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ABSTRACT

This project examines thirteen transvestite fernbhbracters featured in nine Renaissance
comedies and romances (1598-1611) and in two Re&iomplays (1677-1679) spanning
roughly eight decades (1598-1679). | hope to dedpe critical discussion of the period
by bringing generally overlooked plays such as 8ledis The Woman Captain,
Heywood’sFour Prentices of LondoandThe Fair Maid of the Westito dialogue with
much discussed plays such as Shakespearean coraedie®ll-known Restoration
plays. | re-visit the “breeches roles” by focusomgthe recognition scene, the moment
where the female cross-dresser comes out of tigeidesor is recognized as a woman.
When analyzing those scenes, | employ two diffededfinitions of recognition: a) an
Aristotelian recognition by which the cross-dredsae-apprehended as the person the
onstage characters once-knew, and b) what | hdlezl@Butlerian recognition based on
Judith Butler’s definition of recognitioP¢ecarious Life)that is, a claim for a different
future identity. | argue that these recognitionngseare more than mere plot devices;
they are unique sites where both a constructividtan essentialist narrative of gender
briefly coincide, and where the playwright can feroe or challenge hegemonic gender
roles. In the recognition scenes, not only the attars who have been deceived by the
one in disguise re-apprehend the once-known othenwhe disguise is left behind, but
also the cross-dressed characters discover angnigeanew future possibilities for
themselves. The recognition scene is thus thevkieze the female cross-dresser re-

emerges, in most cases, with an empowered sers&df affter claiming her new identity.



Introduction

During my graduate studies, | have always beerginéd by scenes where
intimates fail to recognize each other, i.e. insemwhere a sibling or a lover does not
see through his beloved’s disguise. Why such ldeckagnition? What causes a lover or
a relative not to see the person that he has ammerkintimately? Disguise leads to a
temporary misrecognition which allows the playwtigls well as the characters to deal
with gender and sexuality issues. Even the audjerogmizant of what is occurring on
stage, can be titillated by the possibility of ister of same-sex relationships. Such
concerns can be safely explored when they ardigéty the temporary mask of
disguise.

The wide-range of female cross-dressers alwaysi@sc me as well because it
allows us to see how female characters impers@atenber of male roles and how they
perform different types of masculinity. Althoughriales impersonating pages are the
most conventional type of cross-dressers, earlyemoglays also provide the audience
with cross-dressers who disguise as more indepéydang males. For instance,
Rosalind dresses as a shepherdlaryou Like |tPortia as a “doctor of the law” and
Nerissa as a justice’s clerk Tine Merchant of Venicend other dramatic cross-dressers
choose to impersonate soldiers. Besides portragmngmple variety of “professions,”
playwrights also explore performances of differigmpies of masculinity. Some heroines
are afraid of fighting while others embrace ithe extent of being the ones to start fights.
Many female pages perform a somewhat immature raggwand swoon when they
face their lovers. Even Rosalind, one of the modépendent cross-dressers, faints at the
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sight of blood. Other cross-dressers perform a mmasial masculinity, which in some
cases includes a vicious use of force (and violedéhough most of the cross-dressers
are young, they exhibit different levels of matyritsome being naive and fearful of
cross-dressing, others willing to go as far as tteywhile dressed as men. The former
shun matrtial behavior, the latter embrace adulerbahavior such as disciplining other
men and seducing ladies. Not surprisingly, thigdiity of cross-dressers has drawn the
attention of numerous critics and prompted numetiusrse readings of the plays they
inhabit.

Many critics who have analyzed disguise in the s=aace period have focused
on cross-dressing, either on boy actors assummgléeroles in the transvestite
Renaissance stage or on cross-dressed heroinegienbmlly dress as pages to escape
from the paternal house, to follow their loverst@mprotect themselves. Jean E.
Howard’s “Crossdressing, the Theatre, and Gendag§le in Early Modern England” is
one of the most influential essays on cross-drgs$ioward argues that “crossdressing,
as fact and as idea, threatened a normative swrdal based upon strict principles of
hierarchy and subordination, of which women’s sdbwation to man was a chief
instance” (418). Although Howard considers thatRemaissance sex-gender system was
“under pressure,” she claims that cross-dressemriesr usually reaffirm, rather than
resist, the patriarchal system.

Other critics such as W. Robertson DavieSiakespeare’s Boy Actoasd Lisa
Jardine inStill Harping on Daughters: Women and Drama in Age of Shakespeare
deal with the topic of all-male casts, and theyarthat the boy actors who dressed as
women for the female roles elicited homosexualdsaiets and were a focus of erotic

3



stimulation. Laura Levine, iMen in Women'’s Clothing: Anti-theatricality and
Effeminization from 1579 to 164@iscusses cross-dressing as a practice that raises
guestions about the nature of human identity whee€hermaphroditic actor” embodies
a non-essentialist conception of the self. Kathiglehuskie in “The Act, the Role, and
the Actor: Boy Actresses on the Elizabethan Staliféérentiates the unthreatening
nature of onstage cross-dressing from the distgrthireats the practice of cross-dressing
in real life poses to the society of the time. IkkiyRackin, Juliet Dusinberre, Catherine
Belsey and Jonathan Dollimore regard theatricaddressing as a way of challenging
an essentialist notion of gender.

When discussing transvestism, Mary Beth Rose, LiWdadbridge, Jane Baston
and many other critics also refer, albeit brieftg,two anonymous pamphlets written in
1620, namelHic Mulier: Or, The Man Womarwhich condemns cross-dressany
Haec-Vir. or The Womanish-Marmwhich defends it. These two political tracts sHow
controversial transvestism is during this periooin® critics also make reference to
Phillip StubbesAnatomie of Abusgd4583) which criticizes women who cross-dress as
men.

As we can see, much work has already been doiaidy Modern dramatic
cross-dressing. However, cross-dressing is sudmglex and fascinating topic that it
allows for further exploration if approached fronffetent angles. In this project, |
examine two main areas: gender performativity @oggnition. Although many critical
essays deal with gender issues when discussing-dressing, very few, to my
knowledge, analyze the implications of the momémeoognition when the cross-
dressing is revealed. Thus, this study analyzesdhety of ways in which women
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characters perform gender with a focus on the momban the performance ceases,
when the female character reacquires, either figrtiacompletely, her original identity
in the eyes of her fellow characters. My dissastafocuses on transvestite female
characters in a varied, though not exhaustivecBeteof texts spanning roughly eight
decades (1598-1679). | examine female cross-diess&Fn Renaissance comedies and
romances (1598-1611) and in two Restoration plagZ{-1679). Since cross-dressers
are also present in Restoration drama, | sampleR@storation plays to see how cross-
dressed characters differ from their Renaissanaategparts in a period where female
actors were present on stage. As the Renaissag®was an all-male one, boys
assumed female roles which sometimes requireddahedttors to impersonate females
who donned male attire—thus allowing for a doublgel of disguise. Once female actors
performed female roles one layer of cross-dressig removed. | am aware of the
limitations of such an approach. By consideringydnio Restoration plays, | will neither
be able to gain accurate and comprehensive ingigiatshe Restoration nor arrive at a
substantial comparative argument. Nonethelesgsaherast between the two periods
offers insight into each, and my project is a fat&p toward further diachronic analysis.

Before engaging in the discussion of the playsuh like to explain briefly the
key terms that | will be using as my conceptual trebretical framework. For instance,
when | mention the term “recognition” in this studyefer to the moment in which the
cross-dresser comes out of disguise and is recedy other characters as a former
cross-dresser. In order to open up and explorpdbsibilities that this moment provides
the cross-dressed heroine with, | take into acctwatdifferent definitions of

recognition.



In an Aristotelian sense, recogniticanégnorisi is “a change from ignorance to
knowledge, and so to either a close relationshignomity, among people defined in
relation to good fortune or misfortunéoetics3.4.2, 20-34).In a strict sense, the
Aristotelian recognition is recognition of persohlwever, in Chapter 16 &foetics
Aristotle expands on the different types of rectigni Recognition may be brought
about by tokens, either inherited (a birthmarkaoquired (scar). It may be contrived by
the poet, prompted by recollection, reasoning,reriee or by the events themselves. We
can observe how some of these types of recogratipty to early modern comedies. For
instance, iNfwo Gentlemen of Veroneecognition is prompted by the ring (token) that
Julia gives Proteus. Similarly, though in a morenptex way, Viola and Sebastian in
Twelfth Nightrecognize one another gradually by first makingmefce to their father’s
mole (birthmark), and then engaging in a serieguafstions and answers (inference).

Aristotle explains the termnagnorisisin connection with tragedy and epics.
However, scholars have argued that his definiterm loe applied to comedies as well.
Although theTractatus Coislinianusmakes no mention of anagnorisis,” according to
Terence Cave, it is “the only ancient text whiclghti(controversially) be claimed to
provide an outline of Aristotle’s lost analysisaafmedy” (Cave 47). In spite of this lack
of direct evidence that Aristotle had used the tanmagnorisis for comedies, scholars
such as Caveand Barry Adams have explained how the term anésjisavas applied to

comedies by Renaissance commentators.

Y In Chapter 2, Terence Cave examines “Literaldetion into Latin or Italian, brief philological
commentary, paraphrase, copious commentary, indepetreatises in which the themes of the Poeties a
rephrased, reorganized and extended: the first id@me of a proliferation of possibilities, amidhish the
term anagnorisis visibly shifts its ground in redatboth to its conceptual context and to the talxtu
examples it glosses"Rgcognitions55)
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Even though in the Renaissanaaagnorisisis “still a recognition of persons, that
is to say of one person by another or of two peysoatually, establishing nominal,
genealogical and biographical identity” (Aristo@8), the term anagnorisis, as Cave
explains, has been expanded and re-defined atresehturies. In this study, | also
make use of one of the most recent definitiongobgnition. InPrecarious Life: The
Power of Mourning and Violencdudith Butler, a post-structuralist American
philosopher and gender theorist, discusses comiseph as recognition, vulnerability,
aggression, retaliation and violence triggeredtig Bush administration post-September
11, 2001. Butler ties the issue of recognition wiitat of vulnerability and power. In her
work, she explains who can be recognizable andaghoot as well as the implications
of being recognized or denied recognitionPhecarious LifeButler states that

When we recognize another, or we ask for recognitoo
ourselves, we are not asking for an Other to seeswge are, as we
already are, as we have always been, as we westtoted prior

to the encounter itself. Instead, in the askinghapetition we
have already become something new, since we astitdad by
virtue of the address, a need and desire for therQ@hat takes
place in language in the broadest sense, one witiioich we

could not be. To ask for recognition, or to offens precisely not
to ask for recognition for what one already iss lto solicit a
becoming, to instigate a transformation, to petitiloe future

always in relation to the other. (44)



As will become clear when we deal with the textdétail, some of the cross-
dressed heroines seem to be conscious of the megméon that they deserve.
Therefore, they “solicit a becoming” as a new salfself that has transformed
during the cross-dressed experience, a self that,tasting the possibilities
available to the male gender, becomes aware ofpesgibilities that their future
may hold.

AlthoughPrecarious Lifés context is totally different from Early Modern
plays, | think that Butler’'s definition of recogiaih helps illuminate certain
passages in which the precariousness lies in lggndered female and thus being
unable to claim recognition from that disempowepedition. Butler does not
make such a claim, though she nods at the factwbaten have occupied a
disenfranchised position for centuries. She doésalate recognition to gender
issues, nor does she apply her theory to literamksy

| would like to argue that by considering both Arestotelian and the Butlerian
notions of recognition, we are able to look at éhe=sealing moments in the comedies of
cross-dressing with new eyes. In the recogniti@mss, the characters who have been
deceived by the one in disguise not only re-appreétiee once-known other when the
disguise is left behind and re-establish bonds thee had but also, in some cases, the
cross-dressed characters discover and recognizéutens possibilities for themselves.
Thus, recognition scenes are key to analyzing gesyleamics in these plays since they
highlight the female characters’ successful, ifppenary, attempt to cross gender
boundaries. In addition, that moment of recognitieim which the cross-dressed
character is often still wearing male clothes—terapty allows both the audience and
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the on-stage characters to imagine that the twdeysrcoincide briefly in a moment in
time.

Even though the focal point of this study is theognition scenes, | also deal with
gender issues involving female cross-dressed ctemsadn my analysis of the plays, |
often refer to Butler's conceptualization of gendercording to Butler, “gender is a
construction through which the individual matedab and is made intelligible in
society” (Gender Trouble 2). Taking into account Butler’s definition, warcexamine
closely the ways in which all the cross-dressaesifthe selected plays “materialize” in
their social context. For instance, Portia “malerés” as a male judge in Venice. Butler
argues that "Gender reality is performative whiakams, quite simply, that it is real only
to the extent that it is performed” (“Performatifets” 527). InGender TroubleButler
explains that:

Gender ought not to be construed as a stable igemtiocus of agency
from which various acts follow; rather, gendermsidentity tenuously
constituted in time, instituted in an exterior spétrough atylized
repetition of actsThe effect of gender is produced though the zyilbn
of the body and, hence, must be understood as tineane way in which
bodily gestures, movements, and styles of variaudskconstitute the
illusion of an abiding gendered self. This formidatmoves the
conception of gender off the ground of a substant@del of identity to
one that requires a conception of gender as aitatestsocial

temporality (191)



In this study, | attempt to demonstrate how dracnatbss-dressers are sometimes
conscious of this performative aspect of gender.iksiance, Portia tells Nerissa how she
will perform as a man. She will walk with “a mardiride, and speak of frays/Like a fine
bragging youth, and tell quaint lies¥érchantlil.iv.68-69).2 She confesses having “A
thousand raw tricks of these bragging Jacks,/Whweitl practise” (1ll.iv.77-78). In the
texts that | analyze in this dissertation, | aneiiasted in seeing how individual
performances of the cross-dressed heroines undercginforce) the hegemonic gender
norms.

