cesario comes to wooing the Duke and telling him the
“truth” of his/her jdentity; but any such truth loses much of its significance when
cdﬁ_texiuali.zed by ‘ngtcf,fs song on the brevity of life and love.

To those who have been eagerly awaiting a proper untangling of desire and
identity, Nunn’s ending suits quite well. But for those who cannot forget Cesario (or, for

that mater, Antonio), the film’s finale is slightly jarring—which leads us to question
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why, for it appears pleasant enough. Does Viola look odd in her dress, after the hour we
spent watching her as Orsino’s page? Do we feel for Antonio, pushed out into the rain
after losing Sebastian, or for Olivia, pushed into marriage with a veritable stranger?
Ironically, Nunn’s attempt to normalize (at least superficial‘ly) what is already a less
subversive rendition of the play—Olivia and Viola are being played by women, after
all—makes all too evident current anxieties over gender identities. In the end, Viola’s
body matches her costume. We ought to feel reassured (but why were we worried to
begin with?) and yet, something is still not quite right.

“Gender is always a doing, though not a doing by a subject who might be said to
preexist the deed” (Gender, 33). No one can ever “be” truly gendered, regardless of body,
costume, setting, or speech. These can give the illusion of truth when they cohere, but all
too easily collapse under strain. And while Twelfth Night and As You Like It play with
deft and subtle deconstructions, the pressures currently exerted by Butler and her
contemporaries are overt political statements, catalysts for changing societal constructs
that were aiready problematic over fouf centuries ago. Yet language remains the tool of
choice to disrupt gender’s linguistic domains, to subvert patriarchal structures according
to the very terms of their existence—and to perhaps even erase these terms completely,

and allow metamorphosis to take the place of monoliths.
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