In my analysis of the plays, | therefore distindguitetween gender as
performative in Butler's sense and theatrical panfance of gendered norms. | am aware
that Butler only refers to gender as an act, aglomthout judging the performance. For
the present study, however, | feel it is necessappnsider whether a certain
performance is a success or a failure. By succsssgly mean that the female cross-
dresser passes as a man without being prematuselyvéred. This added judgment of
the cross-dressers’ performances is relevant teetegnition scenes in the sense that the
cross-dressers’ failure or success in their perfmee of the male gender creates different
types of recognition scenes as | discuss in detdile chapters. Taking into account the
variety of cross-dressers and the different thepnesent in this grouping of texts, | hope
to separate certain issues and strands that haveused and re-used by several

playwrights. Although there is no single templatevhich all of these plays fit, the

2 This and all subsequent references to plays biianilShakespeare are The Norton Shakespeared.
Stephen Greenblatt, Walter Cohen, Jean E. Howaathafine Eisaman Maus, and Andrew Gurr. New
York: W.W. Norton, 1997.

10



grouping of texts in each of the four chaptersvedlane to explore different aspects of
cross-dressing and to understand more fully theoimapce of the recognition scene.
Chapter One deals with the most common type ofsednsssing. Dressing as a
page is the disguise that female characters seeasaod to when they need a temporary
solution to a problem: they may need to disguisesédety, for travel, to hide or to follow
a lover. Almost by definition, being a page is mp®rary role. The female characters
know they will not be able to sustain the disgudea long period of time since pages
grow up—and these women cross-dressed as pagestageing to grow up into males.
It is the easiest role to embrace because the paggess are very similar to wives’
household duties. In a sense, disguising as aipaged preparation to train a woman
for what she has to do anyway, that is, to waiaenan. It is an easy disguise to adopt
because most women of the upper classes, and tstofithe characters under
consideration, have seen pages. Thus, they caaténiteir behavior without much
difficulty. As seen irMerchant of Venic€1596) with Jessica, it becomes almost
conventional to cross-dress as a page. Jessica wealetave her father’'s household
undetected and she adopts male attire for a fewshdill her male companions know
that she is in disguise. Dressing as a page igldyhiocused, temporary type of cross-
dressing that heroines adopt so as to not be remyi analyze female pages in
Heywood’sFour Prentices of Londo(l615), Shakespeare®/mbeling1611),The Two
Gentlemen of Verond598), Twelfth Night{(1601), Middleton and DekkerBhe Roaring
Girl (1611), and Aphra BehnBhe Rove(1677). All of the female pages easily pass as

young boys at the beginning of the plays, but whatjers recognition at the end of the
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Renaissance plays? Why does the moment of recogniiy contrast, happen almost
immediately in the Restoration playe Rove?

In Chapter Two, | examine two different issues, abnthe fascination with
siblinghood and with cross-dressing. | first analylzose topics in two little-known plays,
The Four Prentices of Londdt592) and.ove’s Cure(1605/1647)to explore their
literary presentation in non-Shakespearean drantatheen in two Shakespearean plays
where siblings and cross-dressing come togethke fdscination with siblings and
cross-dressing as tropes may lie in the potenttdiceattraction that siblings may
experience when they do not recognize one anotiestecognizing one another,
siblings may find themselves drawn to one anothigimg the audience, which already
knows about the cross-dressing, the sense of fdebi@rotic possibility. This is taken to
an extreme iMhe Four Prentices of Londamhere all four brothers fall in love with their
sister. This incredible love that they feel seemieptially incestuous, as the audience
recognizes, instead of fraternal. Cross-dressirtgeasown brothers may be the chosen
disguise for certain heroines since they haveineiéidual models of male behavior and
male dress. This can be observedvelfth Night(1601) where Viola patterns herself
after her brother. | will further examine this teojm chapter 4 when discussifige
Woman Captaif1679), andrhe Fair Maid of the We$1604/1630)

In Chapter Three, | discuss bdlk You Like 1{1599) andl'he Merchant of
Venice(1596), whose independent young heroines decideo&s-dress as males who are
not pages and who are beyond boyhood. | examinaliRddirst because she seems to

grow out of the page tradition. She dresses agjhgnd, she is financially free, yet she

¥ When two dates are cited, the first one refetbéoyear when it was probably performed and thersc
makes reference to the year it was first published.
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faints, like some of the female pages analyzedhap@er One, when she sees the bloody
handkerchief that belongs to her lover. Portiagantrast, is the most distinctive
Shakespearean cross-dresser in that she goes auanfimale attire, assuming the guise
of a young lawyer, without raising any suspiciorhd¥kind of masculinity do these two
dramatic cross-dressers choose to perform? Shakespeagines two different kinds of
recognitions for these characters. But in each pleythe cross-dressed heroine who
scripts the recognition scene.As You Like ItRosalind employs Hymen, the god of
marriage, to bring about recognition whileTihe Merchant of Venic®ortia herself

forces recognition upon the male characters. Rodalrecipitates the recognition, but the
recognition scene is brief and fairly conventiomtamust go forward in order for

Rosalind to move to the next stage of her life,mage to the man she desires. To a
certain extent, it is similar to the pages’ necgssacognitions. In order to go on with her
life, Rosalind has to force the recognition or saenot move to the next phase of her
life, marriage to Orlando. Portia’s case, howedédfers greatly from Rosalind’s. Why
does Portia need to tell Bassanio the truth? Wimal & recognition is Portia asking for
herself?

In Chapter Four, | analyze a variation of crosssdirgy that we do not really see
in Shakespeare. This very distinct type of crogssing female is unlike the
Shakespearean cross-dressers who uniformly shurahtarBess in Heywood'She
Fair Maid of the West1604/16307?), Clara in Beaumont and Fletchieo'ge’s Cure
(1605/1647)and Mrs. Gripe in Shadwell'Bhe Woman-Captai(l679) perform a violent
version of masculinity. Bess and Clara are womea are responsible for pulling their
men out of danger. Having done so, they are nehfito play a subordinate part in their

13



future marital lives. How does their performancel& male gender complicate the
recognition scene?

Although this grouping of texts is not fully repeesative of the range of plays
where female characters cross-dress, | believetthatcertain extent, putting the less
discussed plays in conjunction with the well-knopVays will enrich the dramaturgical
conversation by showing how common the tropes &ssacwith female cross-dressing
were. | hope to deepen the critical discussiothefperiod by bringing generally
overlooked plays such as Shadwelllse Woman Captaitjeywood’'sFour Prentices of
LondonandThe Fair Maid of the Wesinto dialogue with much discussed plays such as
Shakespearean comedies and well-known Restordags. Because | want to see what
happens in the next period of English drama whessedressing still occurs in drama but
when actresses rather than boy actors play the-cdressed characters, | include in
Chapter One a discussionTfe Rovewhere a female character assumes the role of a
page. And in Chapter Four, | analyElee Woman Captaim which Mrs. Gripe enacts a
martial role. How do these Restoration heroinefedifom their Renaissance
counterparts? Why does the moment of recognitigpéa almost immediately? Are
their performances of the male gender and theguikes less convincing? Why do the
recognizers choose to play along instead of prgskm heroines to re-assume their
female identities?

By moving from the female pages in Chapter Oné&é¢omartial women in
Chapter Four, | hope to show the range of crosssers and their corresponding
representations of different types of masculinitytioe Early Modern and Restoration
stage. My study reveals not only the Early Mod@stination with crossing gender
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boundaries but also the importance of having ag®eition scene which, apart from
being a plot device to advance the action, emphasiee moment in which the on-stage
characters re-discover the once-known other aneésiomas grant the cross-dressed
heroine a “new becoming.” Thus, we can obsencetiyes of recognition at work in
most plays, an Aristotelian one and what | havéedad Butlerian sense of recognition.
The former is present in almost all the plays Inexee. The latter, however, is apparent
only in the plays where the heroines come out efctloss-dressed experience with a
sense of self-empowerment. In some cases, thardavho knew them before their
cross-dressing grant them the recognition of a idewtity, acknowledging their

competence as revealed in their successful perfurenaf masculinity.
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Chapter One

Female pages: leaving the male disguise behind

Although pages are popular minor, and sometimesmnelparacters in
Renaissance plays, there has not been much anafykis chores they performed and the
type of relationship they established with theirsteas. Ephraim Chambers, in his
Cyclopaedia; or, an universal dictionary of arts aswencesprovides the most
comprehensive definition of the term “page”: “a Yowof State, retain’d in the Family of
a Prince or great Personage to attend in VisiGesémony, do Messages, bear up Trains,
Robes, &c. and to have a genteel Education, amd tea Exercises”(734). In this
chapter, | analyze female characters, includin@JViola, Jessica, Manet, Mary
Fitzallard, and Hellena, who cross-dress as pagggearform page duties fwo
Gentlemen of Verona, Twelfth Night, The Merchaitefice, Four Prentices of London,
The Roaring GirlandThe Roverespectively. Most heroines have no difficulty in
performing as pages because of the similarity snaul in physical appearance that they
share with young boys and due to the heroines’ kedge about pages who serve in their

households.
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In these plays, | trace the circumstances thagerighe recognition that the
“page” is actually a young lady. | first analyzewognition in an Aristotelian sense,
namely “a change from ignorance to knowledge, andaseither friendship or enmity,
among people defined in relation to good fortunen@fortune”(Poetics52a30). In the
recognition scenes, most of the characters who hage deceived by the one in disguise
not only re-apprehend the once-known other wherigguise is left behind but also re-
establish the bond they once had. However, thisl has been re-shaped in the process.
In most cases, the female character goes from lzethgempowered woman who has
been left behind to a cross-dressed page who expes, albeit briefly, some
empowering moments where she is able to enter gie sphere, learn the truth about her
lover, and affect, to some extent, the power dyearaf their relationship when leaving
the male disguise behind. The Butlerian concepatatin of recognition helps illuminate
such passages since we can observe the heroineg ska new becoming — a
becoming where their female self can re-emergecteza by having experienced the
male gender, and claim the recognition (and re¥pleat they feel they deserve.

With this theoretical frame in mind, | argue thetognition scenes are the site
where the cross-dresser’s authentic self emerdes.alithenticity can only surface once
the mask is dropped. The temporary disguise, howvesessential to achieve such
authenticity since it provides the cross-dressén widetached perspective of the
dynamics of the bonds she was engaged in. Whes-dressed, she not only can see
clearly who her lover truly is, but also appreciage own previously untapped
capabilities. This female character consciouslgsakerself out of the relational bond
with her lover. Then, at the moment of recognitisime is re-apprehended as the former
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lover but her cross-dressed experience has enhbtdd re-surface in a more authentic
self —a self that has crossed gender boundaridsyaned valuable insights about the
male world. Although some critics may see this mohas a re-inscription of the female
characters in the patriarchal world, | believe thath a return is voluntary and
empowering for the female page.

| will start by analyzing why slipping into maletia¢ and performing as boy
pages is the most suitable way our heroines hagedomplish their primary goals—
being reunited with their lovers or escaping daagsisituations when travelling alone—
and ultimately find their authentic selves. As C.Patrides claims: “I am not what | am’
appertains to behavior we have considered in pldyether designated histories,
comedies, or tragedies, and disguises, nominaltprarention of comedy,’ are in fact
suggestive—invariably suggestive—of dissimulatioypocrisy, deception” (49).
Recognition scenes, in my opinion, are more thaacessary plot device. In order for a
cross-dressed page to be re-apprehended as thowadéadmired lady, there is
dissimulation and intended deception on the path®female character in order to
achieve her goals. This deception points to thetfet the senses, especially the
eyesight, can be deceived. This deception is alssible due to the fact that gender can
be constructed. According to Judith Butler, “genidea construction through which the
individual materializes and is made intelligiblesociety” Genderl2). In the comedies
herein analyzed, cross-dressed heroines conshrertiselves as boy pages by assuming
male attire, by emulating male actions, and sonegiby assuming male names. Thus,
their male garb and actions make them intelligddemales in the plays. | will explore
how their performance of the male gender poinBudlier's notion of gender
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performativity and how the recognition scene seasa locale for the convergence of
competing gender formulations —an essentialisndefn and a constructed notion of
gender.

The cross-dressed pages differ greatly from otberaly cross-dressers since the
page identity has a time limit. In contrast, fictad female cross-dressers that adopt adult
male roles such as judges, shepherds, clerks,antdigs, those described in the
following chapters, may theoretically keep theilendentity as long as they wish.
Gender construction for the female pages only himda limited time. By choosing to
impersonate pages, female characters assume matesr¢ temporary in nature since the
page will eventually become a man. He will growidhbair and his voice will change.
Thus, recognition for the female cross-dressersbeiinevitable. Since pages lack the
physical bulk of mature males, our cross-dressethle characters can participate in the
male sphere without being expected to assert mataleness. Apart from the “time
limit” determined by the natural physical develagof young boys, female pages are
also limited by “stage time” since they have toamuplish their goals before some
gender-related behavior such as fighting or wigjdirsword is required.

As cross-dressing is disapproved of by Early Modsrtiety, most females who
disguise as pages are self-conscious about tlsgjuidie and aware of the negative
consequences they may face due to cross-dressieg.réputation can become tarnished
if they are discovered, and most of them lose giaisdeges when becoming pages. As
Tracey Sedinger states, “the crossdresser stagesnent of rupture, when knowledge
and visibility are at odds, when difference cartmmtiefined solely by recourse to the
visual” (68). Such a breach between “knowledgeasithility” hints at the unreliability
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of the senses and the difficulty of discovering ‘tneth.” Thus, some playwrights make
their characters frown upon cross-dressing soitl@comes clear to the audience that
crossing gender boundaries should not be approvdderefore, some pages such as
Jessica, imhe Merchant of Veni¢#anet, inFour Prenticesand Julia, infwo
Gentlemen of Verongpmplain about having to cross-dress which assheeaudience
that they would not cross gender boundaries wergithbetter positions. Jessica, for
instance, shows disgust and shame while in mate.atthen leaving her father’s house,
she reflects on the way she is dressed:
Jessical am glad 'tis night, you do not looke on me,
For I am much asham'd of my exchange:
But love is blind, and lovers cannot see
The pretty follies that themselves commit,
For if they could, Cupid himselfe would blush
To see me thus transformed to a boy
Lorenzo Descend, for you must be my torch-bearer
JessicaWhat, must | hold a candle to my shames?
They in themselves, good sooth, are too light.
Why, 'tis an office of discovery love,
And | should be obscured (11.vi.34-44)
Jessica is fully aware that “transform(ing) (indtdoy” is a reprehensible act in the
society of her time, and it can only be justifiedaa act that enables a girl to follow her

lover. Although Jessica is initially happy thatmigind darkness will cover her, she is
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made even more self-conscious of her male attirenwier first act as page after she
escapes her paternal household is to hold the tenath highlights her assumed identity.
Similarly, Manet, the French Lady, is fully awarfetloe implications of cross-

dressing. When she decides to follow Guy, the forapprentice goldsmith, the French
Lady briefly refers to her disguise: “Thus havedskt my bashful modesty/Under the
habite of a trusty Page .... and servant | ma&eu(¢ Prenticedl. 1130-31). Her
choosing to enact a page is significant since sim@t only acquiring a male identity but
also a new social status. In fact, the French lradiizes the implications of her actions
from the very beginning. After Guy leaves for wislianet says:

Go flint, strike fire upon thy enemies steele,

Whilst | descend one step from fortunes wheels:

Thou goest before love bids me follow after:

By thee, the king thy Lord must lose his daughier4d40-444)
Manet understands that she will no longer be a Liadher father’s castle since she will
“descend one step from fortunes wheels.” Of everemaonsequence, the king will lose
his daughter. We do not know if the king has ottteldren to inherit his kingdom, but
were she the only child, as it is most likely tlase since no other heirs to the throne are
mentioned, it would have been quite tragic forkhmg not to know his daughter’s
whereabouts for more than a year. When leavingdhet, Manet reflects:

Thus have | maskt my bashfull modesty

Under the habite of a trusty Page,

And now my servants servant am | made

Love, that transform’d the Gods to sundry shapes,
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Hath wrought in me this Metamorphosis. (Il. 113)-3
The French Lady justifies her cross-dressing bygiptathe blame on “Love” since she is
just following the man who will eventually becomerihusband. Besides, the fact that
she willingly becomes a “servant” makes her cragssing less threatening since she
will not usurp a power position when crossing germteindaries. These lines serve the
purpose of justifying cross-dressing as a harndbsge in Manet's case—but a choice
that requires the voluntary surrender of her gassleges.

Julia, inTwo Gentlemen of Veronalso assumes the male garb that allows her to
enter the male world without jeopardizing her chgsalthough she understands her
reputation may suffer if she is discovered. Shalade turn into a “well-reputed page” in
order to “prevent/The loose encounters of lascizimen” (11.vii.38-39). She also decides
that instead of cutting her hair, she will: “krtitip in silken strings,/With twenty odd-
conceited true-love knots./To be fantastic may bhexa youth/Of greater time than |
shall show to be” (Il.vii.45-48). Not only will hdrair-style make her appear older than
she really is, but also she would be able to pveseer long hair, one of the “signs” of
femininity. Although these verses can be a comnmga male vanity, they also serve to
assert Julia’s willingness to keep what she fatdstifies her as female.

To complete her transformation, Julia asks Ludetiarovide her with breeches,
although she feels uncomfortable about wearingdgece,” a “sign” of her fake
masculinity. She argues that the codpiece willibddvoured” implying that it will not
fit her actual body shape, and it will be uselessesit will not perform any function. On
her, the codpiece is just an ornament and a vasudlccusatory symbol of her deceit,
her embodiment of the male gender. In spite ofiigal reluctance, however, she agrees
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to accept whatever breeches fit her “most manriefliger choosing her male attire, Julia
turns to her maid for advice and asks Lucetta attmitost to her reputation: “But tell
me, wench, how will the world repute me/For undertg so unstaid a journey?/l fear me
it will make me scandalized” (ll.vii.59-61). Julisaware of the risks she is about to run
when pretending to be a boy, and Lucetta disapgrof’é& knowing that such an
enterprise is not worth pursuing at such a priedia$hould not jeopardize her
reputation by going after an inconstant lover.

This awareness about the dangers of cross-drebsintemale pages show
emphasizes the idea that attempting to cross gérudgrdaries requires courage to go
against social conventions. This courageous a#giagtompanies the female cross-
dressers not only at the onset of their journeyatso at the end, when they choose to
end it by letting others recognize them as femaies.in the recognition scene where
gender hegemony is questioned. To fully understemat is at stake in the recognition
scene, we first have to examine the cross-dresgensieys from the moment they
choose to don male attire until the moment theydgeto leave it behind. | will therefore
briefly mention the cross-dressed moments thatede@ant for the recognition scene in
each of the plays | analyze in this chapter in otdgoint out how gender formulations
are played out when the cross-dresser is recogazéemale.

Four Prenticedeals with a very special cross-dressing case $itanet is a
Princess when she decides to follow her lover page, and she ends up being a Queen
when she decides to end her cross-dressed expeaétite end of the play. Hers is a

unique journey in which, in spite of losing privgles related to class, Manet acquires
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others associated with males. As a page, she gevalointimate bond with her lover.
From the very beginning, Manet excels in perfornpage duties:

My love and Lord, that honoured me a woman,

Loves me a youth; employes me every where;

| serve him, waite upon him, and he swears

He favours both my truth and diligence:

And now | have learnt to be a perfect Page,

He will have none to trusse his points but me,

At boord to waite upon his cup but me:

To beare his target in the field, but me: (ll. 1413%12)
The French Lady follows her future husband everyeh8he performs the role of a
subservient male page both in the domestic andqsibthere. She “serves him,” “waits
upon him,” and “bears his target.” Thus, although imale attire grants Manet access to
the male sphere she would have been denied as awamperforming as the ideal
subservient page she behaves as an obedient wiile vmothe domestic sphere.

Like Viola’'s service to Orsino, their page-mastationship is based on trust and
serves as a pre-marital stage where both parttds geaow and value each other and
where the base for future marital roles is esthblis Guy praises Jacke’s “truth and
diligence,” qualities highly desirable in a wifet the same time, Manet recognizes she
has “learnt to be a perfect Page,” which can e&slyephrased as “a perfect servant.” By
assuming a disguise below Guy’s status, the kidgigyhter reinforces the idea of
submission. She has learned to be submissivegadehl wife of the period would have
been, and she masters that virtue by becomingea pag

24



Her performance as male is impeccable until siecegpable of wielding a sword
when a threatening situation arises. When ManeBatd leave the camp, the clown
threatens Bella Franca, and Manet is not bravegmtufight the clown who is trying to
capture them:

Clowne Nay you cowardly Lady, that runne away from ther(e, and
Dare not stand to it, | am glad | have light on ;yclhwose your
Weapon, choose your weapon; | am a Souldier, andréiall man,
And | will offer you the right of Armes: if you vajuish me, I'le
Be your captive, if you be cast downe I'le carryymacke
prisoner.
French Ladiel weare a weapon that | dare not draw:
Fie on this womanish feare, what shall | dd?1{60-66)
When the clown addresses Bella Franca calling ¢mwvardly Lady” because she is
running away, the French Lady resents her “womaieiale” since it prevents her from
acting like a male page who would have been abpedtect his traveling companion.
Yet, in spite ohis inability to defend Bella witlnis sword, Jacke/Manet stays by Bella.

In spite of not being able to perform a martiakmainity, Manet/Jacke is valued
and admired fohis virtues. When Eustace saves Bella Franca, Eudtaliees Jacke
becauséeis the page to Guy, the Prince of France, who lzawhéd Eustace. Bella
intervenes for her page, and Eustace partions

Bella Franca Yet my sweete brother, do not blame the youth,
Full well he hath demean’d himselfe with me.
He never, since we entred in these woods,
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Left me in my distress; when we alone
Sit in these desarts never by rude force
Did do me the least shame, or violence
Eustace Well, sirra, for your truth and honesty
| pardon thee, though | detest thy Lord. (Il. 1839
Not mentioning the page’s inability to protect hBella emphasizes the page’s faithful
companionship ankis good manners towards her.

After being pardoned, Manet could have continuedigoming as a virtuous page;
however, she prefers to embrace her femininity. &/dacke cleverly plans to return to
her female attire alleging thais master, the Prince of France (Guy), will not retuag
him as his page ifieis wearing women'’s clothing when they encounter:hi

French Ladie Then let me change my habite, gentle sir,
Least in this shape | chance to meete my Maister.
Then, if you please, I'le cloath me like a Lady,
And waite upon your sister in your Tent.
Eustace Nay, if it please thee, | am well content.
French Ladie:(Aside) My plot is good; well, howsoere it prove,
“Twill either end my life, or winne my love. (1.842-50)
Thus, Manet/Jacke reclaims her female identithetope that Guy can recognize her as
Manet, the king’s daughter, if they come across. lI8hre is aware that she can either be
punished or loved for such a move.

In the recognition scene, the initial “moment gbture,” as Sedinger puts it, is

caused by the disguise comes to an end. Befaneangl knowledge coincide, however,
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Heywood uses this small window of misrecognitiomaize questions about an
essentialist definition of gender. Although the isade accompanies Manet in her
transformation and listens to her plot, neithed@8ebr Eustace suspects her plan. When
Eustace tells Guy that the “pretty boy that stray*dm him is now in his tent, Eustace
makes it clear that the page is:
... S0 disguis’d you cannot know him now,
For hee’s turn’d wench; and but | know the wagge,
To be a boy, to see him thus transform’d,
| should have sworn he had beene a wench indée?5{19-22)
Eustace’s statement suggests his lack of certairtslling the genders apart when
characters cross-dress. Eustace suggestively commmethe unreliability of the senses,
especially sight, and on his own inability to seetigh the disguise. Manet transforms
into the woman she once was. Yet, to those who kage/n her only as a page, she
seems to be cross-dressed. Before even seeinggleedpessed in female attire, Guy
suggests how much he values that page by tellmgrother:
Pray, let me see him, brother in that tegbi
| would not lose the villaine for more dpl
Then Syon would be sold for: he will blush
To be tane tardy in his Maids attire. Z623-2526)
Guy praises the page’s virtues which preparesudesace to admire Manet more. When
the page finally appears, Guy rejoices since hs Bamet instead. The French Lady
exclaims: “You know me then!” (2530) and Guy expkato her that “ ‘twas that
disguise,/That all this while hath blinded my cleges” (2531-2532). Similar to
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Eustace’s disbelief in his own eyes when he seepdlge in female attire, Guy also
understands that Manet’s male attire had prevamtadrom seeing clearly her real
gender.

This male-male kissing scene in which the tensimiomously rises is soon
dismissed as the situation is rapidly clarified.aNlGuy and Manet kiss and embrace,
Eustace reprehends his brother: “Fye, are youstwra’d to kiss a boy/ And in your
armes to graspe him with such joy?” (Il. 2533-2534% none of the other characters has
seen the French Lady before, they think the pageivoy they know who is now
dressed in “Maides clothes.” Eustace and the athestage characters experience this
moment of confusion as men looking at another mlao as just turned into a woman.
This moment is most disruptive for the charactenemthey see Guy kissing the
formerly crossed-dressed Jacke: Guy soon explaitiee other characters that the Page
is, in fact, the French Lady whom he loves and honv he owes his life. He emphasizes
her virtue and innocence by saying: “she hath beanbedfellow/ a year and more, yet |
had not the grace” (Il. 2543-2544). Thus, he assaverybody that her virtue is intact
and that her cross-dressing has not fostered irehyrhomosexual desire towards the
page.

Manet’s cross-dressing also portrays female desifself-tamable”™—virtue that
is highlighted in the recognition scene. Even iffdaimpulsively follows the man she
loves, when her object of desire is at hand, sles dot surrender to temptation. After
more than a year of having slept beside Guy, skeaadedges that she has seen “many a
thing, which makes me blush to speake” (. 1148en, she adds:

| dreame and dreame, and things come in my mind:

28



Onely | hide my eyes; but my poore heart

Is bard and kept from loves satiety

| see the Apples that | cannot taste

I'll stay my time, and hope yet, ere | die,

My heart shall feast as richly as my eye. (ll. 1:1450)
As is clear from this passage, Manet has seen értougnleash her female desire; yet,
she has decided to patiently wait till the trutihdgealed. Cross-dressing, in this case, is
useful in portraying how virtuous women can restithieir desires. Manet tells Guy that
“my love drew me along/ No shamelesse lust” (II522555); she has chosen to cross-
dress due to pure and virtuous love, not lust.

In the recognition scene, when Manet finally regdier female identity at the end
of the play, she explains her “metamorphosis” awéadrous change!” (I. 2552). She
tells Guy that: “She that your Page hath beenebig at length transform’d to be your
queene” (ll. 2552-2553). Manet accurately expl&@iestransformation as “wondrous”
since she changes from Lady to Page to Queen. ifteséstingly, this change seems to
suggest that in order to change her status frogiesto married, Manet has to undergo
the useful training as a page. One possible reatwfitiygs passage is that once the training
into submission is successfully done, the Frenatyliaready to be re-inscribed into the
patriarchal system as a commendable queen whoohasly learned to be submissive as
is proper for a wife but has also shown controlrdwer passions. Thus, her temporary
performance as a submissive male has enabled gerwoin Guy’s esteem.

Another possible reading of the recognition sceweuld like to offer is that
Manet emerges not only as the woman she was #&ther's court, but as a new woman.
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When embracing the female gender, she opts foeatitlity. Instead of trying to go
back to Guy as a page to reconstitute the intirnatel that they shared, she opts for the
female gender, and lets Guy decide whether he &bep as she is, as a new self who
has shared with him some experiences in the mailkelwaut who is now returning to the
female world in an enriched form. Guy’s responsthat claim for recognition is
positive. The man who once left her in pursuit ohitary career, now, without thinking
twice or worrying about what the other on-stagerati@rs may think, kisses her in
recognition for what she was and is. Instead pfinrganding her for having deceived
him, he offers her marriage—accepting a woman witimale past.” Thus, in this
recognition scene, we can see how Manet, by béaing Guy in her female attire,
makes her claim for recognition—a recognition thalds both her past and her present,
and which opens up a future of new possibilitieshier.

In The Roaring GirIMiddleton and Dekker also use the confusion crasssing
causes to explore the taboo topic of homoeroticgelest the end of the play, the
audience can see another male-male kissing sceich pizzles on stage characters,
though it is promptly dispelled by the recognitggene. In IV.i, Sebastian kisses Mary
Fitzallard who has run away from her paternal hammaale attire to marry Sebastian.
Although Sebastian, the priest, and Moll know hes&s a woman who is cross-dressed as
a page, some of the other onstage characters dmawatabout Mary’s disguise. The
oddity of the scene is reflected in a short excleamgfween Moll and Sebastian:

Moll: How strange this shows, one man to kisshaamo

Sebastianl’d kiss such men to choose, Moll;

Methinks a woman's lip tastes well in a double¥.(|45-47)
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Two of the characters who know the truth are thesomho comment on the unusual case
of what seems to be two men kissing. As Traceyrgdipoints out, “the erotic
experience, for both Sebastian and the audieneahianced through cross-dressing, with
its confusion of a normative heterosexuality” (A@jerestingly, it is Moll, herself a
cross-dresser, who voices the society’s point @wabout homosexuality, i.e. two men
kissing is a “strange” sight. What she sees igldsavith what society prescribes, namely
heterosexuality. In spite of her blatant defiantthe contemporary dress code which
forbids women to wear pants, Moll verbally adhdrethe societal point of view
concerning sexuality.

Sebastian’s response is even more disturbingetadinmative audience. He likes
his experience and thinks that “a woman'’s lip tastell in a doublet.” According to the
Oxford English Dictionarya doublet is “a close-fitting body-garment, withvathout
sleeves, worn by men from the 14th to the 18thwesd.” Thus, Sebastian’s comment
may indicate his support for the new social ordbicl is emerging and which his father
so deeply fears:

Sir AlexanderHoyda, breeches? What, will he marry a monstén two

Trinkets? What age is this? If the wife gdoneeches, the man

Must wear long coats like a fool. (ILii.74)
Sir Alexander is afraid that women wearing “breexthmay later usurp male positions
while males turn into “fools.” Then, when Sir Alexder overhears Moll and the tailor’s
conversation, Sir Alexander wonders: “Here’s goedrgowards, | have brought up my
son to marry a Dutch slop and a French doublevdpiece-daughter” (11.ii.88-90). Even
though Sir Alexander is mistaken about the croessird Moll becoming his son’s future
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wife, he condemns women such as Moll Cutpurse anmg male attire. Sebastian’s
reaction in the kissing scene may also imply tleatvould choose another man as a
sexual partner if given the choice, thus publicigersing homosexuality. Yet, Mary’s
cross-dressing merely contributes to the play'salVemphasis on gender confusion.
Everyone but Sir Alexander knows she is a womamsTthe recognition scene in this
play serves the purpose of briefly exploring tHeotaof homosexuality when two males
kiss. Such an exploration, however, ends up asnefiment into heterosexuality since
the normative views are voiced by Moll, the chagagtho is most likely to be against
them. Since the audience and most of the charaateiis the know, the recognition
scene utilizes neither an Aristotelian nor a Budlerecognition. Mary Fitzallard, the
cross-dresser, seems to be only instrumental isghse that her cross-dressed attire and
performance allow the characters to voice theiwsien cross-dressing. Although
Mary’s role is minimal, we can still observe thabgs-dressing in the recognition scene
is a site where gender hegemony is questioned.grhmost characters favor
heterosexuality, Sebastian challenges such a viwhis commentary after kissing his
cross-dressed lover.

In Two Gentlemen of Veronthe recognition scene shows how the female gender
needs to emerge after having been repressed umdaslaof maleness. Julia’s journey
into the male world is a journey of discovery. dulike Manet, decides to don male
apparel to follow her lover. Lucetta disapprovegulia’s plan and attempts to prevent
her from following Proteus because she fears h# Searce be pleased” to see Julia.
Lucetta knows that “A thousand oaths, an oceansotelars, /And instances of infinite of
love” are “servants to deceitful men” (Il.vii.69-72), and not a warranty of their love.
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Julia’s naive response shows that her love foredBsohas led her to idealize him, and that
she has only a distorted image of her lover. Bilangly affirms that:

But truer stars did govern Proteus’ birth,

His words are bonds, his oaths are oracles,

His love sincere, his thoughts immaculate,

His tears pure messengers sent from his heart,

His heart as far from fraud as heaven from ealthii(73-78)
Julia’s idealized image of her lover is soon degbwhen she listens to Proteus wooing
Silvia. As it turns out, Proteus’ thoughts areffam “immaculate.” His love, as Lucetta
suspected, is insincere, and his words form brdakébnds” and worthless “oaths.” As
Barry Weller explains, “Like his mythological co@npart, . . . Proteus is chiefly
remarkable for his power of self-transformations ldkternal form never changes, but his
shifting loyalties make this constancy of his appaae a kind of embodied lie” (349) —
which is in sharp contrast with Julia, whose appeee changes without altering her
constancy.

Similar to Manet’s, Julia’s performance as a malgepis flawless untifwo

Gentlemen of Verormlast act, which suggests that gender boundaaede easily,
albeit temporarily, blurred. In disguise, Julika$or lodging, interacts with male and
female characters, and serves Proteus without loesegvered. Her disguise enables her
to occupy a position from which she can observédasd actions and discover his true
feelings without being suspected or condemnedirfsdance, when the host shows her
where Proteus is, she observes how her lover wibaa 8nder her window. The fact
that the host asks her why “the pretty youth” idd& than before shows that Julia is
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visibly perturbed by what she sees. This indicatemmporary break in the performance
of the male gender —a break where her femininetisedatens to emerge and give her
away. Yet, she decides to retain her male disgniseder to find out the truth, namely if
Proteous was being unfaithful to her. She doesesmnto the host that she does not like
the musician (Proteus) because he is “so falsenthgtieves my very heartstrings”
(IV.ii.58). Although the host is not able to grasge full meaning of her comment, the
audience can share Julia’s pain and have a clemrstanding of how Julia feels when
she discovers the falsity of her beloved. Her pa&y be caused not only by Proteus’
unfaithfulness but also by her realization of henmaivety.

Julia finds her performance as a male challenguigch suggests that not being
true to oneself, though having the pay off of faglthe truth, is complex. Although
Julia/Sebastian performs the role of a diligentegpdlgere are instances where Julia’s
feelings are so strong that her words almost gerealway. Proteus first confides in
Sebastian/Julia becauselooks like an honorable person:

Sebastian, | have entertained thee

Partly that | have need of such a youth

That can with some discretion do my business,

For ‘tis no trusting to yon foolish lout, [refergrio Lance]

But chiefly for thy face and thy behaviour,

Which, if my augury deceive me not,

Witness good bringing up, fortune, and truth. (Wo6R-68)
Proteus bases his assessment on the external appearf the page. Sebastian’s facial
features antiis behavior show “good bringing up, fortune, andhruProteus trusts his
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“augury” not to deceive him. Although he is able¢ad the inner characteristics of the
page, he does not recognize Sebastian’s real sgteuB is unable to make any
connection between the page’s face and his forover’s face, though he has
presumably taken a close look at both of them. EvBebastian possesses all of the
positive traits that Proteus mentions, Proteugitamly deceived about the true identity
of the page.

Julia/Sebastian takes advantage of her mastessdnd becomes outspoken
about Proteus’ behavior while also praising her d@male self. For instance, when
Proteus asks Julia to give Silvia the ring thatoeman who “love(d) (him) well delivered
it to him,” Julia, outraged, engages in a dialoguehich she is quite direct in spite of
performing as a page:

Julia: It seems you loved not her, to leave her token.

She is dead belike?

Proteus Not so. | think she lives

Julia: Alas

Proteus Why does thou cry ‘Alas’?

Julia: | cannot choose but pity her

Proteus Wherefore should thou pity her?

Julia: Because methinks that she loved you as well
as you do love your lady Silvia.
She dreams on him that has forgot her love;
You dote on her that cares not for your love.
'Tis pity love should be so contrary,
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And thinking on it makes me cry ‘Alas’. (IV.iv.66¢Y
For a newly-hired page, Julia/Sebastian is quitspmken in the sense tha indirectly
criticizes his master’s behavidile justly assumes that Proteus does not love Juha if
will give away the ring that she gave him as a to&kEher love. Though surprised by the
page’s reaction, Proteus lets the “boy” explaingeth In a lengthy self-justification,
Julia/Sebastian not only successfully avoids beswggnized but also ventss true
feelings. Julia pities herself for continuing tedm about someone who does not care for
her, and at the same time pities Proteus for atiampo conquer the love of Silvia, who
is not interested in him. Cleverly, Sebastian ldisgs the blame from Proteus and makes
“love” responsible for being “so contrary.” Thufiesdoes not openly judge Proteus for
his reprehensible inconstancy.

The disguise serves Julia well in that she not didgovers the truth, but also
attempts to manipulate future events to her owraathge. Julia/Sebastian not only
scolds her master but also intentionally deceiweswhen she appeals to Silvia’s
compassion towards Julia instead of advancing Bsbtause. For instance, when
interrogated by Silvia, Sebastian speaks highlyisfady:

Almost as well as | do know myself
To think upon her woes | do protest

That | have wept a hundred several times

She hath been fairer, madam, than she is

| know she is about my height
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For | did play a lamentable part

Madam, “twas Ariadne , passioning

For Theseus’ perjury and unjust flight

Which | so lively acted with my tears

That my poor mistress, moved therewithal,

Wept bitterly; and would | might be dead

If I in thought felt not her very sorrow (1V.iv.135%7, 141,156,158-164)
Sebastian’s words evince an intimate knowledgeulé $incehe has worrhislady’s
clothes. In fact, Julia’s woes have roused the 'sguey to the point of tears. The
intensity of Julia’s suffering is emphasized by kiyperbolic phrase “a hundred several
times,” and Proteus’ betrayal of Julia is indirg@lluded to by the carefully chosen role
that the page is said to have acted out. Sebast@tial wearing of Julia’s gown
emphasizes the close connection that the pageitiadwlia and his sympathy towards
her.

In spite of having passed as a male page undetekikals female self erupts
abruptly in the recognition scene. Julia/Sebastdm has proved witty enough to have
come up with convincing and believable explanatimnseveral tongue-slips, can no
longer perform her role as a page well. She fauttsn she hears Valentine say “All that
was mine in Silvia | give thee” (V.iv.83). Territidoy the possibility of losing Proteus,
she can no longer stand quietly by. She cannad\eethat Valentine is willing to give
Silvia to Proteus, even after having seen Protatismpt to rape Silvia. After recovering
from her faint, Julia gives the wrong ring to PueShe could have explained her
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possession of Proteus’ ring by repeating the sdamg that she had told Silvia, i.e. that
Sebastian had also been Julia’s page; howevea, clubioses to reveal herself by stating:
“Julia herself did give it me,/And Julia herselt&rought it hither” (V.iv.125). Thus,
Julia voluntarily chooses to embrace her femalieagglin, whether or not Proteus will
respond positively to her revelation. Proteus’ sgjoeent marriage to Julia shows his
acceptance not only of the Julia he left behind at&o of the Julia who has waited on
him, and the Julia who knows his truth and whoilrng to marry him in spite of his
weaknesses.
In Twelfth NightViola, like Julia, is also her lover’s truth-keeperthe

recognition scene. Although she starts her crosssad journey for safety reasons, her
performance of the male gender leads her to a deeperstanding of the Duke’s
feelings and of her own self. At the onset of hgyeglition to the male world, Viola,
similar to Julia, needs an accomplice to help née her true identity. In Viola’s case,
the Captain who rescues her after the shipwreekssntial for her acquiring a new male
identity:

Conceal me what | am, and be my aid

For such disguise as haply shall become

the form of my intent. I'll serve this duke:

Thou shall present me as an eunuch to him. (15B¢-
Viola, unlike the other female pages, chooses &xea male page whose masculinity is
divested of any sexual prowess. This is the ontetthat her wish to be introduced as an
eunuch is mentioned in the script. The audience doeknow how she is actually
introduced to the Duke. Viola “sells” herself ageay capable page who “can sing/And
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speak to him in many sorts of music/That will allove very worth his service” (1.i.58-
60). In Viola’s case, the deceit implied by herss-aressing is only a tool which brings
her protection and safety as she plans to entale-headed household in a foreign land.
Similar to the confusion Manet causes in the kigsicene, Viola’s disguise also

provokes confusion especially for Olivia, the Dulied the captain. After her first
encounter with Viola/Sebastian, Olivia cannot stupking about the Duke’s page. The
audience knows about Viola’s initial desire to dreeunuch; yet, the lack of further
mention may indicate either that Shakespeare cladmgemind or that Viola changed
hers about the nature of her male performancerig|€livia does not perceive
Viola/Sebastian as an eunuch. She feels complatehcted tdiim. She repeats
Sebastian’s words and praides body:

'What is your parentage?'

'‘Above my fortunes, yet my state is well:

| am a gentleman.' I'll be sworn thou art;

Thy tongue, thy face, thy limbs, actions and spirit

Do give thee five-fold blazon: not too fast:

soft, soft!

Unless the master were the man. How now!

Even so quickly may one catch the plague?

Methinks | feel this youth's perfections

With an invisible and subtle stealth

To creep in at mine eyes. Well, let it be. (l.v.258
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Olivia first questions the almost immediate atti@cthat she feels for the page and then
allows herself to give free rein to her desirevialican see that the page is of noble
origin, and she admirdss wittiness, beauty, and character. Viola/Sebasgélacts upon
the undesired impact her male attire has had onadlhen Malvolio tells her about the
ring Olivia “returns” to Sebastian:

| left no ring with her: what means this lady?

Fortune forbid my outside have not charm'd her!

She made good view of me; indeed, so much,

That sure methought her eyes had lost her tongue,

For she did speak in starts distractedly.

She loves me, sure; the cunning of her passion

Invites me in this churlish messenger.

None of my lord's ring! why, he sent her none.

| am the man: if it be so, as 'tis,

Poor lady, she were better love a dream.

Disqguise, | see, thou art a wickedness,

Wherein the pregnant enemy does much. (11.ii.15-38)
Viola/Sebastian shares with the audience the datpsituation she is in. Her male attire
has “charm’d” Olivia who was so enamored of Selasiphysical appearance that she
could not speak properly, and in order to see Sigmaagain she makes up the story of
the ring. Olivia’s desire for the page may sigaabvert female-female desire which was

not acceptable at the time. As Denise A. Walenarpl
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Textual representations of female-female desiresgxdal

behaviors existed in sixteenth-century Englandclviwere

available to playwrights and at least the educatethbers of their

audience. Therefore, when female characters wesiégeed

together in erotically coded situations, dramatstsld be

confident that a portion, if not all of their audée would discern

the homoerotic references. To construct an erefisibn between

two female characters, playwrights often employerirtarrative

convention of the cross-dressed female heroineeSime

disguised heroine’s sartorial codes signify hemate, she

becomes a potential object of desire for anothenarm The erotic

energy that passes between the disguised herothinarlesiring

subject resonates with the broader cultural dismof female-

female desire and sexual practices, signifyingehesy behaviors

and longings to the audience. However, from theverés

perspective, the disguised heroine’s mistaken itjealso

alleviates the desiring subject’s guilt over halifeg for and

actions toward another woman. (412)
Disguise thus works both inside the play as pathefplot and theme, and outside the
script since the audience’s meta-awareness ofrdadity” can go beneath and beyond
the disguise. ITwelfth Night female-female desire is only portrayed by Olisipassion
for Viola/Sebastian. Viola, on the contrary, hatesself for provoking such an attraction
in Olivia. Although Olivia is genuinely fooled bfe disguise, her chief desire is for
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marriage as she shows when she proposes to Sedastiaon. In the last scene, Viola’s
brother (now Olivia’s husband) comments on Oliviarsntentional homoerotic behavior
when he tells her that she would have been “col@dd@nd “betrothed” to a “maid.”
Viola, however, does not condemn Olivia’s behav&ire places the blame on the
vulnerability of the female gender:

How easy is it for the proper-false

In women's waxen hearts to set their forms!

Alas, our frailty is the cause, not we!

For such as we are made of, such we be.

How will this fadge? my master loves her dearly;

And I, poor monster, fond as much on him;

And she, mistaken, seems to dote on me.

What will become of this? As | am man,

My state is desperate for my master's love;

As | am woman,--now alas the day!--

What thriftless sighs shall poor Olivia breathe!

O time! thou must untangle this, not ;

It is too hard a knot for me to unti@l.ii.15-38)
Viola first feels compassion for Olivia who woulé better off loving a “dream” than the
false image of a man that Viola embodies. Violacdbss herself, and the female gender
in general, as having “waxen hearts” which takeittgression of the “proper-false.” She

portrays herself as a “poor monster” whose crosss#rd identity has not only deceived
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Olivia but has also prevented Viola herself frompiiaying her feminine nature and her
love for the Duke.
In Twelfth Nightrecognition occurs when the siblings meet in tae

physical place; unlike most pages, Viola neitheyages nor is she in control of the
recognition scene. In Act V.i, the Duke is thetfixs voice the confusion that onstage
characters feel: “One face, one voice, one habd,ta/o persons,/A natural perspective,
that is and is not!” (204-206). Then, Antonio adti$ow have you made division of
yourself?/An apple, cleft in two, is not more twihan these two creatures. Which is
Sebastian? ( 212-214); and Olivia joins their bdariment uttering “Most wonderful!”
(215). Interestingly, the three “deceived” charextnly see Viola as a second Sebastian.
It is Viola herself who reveals she is a woman ederattire:

If nothing lets to make us happy both

But this my masculine usurp'd attire,

Do not embrace me till each circumstance

Of place, time, fortune, do cohere and jump

That | am Viola: which to confirm,

I'll bring you to a captain in this town,

Where lie my maiden weeds; by whose gentle help

| was preserved to serve this noble count. (240-47)
Viola wants to bring a witness and ocular proohef female identity, though like Julia,
she is still in pages’ attire at the end of theyplEhe recognition scene also serves to re-

direct Olivia’s original female-female desire towarmeterosexual desire for Sebastian,
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whom she has married. Sebastian poignantly painiset danger that disguise can bring
about when he tells Olivia:

So comes it, lady, you have been mistook:

But nature to her bias drew in that.

You would have been contracted to a maid;

Nor are you therein, by my life, deceived,

You are betroth'd both to a maid and man. (250-57)
The Duke happily steps in and addresses Violadgdtis page: “Boy, thou hast said to
me a thousand times/ Thou never shouldst love wdikamo me” (261-62). Then, he
asks her to: “Give me thy hand/And let me see thé¢ley woman's weeds” (267-68).
After asking his page to embody the female genalendlly by wearing female attire,
Orsino willingly offers Viola a new role:

Your master quits you; and for your service doma,hi

So much against the mettle of your sex,

So far beneath your soft and tender breeding,

And since you call'd me master for so long,

Here is my hand: you shall from this time be

Your master's mistress. (V.i.304-309)
The Duke recognizes Viola’s noble origin and ackiealges how Viola has performed
actions which were inappropriate for a woman. kheotto “compensate” Viola, now
Orsino offers Viola his hand so that she can becbisenistress after having being his

faithful servant, much like Manet to Guy.
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As the Duke has not previously known Viola as feenae cannot say that
there is a recognition in an Aristotelian sensen®tbeless, the recognition the Duke
offers Viola may be explained with the Butleriarfidiéion in mind. The Duke, who has
known Viola only under the mask of the male gendew recognizes her as a female
who has gained insight into the male world whedigguise. Like Julia, Viola, having
been her lover’s confidante, knows the Duke’s faetings. Although she does not
openly claim for a recognition of a “new becomings’ Butler would put it, the Duke
graciously grants her one. Viola can return tofémeale gender with the certainty that the
Duke accepts both her cross-dressed past anddsamprfemale self despite her male
attire.

Unlike the Early Modern plays | have been disaugsihe Restoration playhe
Roverfeatures a cross-dressed page, Hellena, who,tm sjpperforming the male gender
impeccably, igecognized almost immediately by her lover. Unkkene of her
Renaissance counterparts, Hellena does not astemnel¢ of her lover’s page. Hellena
is her own master. She puts on pages’ clothingderao convince Angellica, the
courtesan, not to pursue Willmore, Hellena’s lowgllena performs as a male so
convincingly that she deceives both the courtesanbaiefly her own lover until the
moment Willmore looks directly at the page’s faod aecognizes her. Thus, recognition
seems to arise not from a “failure” or a “break’tire performance but from recognition
of facial features.

Hellena’s motivation for cross-dressing is to figire courtesan for her lover.
Instead of rendering her service to her lover,aasHarly-Modern counterparts did,
Hellena takes the issue in her own hands and lfmwkger competitor for his affection.
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Unlike Julia, who appeals to Silvia’s compassiorlléha boldly warns Angellica not to
interfere with “his” lady’s love affair:

Madam, ‘tis to entreat you (oh, unreasonable!)

You would not see this stranger;

For if you do, she vows you are undone,

Though nature never made a man so excellent,

And sure, he ‘ad been a god, but for inconstari®yii.284-288)
Hellena convincingly speaks on behalfhis lady stating that she is:

Young, rich, and nobly born, but has the fate

To be in love with a young English gentleman.

Strangely she loves him: at first sight she lovind, h

But did adore him when she heard him speak:

For he, she said, had charms in every word,

That failed not to surprise, to wound and conq(I¥rii, 243-248)
By paintinghis lady as a victim of Willmore’s ficklenessg makes quite an impression
on Angellica. Angellica soon realizes that the peggpeaking the truth because she has
also fallen prey to Willmore’s flattering words. ka continues exaltinigis lady by
mentioning how she was won:

With this addition to his other beauties,

He won her unresisting, tender heart.

He vowed, and sighed, and swore he loved her dearly

And she believed the cunning flatterer,

And thought herself the happiest maid alive.
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Today was the appointed time by both
To consummate their bliss;
The virgin, altar, and the priest were dressed,
And while she languished for th’ expected bridegnpo
She heard he paid his broken vows to you. (VI6L-270)
Thus, the page describleis lady as a naive virgin who is waiting to be mafnwenen she
hears that Willmore, “the cunning flatterer,” istti&ely to appear in the wedding
ceremony because he is at Angellica’s. The pags toi convince Angellica that
Willmore has already promised to mahig lady. By emphasizing Hellena’s virtuse
demonizes Willmore even more in the hope that Aiggetioes not keep him for herself.
In fact, when Willmore finally faces the cross-dred Hellena, he is able to
penetrate her disguise without difficulty. Althougfillmore threatens to give the page
away by revealing the disguise, he eventually ceeds play along and becomes an
accomplice:
Willmore Ha! Do not | know that face?
(Aside) — By Heaven, my little gipsy! What a dutigl
was |. Had | but looked that way, I'd known hereAl
my hopes of a new woman banished? (to Hellena)ad 5§
| do not fit thee for this, hang me. (To Angellica)
Madam, | have found out the plot.
Hellena (Aside) Oh lord, what does he say? Am | discoderew?
Willmore do you see this young spark here?
Hellena (Aside) He’'ll tell her who | am
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Willmore Who do you think this is?
Hellena (Aside) Ay, ay, he does know me. (To Willmorelay\ dear
captain! | am undone if you discover me.
Willmore: Nay, nay, no cogging. She shall know what a joei
mistress | have. (1V.ii.334-347)
In their asides, they use words of endearment aacHear captain” and “precious
mistress” to address one another. Besides, whegmneing Hellena, Willmore
acknowledges their previous connection by refertmmblellena as the “precious
mistress” he has. The disguise does not fool hirthdmes the courtesan who, in spite of
having seen Hellena earlier in female attire, dassshare an intimate connection with
her. Wilmore provokes Hellena by speaking of helenogatory terms:
Hellena: Will you be such a devil?
Willmore Nay, nay, I'll teach you to spoil sport you wilbt make.
(to Angellica)—This small ambassador comes not from
a person of quality as you imagine, and he sayg— b
from a very arrant gipsy, the talking’st, pratingsant-
ing’st little animal thou ever saw’st.

Angellica What news you tell me; that's the thing | mean.

Willmore Mean that thing? That gipsy thing? Thou may’stvad
be jealous of thy monkey or parrot as of her. Az
motion were worth a dozen of her, and a dream aere
better enjoyment—a creature of a constitutionrfiftbe
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Heaven than man. (I1V.ii.348-354, 357-361)
Wilmore devalues Helena by comparing her to animmlsalso manages to complain of
her refusal to give in to him sexually: a dream lddae “better enjoyment” and she is
“fitter for Heaven” than for man.

Hellena (Aside) Though I'm sure he lies, yet this vexes m

Angellica You are mistaken; she’s a Spanish woman
Made up of no such dull materials

Willmore Materials! Egad, and she be made of any thateitltier
dispense or admit of love, I'll be bound to contipe.

Hellena (aside to him) Unreasonable man, do you think(B61.362-
367)

Willmore ends by taking charge of the situation drainissing the page as if he had the
authority to welcome or dismiss Angellica’s visgoin the end, he does not betray
Hellena’s trust by giving away her disguise, butdbes not hurt his reputation either
since he does not acknowledge any commitment toiagarin a clear way.

Willmore (to Hellena) You may return, my little brazen tieand tell
your lady / That till she be handsome enough tbeédeved, or |
dull enough to be religious, there will be smalpas of me.

Angellica Did you not promise, then, to marry her?

Willmore Not I, by Heaven.

Angellica You cannot undeceive my fears and tormentsail jave

vowed you will not marry her.
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Hellena (Aside) If he swears that, he’ll be revenged anindeed for all
my rogueries.
Willmore If it were possible | should ever be inclinedarry, it should
be some kind young sinner; one that has generesdugh to give
a favour handsomely to one that can ask it dislgremte that has
wit enough to manage an intrigue or love. Oh, how such a
wench is to a man that does her the honour to niery
(IV.ii.368-390)
Instead of swearing that he will not marry HelleWallmore signals a potential marriage
when referring to his future bride as “young sinhand a woman who has “wit enough
to manage an intrigue or love.” Hellena fits Willrats description since she has behaved
as a “young sinner” by blatantly transgressinggéeder boundaries and, in doing so, she
has “intrigued” and shown her love for Willmore.

Unlike Renaissance cross-dressed pages who areauginized when they
perform their roles well, this Restoration pagesrewhen convincingly acting as a saucy
page, is immediately discovered when Willmore loakisim. Yet, instead of being
detrimental for the page, it is beneficial sinceytlexplore their mutual wittiness and
thirst for adventure. Their complicity is highligiat by the use of aside comments. They
playfully vex each other while not giving away fttheguise. Willmore playfully speaks
ill of Hellena while acknowledging his emotionalneeection to her. Willmore whispers
to Hellena that Angellica “shall know what a praganistress | have” and then he calls
the page “my little brazen head” after referringtie page’s mistress as “a very arrant
gipsy, the talking’st, prating’st, canting’st lgtbnimal thou ever saw’st.” Willmore’s
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criticism of Hellena indicates that disguise alsstricts Hellena since she cannot defend
herself directly while impersonating a page. Yetspite of this limiting factor, cross-
dressing proves to be a useful tool for discoveny self-knowledge. Willmore not only
re-apprehends Hellena as the woman he used to knadwajso as a woman who can
convincingly perform as male, which he finds mqgpealing. Thus, while Willmore has
not been fooled as most of the other male loverdgrthe disguise of a page, Hellena’s
daring behavior changes his attitude toward hemaodes a catalyst to a genuine
marriage.

In all the plays analyzed in this chapter, the srdiessed heroines choose to
construct themselves as men as a way of concaakmngfemale gender and thus
protecting themselves in circumstances where wamght be in jeopardy. Venturing
into the male world, female pages are determinedunite with their lovers or, as in
Viola’s case, find protection in an unknown placesituation. Recognition scenes, which
allow the plots to move forward, also permit thderzharacters to re-apprehend their
objects of desire as they once knew them, or,erlthke’s case iffwelfth Night the
recognition scene enables his desire to flow fréelgn acceptable heterosexual object.

Although there are not many female pages in Resborplays, Hellena’s case
points to a change of perspective as far as rettogns concerned. While recognition in
Renaissance plays is prevented by changes in alitygrearance, often simply by
changing clothes, iithe Roverdisguise is easily penetrated when the loverk iom
each other’s eyes. Thus, there seems to be drsimiftrecognition being based on
clothing and superficial features to recognitiosdxhon facial features. The convention
that “clothes make the man” on the Early Modergeta convention surely strengthened
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by all-male acting companies, seems to fade oRR#storation stage where actresses
perform as characters of their own gender.

Committing themselves to a page-master relationslagvs female characters to
enact a role which they can quite easily performe B their physical resemblance to
young boys, young ladies could easily slip intoerettire to carry out pages’ duties such
as carrying the target, singing, courting ladiestheir masters, and delivering messages.
They perform the male gender without much diffigulttil physical strength or courage
to fight is required. They seem to feel comfortgideforming the role of a page due to its
similarities to their future roles as wives. Fertmore, adopting the role of a page also
allows the cross-dressed heroines to form a borsdla$ervience to a male based mainly
on trust in which they, in turn, receive protectfomm harassment by other men.

We must not mistake the cross-dressers’ willingnesstablish a bond of
subservience with their lovers, however, with costgland total obedience. On the
contrary, it is the very subservient role thatwlahem to become subversive. We can
see that their subversiveness challenges diffe@nétal structures. For instance, Jessica
and Mary challenge their fathers’ control over thétellena and Julia defy their lovers’
agendas. Instead of portraying Willmore and Profausrably when they talk with
Angellica and Sylvia, respectively, they praisdrtiog/n feminine selves instead.

Besides both Julia and Hellena, when cross-dress@dnake accusations that they could
not have made easily or comfortably as women. Maaeke, disobeylsis master when
heleaves the camp to accompany Bella Franca. \8dlae only page who does not
cross-dress to pursue a lover. Whereas most athlieg pages seem to have a more
aggressive amorous intent, Viola cross-dresses asaedefensive ploy since she is
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alone in a world that could harm a female, HoweV@sla’'s disguising disrupts the order
of Orsino’s court by threatening gender boundariégrefore, these cross-dressed pages
briefly disrupt the paternal, spousal, and societaler dynamics.

These subversive performances of the male gendeatihe threat a
performative conceptualization of gender has onagrahy. If these individual
performances show that gender boundaries can tamigdse crossed and that power
dynamics can be tweaked, then patriarchy’s powebeachallenged by small increments
at a time. Although these theatrical performanaesat openly endorse the threat that
crossing gender boundaries poses to patriarchy dbehallenge an essentialist

definition of gender by briefly presenting the penhative aspect of gender on stage.
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Chapter Two

Cross-dressed Siblings: a taste of the ‘other’ gend

Playwrights explore the trope of cross-dressindifferent kinds of relationships.
In Chapter One, we saw how cross-dressing as aipaigea certain extent, the easiest
type of cross-dressing for a young lady who decidesenture out of the female sphere.
This chapter deals with siblinghood and cross-dngsss popular tropes in four plays:
Thomas Heywood'§he Four Prentices dfondon(1592)* Francis Beaumont and John
Fletcher'sLove’s Cure(1647)° William Shakespearewelfth Night(1601), and
Cymbeling1611).

Siblinghood as a trope was highly popular in {dMbdern drama, but there is not
much scholarship concerning siblings as charagtéRenaissance and Restoration

drama. Some articles deal with sister-sister @t&tips, some with brothers as mentors

* Lisa Cooper in “Chivalry, Commerce, and Conquesilains thaFour Prentices'was popular enough
not only to be staged in the late 1590’, but tgphbeted again—if not actually performed as well-tie

early seventeenth-century. The only surviving irsprens of the play are from 1615 (STC#13321) and
1630 (STC # 13322). No manuscript of the play impt and the 1615 edition may have been its first
printing. However, external evidence in Henslo®iary as well as the Stationer’s Register indicates that
some version of the play was performed between-B892and it was popular enough, as many have noted,
to be the target of Francis Beaumont'’s satir€hie Knight of the Burning Pestiehose first edition is

dated 1613” (160).

® Anne Duncan in “It Takes a Woman to Play a ReahMalara as Hero(ine) of Beaumont and Fletcher’s
Love’s Curé states that: “The earliest elementd.ofre’s Cureseem to have been written by Beaumont
and Fletcher before Beaumont retired in 1613, anbably earlier, around 1605. It is generally thiotug
that Philip Massinger revised the play, reworkingansiderably, sometime after 1625, and that he wa
heavily influenced by the Spanish plag fuerza de la costumbrpublished in 1625 by Guillén de Castro y
Bellris” (398).
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for their sisters, and some examine incest aspe tnaainly in tragedies where siblings
are the main charactet#\ number of women who cross-dress, or who emtle
brothers, look like their brothers and are mistalagrthem. In these selected texts, the
lack of recognition between siblings seems to gifaywrights a way of presenting taboo
topics such as incestuous and/or same-sex dess&ge. | first explore the trope of
siblinghood inFour Prenticesand cross-dressing Lrove’s Cure These two little-known
plays help us see how Shakespeare’s contempoctuioss those tropes for stage
performance. Heywood iRour Prenticegpresents an extreme case of misrecognition
since five siblings are unable to recognize ondlerovhen they are not in London, the
geographical location where they used to live ahdre they saw one another for the last
time. Such massive misrecognition, though it hpgraary comedic function, serves as a
commentary on the dangers of crossing class boi@sdas well as of the potential erotic
attraction that may lead to an incestuous relakigmdn contrast, Beaumont and Fletcher,
in Love’s Curedo not explore siblings’ misrecognition, but thegds on interrogating
gender questions. By making the opposite-sex gjblaxperience both genders, the play
suggests that it is equally easy for each gendeetiorm as the other if they have the
right models—in this case, the siblings imitatartiparents. Unlike Heywood and
Beaumont and Fletcher, Shakespeare combines lidithgsi attraction to one another
and cross-dressing @ymbelineandTwelfth Night The recognition scenes in the four

plays give us insights into gender issues explorethe Early-Modern stage since they

® For a comprehensive study on sibling relationshipBhakespeare’s plays see John Mercer's disiertat
“Sibling relationships in Shakespeare’s plays: seuguality, and function” in which he discusseséts
of siblings.
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function as the locale that exposes the taboo wippotential libidinal attraction among
siblings as well as homoerotic desire.

In The Four Prentices of Londphexamine Bella Franca’s interaction with her
four brothers, their mutual lack of recognitiondahe brothers’ incestuous desire for
their sister. To justify the siblings’ inabilitg recognize one another, the play locates
each of the siblings in a different geographicabafThe script also comments on each of
the siblings’ adventures after they survive shipkseand then brings them together on
the way to a common destination—Jerusalem. Whela Beanca, the main female
character, leaves London to go to Jerusalem, siss-ckoss-dresses as a poor girl so as
not to be recognized. On her way to the Holy L&wlla Franca accidentally meets her
brothers. She does not recognize them becauséisks they have been shipwrecked
and drowned. Likewise, her brothers—Godfrey, Guystice, and Charles— do not
recognize her because she is “masked by povert§8(0) since she is not wearing her
usual attire and because they think she is in Lorvdaeere they left her before they joined
the First Crusade to reconquer the Holy Land fagl&md—a crusade led by Robert Duke
of Normandy, King William’s son, in 1095. In fathe brothers do not recognize each
other either because each of them thinks the otters died in the shipwreck. Besides,
they are wearing different clothes, not the appecest attire they were wearing when
they left London—which emphasizes the conventi@t tblothes make the man.”

Their preconception about each other’s death agid ibliance on the clothes’
convention lead the siblings to discount any famglyemblances. The first time the
disguised Bella Franca sees her brothers, sheesdhat the two thieves that she
encounters on the road and who protect her loekdikarles and Eustace, but she
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discards the idea because she thinks both bradleas Similarly, Eustace points to the
resemblance between the girl and his sister; Ibgedhe left her in London, he does not
think it is possible for her to be before him:
Bella Franca [Aside] How like is he to Charles by Shipwracke dtea

And he to Eustace perisht in the waves!

But they are both immortall Saints in heaven:

Yet | am glad because these shapes are theirs.

My happy coming hath tane up their strife,

Preserving mine owne honour and my life.

Eustace[Aside] So blusht my sister: and this Out-law Tkeif

Hath a resemblance to my brother Charles:

But she in London lives a Virgine pure:

He in some huge Whales belly too too sure. (I.-72@)
Eustace recognizes both his sister and one ofrbthdrs but promptly dismisses these
recognitions based on his preconceptions. Theyotltrast their senses, especially sight.
All these aside comments draw the audience in awitkius to hear the characters
convincing themselves that, in spite of the phygiesemblance, their siblings cannot
actually be in that particular geographical locatidhus, after hearing their asides, we
may be willing to suspend any judgment on the lexgthincestuous attraction towards
Bella Franca later in the play. We, as audienceotk’ that they are attracted towards
their sibling “only” because they do not know tkia¢y share a blood bond.

The disguise that allows for misrecognition alsersse to serve as a way of

justifying the libidinal attraction that the brotisfeel as soon as they see their sister.
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Charles and Eustace, the two brothers who firsBe#la Franca, are immediately
attracted to her. Charles sees her as “pretty wamicbm he will marry and “make her
Queene of all this Out-law crew.” Eustace confessdsmself that he is: “halfe in love
already, at first sight:/How will this raging flanmecrease by night?” Then, they each
propose to her:
CharlesFaire beauteous maide, resigne your love to me;
Mistresse of all these Forrests you shall be.
EustaceLove me, I'le kisse away these teares of griefe;
Sweete wench embrace a True-man, scorn a Thiefé2{l-724)
One of the dangers of not being recognized by mobbeing able to recognize one’s
siblings is clear in this passage. The brotherdlpaourt their own sister and, if not
stopped, they would have unwittingly committed stc&oth brothers compete for
Bella’s affection. They first try to discourage ca@other from pursuing the maid’s love.
Yet, both have made up their minds and they drav gwords to settle the matter, in
spite of Bella’s attempts to stop them by stepfiatyveen them.

The play entertains the idea of incestuous attracin several occasions. In this
first instance, incest is averted by the clown shparates the brothers. He tells them not
to fight and to be friends instead because they megg to fight Tancred, the Italian
Prince, who is fast approaching. Once Tancredesrifollowed by Godfrey and Guy,
they all feel attracted to the maid. As Lisa H. @eoclaims, “the brothers’ instant
attraction to Bella Franca seems designed to maleeidience that does recognize her
shudder even while it laughs at the incestuousayuhat now threatens not only to
divide the armies but also to destroy a family"{)L6I'he audience sees such
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misrecognition emphasized by Bella Franca’s owilitg to recognize her brothers
which prevents her from appealing to their brotherbtection. She is threatened by
male characters who would/should protect her ij dinéy knew who she truly is. “Bella
Franca’s incestuously desired body,” Cooper st&éesielivered into the protection of
the ltalian prince Tancred, a spoil to be won ley/llest man in the coming war” (169).
This passage, like others where the brothers enigdgghts to win Bella Franca, delays
the final recognition, and gives the audience ntione to ponder the negative
consequences that disguise may bring about dugstecognition.

Beaumont and Fletcher seem to emphasize the po#bidinal attraction
brothers may feel towards their sisters by portrgyll four brothers as being unable to
see through any of Bella Franca’s disguises. Cetesss dressing is particularly poignant
in Four Prenticedbecause none of her four brothers penetratesfddglla Franca’'s
class cross-dressings. They did not recognizehestirst time they saw her because she
was “obscur’d within a cloud and masked by pove(ty”1809-10) and they do not
recognize her later when she appears richly attinéa the clothes Tancred has provided
her. Unable to see through her disguise, the breth@y perceive her as a beautiful maid
who has become their object of desire. When thelicethren see the beautiful Bella
Franca by Tancred’s side, their initial desireigihf for her love rekindles and they all
draw their swords. Bella Franca immediately exhtivésn to stop by threatening to
destroy her beauty “Looke to behold my Christab®gcratcht out,/My visage martyrd,
and my haire torne off” (Il. 1299-1300). She théreg them the opportunity to
“ransome” her beauty “with peace” (. 1301). Hee wé$ the word “peace” in this case
seems to apply not only as her appeal to thenofotkeir fight over her, but also as yet
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another way of indirectly averting incest by askihgm to control their sexual desire for
her. Bella Franca utilizes her beauty to commaedhthle characters to stop their
fighting. She is vocal and she articulates whatvgaets clearly. Although the four
brothers are ready to fight for Bella Franca’s layey are unwilling to see Bella Franca
destroy her own beauty, so they put their swordsyamtil they return from war.
Eustace justifies their behavior by telling Bellakca: “Lady, the vertuous motions of
your heart/ Adde to the aboundant graces of yaunefét was your beauty that did blinde
our soules” (Il. 1316-18). Thus, her beauty blinesiit perception.

In order to untangle the massive confusion cabyatisguise, Heywood uses two
different recognition scenes. In the first, onlyskEace and Bella Franca recognize each
other. After Bella Franca decides to flee the cavith her page, the cross-dressed
Manet, the clown follows and attacks them. As BEHanca is fighting the clown with a
sword, Eustace rescues her again. This time, bratigesister pay close attention to one
another’s looks, which triggers their mutual redtign:

Bella Franca [Aside] | never markt this Gallant halfe so much:
He hath my brothers eye, my fathers brow,
And he is Eustace all from top to toe.

Eustacel had a sister, Lady, with that red,
That gives a crimson tincture to your cheeke,
With such a hand hid in a glove of snow,
That spake all musicke, like your heavenly tongue;
And for ther sake, faire Saint, | honour you.

Bella Francal had a brother, had not the rude seas
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Depriv’d me of him, with that manly looks,
That grace, that courage, | behold in you.
A Prince, whom had the rude seas never seen,
Even such another had yong Eustace beene.
EustaceEustace! Even such an accent gave her tong
So did my name sound in my sisters mouth,
Oh Bella Franca, were’t thou not obscur’'d
Within a cloud and maske of poverty,
Such fame ere this had thy rare vertues wonne,
Thus had thy beauty checkt th'all-seeing Sunnel{93-1812)
Both Bella Franca and Eustace first focus on fdeiaiures. Eustace also comments on
her voice, her accent, and his name as it useolutodswhen his sister pronounced it.
After having verbalized their recognition, both Eace and Bella Franca, in aside
comments, re-assert their sibling’s identity toniselves by imagining how they would
look if attired in their customary clothes:
Bella Franca [Aside] It is my brother Eustace.
Eustace [Aside] View her well.
Imagine her but attird, and she
Would Bella Franca, and my sister bee.
Bella Franca[Aside] But strip my brother from his Prentice e€pt
His cap, his common souldiers base disguise:
Even such a gallant as this seems to me,
Such would my brother, my sweete Eustace be.
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Eustace Sister!
Bella Franca Brother! (Il. 1812-1821)
Their asides in this passage reinforce the amazetinat they experience when they
acknowledge one another as a long lost siblingisth emphasizes the trope of “clothes-
make-the wo/man.” This trope seems to be usedderdo highlight the sincerity of the
siblings’ misrecognition—they truly cannot see tteblings within clothing that is
below or above their class status. After intermagjzach other’s real identity, they
express their delight in having found (or rathes¢dvered’) the other, and they ask
guestions about past events:
Eustace Make me immortall then, by heaven | vow,
| am richer then the Persian Sophy now.
Bella Franca All Asia flowes not with more plenteous treasure,
Than |, to embrace my brother, my hearts pleasure.
How did you scape the waves?
Eustace How have you past
The perilious Land, and crest the Seas so vaste?
Bella Franca Where are my brothers, Eustace?
Eustace Oh, those words,
Pierce to my heart like Dart, and pointed swords,
Omite these passions, sister, they are dead8@gR-1830)
In spite of his own shipwreck survival, Eustaceestain about his brothers’ demise. He

does not even entertain the remote possibilityttheg may also be alive. Eustace’s
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surety about their brothers’ death here makesitieestblings’ reunion at the play’s end
even more wondrous.

Stripped of the descriptive and flowery languaga the first recognition scene
favored, the second recognition scene presentuttience with a different type of
recognition. Instead of recognizing Bella Frangatigh a deductive process, as Eustace
and Bella Franca did, the rest of the family isr¢fd” to grant recognition. This second
recognition scene occurs in the final scene, ircivitine brothers, after having fought and
won crowns, reunite with their father who was digngomage to the Holy Land. They
formally recognize one another after they kill feggan kings. In that triumphant
moment, they all lament that Bella Franca is netehto share that moment with them:

Earle: Oh were my daughter here this joy to see;
How light her soule; how glad would my heart bee!
Tancred Would | had now my love.
Guy. Or | that Dame,
That addes to beauties sunne a brighter flame&412-2475)
Eustace surprises everyone by asking Bella Francarhe forward. Bella Franca enters
and, in a riddling manner similar to Rosalind’sygals her true identity:
Bella Franca The lovely Princes.
Tancre: Faire Mistresse!
Charles Lady!
Godfrey Madame !
Guy. Honoured Saint !
Bella Franca Nay pardon me, love comes not by constraint.
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But Princes, will you grant me patience,
Before | part, | meane to please you all.
First holy Patriarch, tell me of all others,
Whom in the world you most desire to see.
Earle: My daughter.
Bella Franca Prince Godfrey, Charles, and Eustace, whom sa® yo
All: Next your selfe our sister.
Bella Franca And whom you?
Tancred My love
Bella Franca Whos’ that?
Tancred Your honoured selfe faire Maid.
Bella Franca Nay, I'le make good the words that | have said.
Bella Franca Father, | give a daughter to your hand:
Brothers, behold, here doth your sister stand.

Tancred behold the Lady you once ceas’d,

Eustace My sister Bella Franca!
Brothers Sister!
Tancred.Love!
Earle: | am to happy, and too full of joy.
Heaven powers on me more good then | can beare;

| that before was starv’d, now surfet here. (7281, 2493-98)
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In a ceremonious way, Bella Franca identifies Heesethe Earl’s daughter, the
apprentices’ sister, and Tancred’s future wifee &&sumes a position of power in which
she herself gives each of the male figures whatesaes, although her identity is
expressed in relationship to the men—which sugdghatamale hegemony still owns the
play. The recognition scene allows the brotheigaia a sister while relinquishing a
potentially incestuous relationship, which is vaidey Guy’'s comment: “Make love unto
my sister! ‘tis most strange” (I. 2507). Guy reabzhat his behavior towards Bella
Franca was inappropriate since he and his brothers courting their own sister.
Although Charles, Guy, and Godfrey do not penetBatida Franca'’s disguise, they
acknowledge her as their sister based on her watish are backed up by Eustace’s
introduction.

These two recognition scenes function primarilamAristotelian sense, for each
of the siblings re-apprehends the others and tinéyfas re-constituted since the siblings
not only recognize one another, but they also neieegheir father. These recognition
scenes also prove to be a site for retrospectigeeation of the brothers’ desire.
Although incest is averted, it is staged as onth®fpossible negative consequences of
disguise. Heywood gives us two recognition scemagems, so that the audience can
understand the difficulty the characters experiandelling reality from appearance. The
first recognition scene abounds in details, asided,questions that explain Bella Franca
and Eustace’s inability to recognize one anotheneafter they had interacted on
different occasions. The second recognition scewkrect, with few details. Bella Franca
is in control of re-establishing the bonds with h&le family members. Although she is
re-inscribing herself into a patriarchal systeng stakes sure that she is giving herself to
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those who love her. Neither the father nor thehms seem to recognize her, yet they
willingly accept her when she declares herself ttder” and “sister.”

Instead of exploring an incestuous frissbaye’s Curedeals with the possibility
of learning and teaching gender-based behaviothidmplay, both female and male
genders are learned and performed successfullgasituntil the age of marriage. The
siblings, Clara and Lucio, are forced to cross&lfesm an early age by their own
parents for safety reasons. The cross-dressedgsih this play are introduced to one
another when Alvarez returns from exile with Clafier having been away for twenty
years. In Act I. iii, cross-dressed Lucio greets thoss-dressed Clara with a mere “My
deerest Sister,” which Clara replies with “Kindeter.” Lucio had not been born when
Alvarez took Clara into exile so no emotional bdvadl developed between the siblings.
Eugenia, the siblings’ mother, had assumed thdt Abtarez and Clara had died in war.
Unlike the siblings irCymbeline Clara and Lucio acknowledge their blood relatiops
because they are introduced to one another aagsblut they do not feel drawn to one
another as Imogen, Arviragus, and Guiderius ddolih plays, the male and female
siblings have lived in separate households froreaty age. However, Shakespeare
suggests that there is a natural attraction betwiings while Fletcher and Beaumont
do not acknowledge any magnetic attraction. Thigyests that libido, ignored here, is
what may distort perception Four PrenticesandCymbeling and that cross-dressing
may reveal libidinal impulses.

Since both Lucio and Clara are aware of how togeerfappropriately the gender
in which they were brought up, each of them isaaitof the other’s performance of his
or her imposed gender. For instance, after Bolzadile person in charge of their re-
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gendering, tries to teach them how to ride a hitkeea lady and like a man respectively,
the siblings criticize each other:
Lucio: What into the Stable?
Not I, the Jades wil kick: the poore Groom there
Was almost spoyled the other day.
Clara: Fie on thee,
Thou wilt scarce be a man before thy mother.
Lucio: When wil you be a woman?
Clara: Would | were none.
But natures privy Seale assures me one. (11.ii.138)
Lucio’s fear of getting hurt is repeated in mangtances in the text where he is in danger
of being attacked either playfully by Bobadilla,s&riously by his family’s enemy,
Vitelli. Similarly, Clara’s reluctance to behavkdia woman is emphasized in the play by
her constant use of foul language and by her readito get into a fight whenever she
can.

Apart from their dislike of their own gender’s tgpl behavior, after twenty years
of cross-dressing they have grown accustomed toithposed gender and are critical of
their own gender’s clothing. For instance, whenitdest wears male attire, he cannot
stop complaining:

What would you have me doe? This scurvy sword
So gals my thigh: | would ‘twer burnt: pish, looke
This cloak will ne’r keep on: these boots too hioiedd,
Make me walk stiffe, as if my leggs were frozen,
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And my Spurs gingle, like a Morris-dancer:
Lord, how my head akes, with this roguish hat;
This masculine attire, is most uneasie,
| am bound up in it: | had rather walke
In folio, againe, loose, like a woman. (11.ii.11)20
Lucio pays attention to all the details of his rettwe and how uncomfortable his new
clothes are in comparison to his female attire.il@nhy, Clara complains about her new
women'’s clothing:
Clara: Oh, I shall no more see those golden
dayes, thes clothes will never fadge with me: #hiofilthie
vardingale, this hip-hape: [to Bobadilla] brothdmyare womens
hanches onely limited, confin’d, hoop’d in, as &n& with these
same scurvy vardingales?
Bobadilla Because womens hanches onely are most subject to
display and fly out. (11.ii.66-72)
As Bobadilla points out, Clara, in her female attwill have to get used to her new role
in society, to being on display, rather than talasgjon as she used to do while in exile.
The comedy of their reactions in these passageagestgythe mutable nature of gender by
tying it directly to clothing. Both siblings arésa unaware of their sexual urges until
they discover heterosexual love and slowly becaspansive to their own sexual
orientation and needs when they fall in love. Tdgpect of the play will be analyzed in

depth in the next chapter.
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In this play, Beaumont and Fletcher flirt with tidea that gender can be learned
and unlearned. Eugenia and Alvarez force thelddm to cross-dress from an early age
and, as both point out, they are successful at hmadgender behaviors for their
children. When Alvarez is pardoned by the kinghaving killed Vitelli’'s uncle, he tells
his wife:

Alvarez And to encrease thy comfort, know, this young man
Whom with such fervent earnestnesse you eye,
Is not what he appears, but such a one
As though with joy wilt bless, thy daughter Clara
Eugenia A thousand blessings in that word.
Alvarez The reason
Why | have bred her up thus, at more leisure
| will import unto you: wonder not
At what you have seen her doe, it being the least
Of many great and valiant undertakings
She hath made good with honour.
Eugenia lle returne
The joy | have in her, with one as great
To you myAlvarez you, in a man
Have given to me a daughter: in a woman,
| give to you a Sonne: this was the pledge
You left here with me, whom | have brought up
Different from what he was, as you didara,
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And with the like successe; as she appears

Alter'd by custome, more then woman, he

Transform’d by his soft life, is less then manii(155-173)
After explaining their justification for having css-dressed their children, they engage,
almost playfully, in reversing the process by fagctheir children to perform the
opposite gender:

Alvarez.Now our mutuall care must be

Imploy’'d to help wrong’'d nature, to recover

Her right in either of them, lost by custome:

To you | give my Clara, and receive

My Lucio to my charge: and we’ll contend

With loving industry, who soonest can

Turne this man woman, or this woman man (l.iii. 1182)
Safe from danger, they exchange their childrerhabthey can provide them with new
models and behavioral patterns that are more appte for their biological gender. The
play, thus, emphasizes the idea of teaching amditepgender behavior. Although the
gender boundaries have been blurred for twentysyieahis play, its ending makes clear
that Clara and Lucio need to re-gender in ordemibrace marriage.

In Cymbelingas inThe Four Prentices of Londpthe siblings’ meeting hints at
the dangers of misrecognition between brotherssatdrs. In this case, not only
potential incest but also the titillating possityitior male deviant sexuality is temporarily
entertained. Imogen, the main female characterneadr seen her brothers who had
been taken from their father’s court at a young &gdl.vi, we see cross-dressed
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Imogen, unaware of the relationship, interactinthver brothers for the first time. On
her way to Milford, Imogen takes refuge in a caveeve her brothers and their adoptive
father, Belarius, live. When Belarius enters theecde is taken aback by the beauty of
the disguised Imogen, who is pretending to be theFidele: “By Jupiter, an angel — or,
if not,/ An earthly paragon. Behold divineness/@&lider than a boy!” (lll.vi.42-44).
Similarly, Guiderius and Arviragus feel immediatelyracted to Fidele:
Guiderius were you a woman, youth,
| should woo hard but be your groom in honesty;
Ay, bid for you as I'd buy
Arviragus I'll make’t my comfort
He is a man, I'll love him as my brother;
[to Imogen] and such a welcome as I'd give to him
After long absence, such is yours. Most welcome.
Be sprightly, for you fall 'mongst friends. (111.\d7-72)
Both brothers, unwilling to see Fidele as a sanxeeee object, welcome him as they
would their own brother. According to the editoain Butler, “this is Cymbeline’s
nearest approach to the ‘incest averted’ motif Wimodern psychoanalytical criticism
sees as central to romance; Imogen must reunitehgit brothers, but avoid the dangers
of getting too close to themCfymbelindlIl.vi.68-9 note). Imogen feels welcome and her
first impression of her brothers is highly positive
Great men
That had a court no bigger than this cave,
That did attend themselves and had the virtue
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Which their own conscience sealed them, laying by

That nothing-gift of differing multitudes,

Could not outpeer these twain. Pardon me, gods,

I'd change my sex to be companion with them,

Since Leonatus’ false. (lI1.vi.79-85)
In this aside, she exalts her brothers’ mannersvatuks. In a self-reflective moment,
she also acknowledges that, due to her sex, shaatibe able to “be companion with
them.” She sees her true sex as an impedimenttorbeg a companion to Guiderius
and Arviragus. Although she feels comfortable igitltompany: “mongst friends,/If
brothers! [Aside]Would it had been so that they/Hhaén my father's sons” (111.vi.66-
75), she is aware of the temporary nature of hescoane disguise and, thus, her
relationship with the two young men.

Guiderius and Arviragus are portrayed as caringhers; however, their constant
praise of Fidele’s virtues and beauty shows thefeptial homosexual attraction towards
the boy, or perhaps their incestuous attractioratd®/ their own sister. Their growing
fondness for Fidele is apparent when they arengilto forgo hunting in order to look
after the boy who is not feeling well:

Belarius [to Imoger) You are not well. Remain here in the cave,
We’ll come to you after hunting.

Arviragus [to Imogen Brother, stay here.
Are we not brothers?

Imogen:So man and man should be,
But clay and clay differs in dignity,
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Whose dust is both alike. | am very sick
Guiderius Go you to hunting, I'll abide with him. (IV.ii:6)
Arviragus emphasizes the strength of their bonddnstantly repeating the word
‘brother’ when addressing Fidele. He intuitivelyses to know that there is a blood
connection between them, while Imogen does notpddhe term “brother” easily
because of their seemingly different social staBusderius expresses the strong
connection that he feels towards Fidele by opeohfessing his love towards the youth:
Guiderius | love thee; | have spoke it;
How much the quantity, the weight as much,
As | do love my father.
Belarius: What, how, how?
Arviragus If it be sin to say so, sir | yoke me
In my good brother’s fault. | know not why
| love this youth, and | have heard you say
Love’s reason’s without reason. The bier at door,
And a demand who is’t shall die, I'd say
“My father, not this youth.”
Belarius [Aside] O noble strain!

O worthiness of nature, breed of greatness!

I’'m not their father, yet who this should be

Doth miracle itself, loved before me.
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Imogen:[Aside] These are kind creatures. (IV.ii.16-25;2Z833)
Being attracted to Fidele, both Guiderius and Agus perceive their desire as
homosexual and try to repress it or justify it bgiming a bond of brotherhood. The
audience, however, can clearly see that their ctaimblinghood is true, and that the
attraction they feel is heterosexual. Due to Imégeross-dressing and their mutual lack
of recognition, the brothers are developing incessudesires for their sister. Belarius
cannot explain the strong connection that the tvedhiers feel towards Fidele, but their
preferring Fidele over him suggests to the audi¢haea blood bond is stronger than
friendship.

The brothers’ increased attachment to the boy pedlkes they find Fidele dead.
When Arviragus carries the boy in his arms, thehes and Belarius feel sadness and
melancholy for such an unfortunate and unexpected tnterestingly, not even when
handling the inert cross-dressed body do the brstleeognize Imogen’s true gender.
The brothers’ strong connection to their disguisister becomes apparent when they
comment on how they will take care of the gravesiragus promises Fidele to put all
kinds of flowers irhis grave. Both brothers are truly saddened by thesbdgmise.

In V.vi, we witness several recognition scenes,rem®t only Imogen reunites
with her brothers and her husband, but also thg ‘Kinds” his three children. These
recognition scenes can be analyzed both with ast#talian and a Butlerian definition in
mind. In an Aristotelian sense, all the characterapprehend Imogen as they once
“knew” her. First, Belarius, Arviragus, Guiderustice the strong resemblance between
the king’'s young servant boy and their dead Fidet@gen had performed the male
gender without any difficulty when she met herisifgs. Being assigned ordinary

74



domestic chores, Fidele does not have to perfopicajly male tasks such as hunting or
fighting:
Belarius Pray, be not sick,

For you must be our housewife.

Arviragus How angel-like he sings!

Guiderius:But his neat cookery!

Belarius: He cut our roots in characters,
And sauced our broths, as Juno had been sick
and he her dieter.

Arviragus Nobly he yokes
A smiling with a sigh, as if the sigh

Was that it was for not being such a smile;

Guiderius:| do note

That grief and patience, rooted in him both,

Mingle their spurs together (IV. ii.43-44, 49-55;59)
Fidele is primarily identified as their “housewif@ho excels in cooking. Belarius and
the brothers admire Fidele’s uncomplaining natune @miable personality which persist
in spite ofhis apparent grief. Although the conventions of femiy such as being silent
and patient are present in Fidele, neither Arvisagor Guiderius see through Imogen’s
disguise. Similarly, Lucius sees in Imogen thehfait page who has served him so well
and who could now intercede for him. Yet, Luciuseresuspected his page was a cross-
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dressed woman. The king also recognizes a sinyilaetween the page and someone he
used to know, but he seems unable to see throughein’s disguise. After Belarius’
confessior, the astonished king exclaims:
Cymbeline Oh, what am |,
A mother to the birth of three? Ne’er mother
Rejoiced deliverance more. Blest pray you be,
That after this strange starting from your orbs,
You may reign in them now!
[GuideriusandArviragusrise]
O Imogen,
Thou hast lost by this a kingdom
Imogen:No, my lord
| have got two worlds by’'t. O my gentle brothers,
Have we thus met? O never say hereafter
But | am truest speaker. You called me brother
When | was but your sister, | you brothers,
When ye were so indeed.
Cymbeline Did you e’er meet?
Arviragus: Ay, my good lord.
Guiderius:And at first meeting loved,

Continued so, until we thought he died

"When prompted, Belarius confesses that he stelénth boys out of revenge because he had been
banished for something he had not done. For preahows the youngest's mark, a mole, and also a
curious mantle that the queen had made.
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Cornelius by the Queen’s dram she swallowed.

Cymbeline:O rare instinct  (V.iv.369-381)
The king is pleasantly surprised to know that hiee¢ children have previously met and
developed a love bond as Guiderius affirms. Intergly, the king’s calling himself
“mother” suggests a figurative type of cross-dmegsin which the king is willing to claim
a female role.

Although the focus of this chapter is on siblinilggpgen also claims recognition,
in a Butlerian sense. She demands a “new becomam@’daughter and a wife. Both her
father and her husband, who now see her in mate,atan perceive her as both male and
female in the recognition scene where she isattiled as male, though verbally
reclaiming her female self as daughter and wifeer&fore, their mutual bonds will be re-
constituted with the understanding that the onadamnt Imogen has now grown into a
woman who has temporarily experienced and gain@dhhfrom the male world.

Similar toCymbelineandThe Four Prentices of Londphwelfth Nightalso deals
with siblings’ mutual recognition and the temporaonfusion that cross-dressing causes.
At the beginning of the play, Viola, like Bella fea, thinks that her brother has drowned
after the shipwreck. When she lands in llyria, abks the ship captain for help. She
decides to cross-dress and starts serving the Dulkect V.i, the siblings finally coincide
in time and place (on stage). They have been linrtge same geographical area, but
they have not previously seen each other. Wherma\&ot Sebastian finally reunite, they
delay the moment of verbal recognition until theyfrm their common background.
Onstage characters cannot believe their eyes vdodimg at the twins. Duke Orsino
comments: “One face, one voice, one habit, andp@reons” (208). Antonio asks
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Sebastian: “How have you made division of yourgeM? apple, cleft in two, is not more
twin/ Than these two creatures. Which is Sebastigi1%-16). Olivia adds “Most
wonderful!” (218) when she cannot believe what isheeeing. Similar to Eustace and
Bella Franca’s recognition scene, only after thaserances of surprise does the audience
hear the twins talking and going through an elaleovarbal recognition in spite of the
obvious physical resemblance:
SebastiarjseeingViola]: Do | stand there? | never had aheg
Nor can there be that deity in my nature,
Of here and every where. | had a sister,
Whom the blind waves and surges have devoured.
Of charity, what kin are you to me?
What countryman? what name? what parentage? (24p-22
Sebastian’s opening line “do | stand there?” echbeka’s surprise when she states “I
my brother know/ yet living in my glass” (11l.iv.3445), after first donning male clothes.
Then, the twins engage in a detailed dialogue ath@irt place of birth, and their father:
Viola: Of Messaline: Sebastian was my father.
Such a Sebastian was my brother, too.
So went he suited to his watery tomb:
If spirits can assume both form and suit
You come to fright us.
SebastianA spirit | am indeed,
But am in that dimension grossly clad
Which from the womb | did participate.
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Were you a woman, as the rest goes even,
| should my tears let fall upon your cheek,
And say 'Thrice-welcome, drowned Viola!' (225-234)
Instead of confirming her identity, Viola starttkiag about their father, his mole, and
the date of his death:
Viola: My father had a mole upon his brow.
SebastianAnd so had mine.
Viola: And died that day when Viola from her birth
Had numbered thirteen years.
SebastianQ, that record is lively in my soul.
He finished indeed his mortal act
That day that made my sister thirteen years. @8bH-
The twin’s talk suggests a deeper, family connectiout it is still necessary to verify
such connection through facts that are not basexppaarance. Thus, Shakespeare seems
to go deeper than the “clothes make the man” tnop®ur PrenticesHowever, clothes
are still an important signifier of identity as Vaamakes clear:
If nothing lets to make us happy both
But this my masculine usurped attire,
Do not embrace me till each circumstance
Of place, time, fortune, do cohere and jump
That | am Viola, which to confirm,
I'll bring you to a captain in this town,
Where lie my maiden weeds, by whose gentle help

79



| was preserved to serve this noble count.

All the occurrence of my fortune since

Hath been between this lady and this lord. (242251
After confirming their common background, Viola pases to change into her female
attire and to summon the captain who had helpeddénat there is no doubt about her
real identity. This elaborate delay in the recagniscene hints that a visual recognition,
even one as obvious as seeing one’s own twin, raglgaenough. An additional
confirmation of what the characters perceive vigusgems to be required since they
need to go over facts to confirm their recognition.

In this case, as i@ymbelinethe cross-dressed Viola causes the Duke andeDlivi
to experience apparently deviant sexual desirda8mn, in turn, reflects on the effect
Viola’s “masculine usurp’d attire” had on Olivia:

Sebastian[to Olivia] so comes it, lady, you have been madkt

but nature to her bias drew in that.

You would have been contracted to a maid;

Nor are you therein, by my life, deceived,

You are betroth'd both to a maid and man. (252-56)
Sebastian’s comment points to Olivia’s potentialidet sexual desire since she was
attracted by and almost married to another wombe.sime latent deviant desire applies
to the Duke who is attracted to the boy, Cesarine play deals with the possibility of
non-heterosexual orientation only fleetingly, thobu@he recognition scene promptly

brings heterosexual love to the forefront.
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Although Viola is recognized by her brother in anstotelian sense, Viola does
not seem to ask for a Butlerian sense of recognitif all the cross-dressed heroines
analyzed so far, she is the least interestedemsdo me, in asking for a “new becoming”
or for an identity that is different from the orteeshad at the beginning of the play. She is
happy to have found her brother, which will alloar ho admit her female identity to
Olivia and marry the Duke.

The examples we have examined in this chapter poitiie possibility of blurring
gender boundaries with different degrees of sucdesxyen, Clara, Lucio, and Viola are
capable of performing the opposite gender withowtdifficulty. In Cymbelineand
Twelfth Night the inconvenience of remaining in that gendemniy apparent when the
characters’ heterosexual urges trigger the recognsicene. In contradtpve’s Cure
does not need a recognition scene between siblinggh it uses a recognition scene
between Clara and Vitelli, which will be analyzeddepth in Chapter Four.

Siblings’ attraction, which may verge on incestudasire, is a negative consequence of
cross-dressing. For instance, the four brothersmaitten the first time they see their
sister. They offer their love to Bella Franca, ata only interested in her physical beauty.
Bella Franca is never asked her name, her backdraurihe reason why she is on her
way to the Holy Land. While the brothers feel amadt immediate attraction to their
sister, Bella Franca shows no interest in them.c®in@ments on some of their physical
features and the resemblance they have to her mthdns, but she does not feel the
same physical attraction as the prentices do. i8hies lher comments to maintaining the
peace. A similar situation is explored@ymbeling where the two brothers feel
immediate physical attraction towards their sisi@ogen, like Bella Franca, never

81



voices such an attraction to either of her brothEng main difference between the
sibling situations in the two plays is thathour Prenticesthe brothers and sister grew
up together and therefore might be expected tagréze one another, while Arviragus
and Guiderus had never shared the same physiazd spt Imogen. All the boys,
however, seem to be immediately attracted towdrels sisters when they meet in an
unexpected geographical location.

In both plays, physical resemblance is not enoaodiring about recognition,
which points to the unreliability of the sensese Thisrecognition is sustained for a long
period of time due to the changed attire of theattars and the different and unexpected
geographical location where they interact. Recagmitakes place only when the female
characters reveal themselves verbally. Their ngasiare validated by male figures who
knew them from before. I6ymbeline Pisanio had provided Imogen with the male
clothes, and he tells Posthumus that Lucius’ pagetually his wife. Similarly, Eustace,
after his own recognition scene with his sisteroduces her to their remaining brothers
at the end of the play.

What we gain by examining these texts as a groap isnderstanding of how
siblinghood as a trope serves different purposelSour Prenticeswe see how Heywood
explores the incest frisson by means of siblingsretognition caused by the siblings’
“disguise”—the new attire that they assume wheditagin different geographical areas,
attire that does not coincide with their formeriabclass. None of the five siblings is
dressed as the others expect—which explains theility to recognize one another. In
Love’s Cure Beaumont and Fletcher utilize opposite-sex sijslito show that gender
boundaries can be easily crossed, and that geaddyeclearned and unlearned.
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Shakespeare i@ymbelineandTwelfth Nightexplores both cross-dressing and the incest
frisson (in Imogen’s case). As kour Prenticesthe idea of incest is dismissed in the
recognition scene in which siblings’ blood bonds @-apprehended or discovered.

In all four plays we see how recognition provides tharacters with the
unsettling moment of discovering and reevaluativrtsexual orientation. Even though
the recognition scene brings with it a retrenchmetat heteronormative expectations, the
Duke had been attracted to the cross-dressed \Botalarly, Guiderius and Arviragus
were attracted to Fidele. We can argue that thesirds were always heterosexual since
no one’s desires are transparent to them as hotimeAnd they have felt attracted to
the person behind the disguise, except for Olivi@se attraction towards cross-dressed
Viola is based on Viola’s external appearance. kérllymbelineandTwelfth Night, Four
Prenticesstages another unsettling moment in the recognsiteme. Incest, which has
been accidentally averted in several scenes, \&pted for good by the brothers’ re-
apprehension of the beautiful maid as their owtesis

These plays flirt with a whiff of impropriety whethit is the possibility of incest
or the shock of parents forcing children into nemder behaviors. Notwithstanding, all
of the plays ultimately reinforce conventional gentbles. A taste of the other gender is
enough to convince the characters and the audterreenain within the constraints of
their own genders—perhaps not to be limited byehosundaries but to embrace its best
gender-specific characteristics. Male charactensetect their masculinity and protect
their sisters instead of experiencing homoerotaianestuous feelings towards the
unrecognized sister. Similarly, by enacting themale gender, sisters can count on their
brothers’ protection, and wives can rely on theisltands’ intervention. When cross-
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dressed women reclaim their female attire and tréginal role, the confusion brought
about by the temporary cross-dressing vanishesh®gnd of the plays, both characters
and the audience realize that without the recagmitihe cross-dressing might have led to
disaster. Nevertheless, class and gender crossitiyealthough not encouraged as a
permanent behavior, allows the female charactegaitoa deeper understanding of their
male siblings’ interiority as well as to re-estahlfamily bonds. They also come to
accept their own gender and role as their most@aiewnt option to live in a nurturing

and safe environment after having experienced déngers and struggles of the opposite

Sex.
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Chapter Three

Scripting Recognition: Re-defining the female-gended selfin As You Like Itand

The Merchant of Venice

As we have seen in previous chapters, theatricalsedressing allows
playwrights to explore different types of relatibiss between men and women—
relationships in which power dynamics are sometiategake. Such relationships get re-
defined in the recognition scenes. In Chapter Odescussed cross-dressed heroines who
develop a relationship with their lovers by assugrtime subservient role of a page. In
Chapter Two, | examined cross-dressers who intedastth their own brothers when in
disguise. | would now like to focus on young wonvemo decide to cross-dress as
independent young males who are beyond boyhoodwandare not pages. In this
chapter, | examine RosalindA&s You Like Itand Portia and NerissaTine Merchant of
Venice | analyze Rosalind first because she seems t@ gub of the page tradition since
she shares some of the characteristics of the éepaales in spite of impersonating a
financially independent shepherd. Portia is thetmassual Shakespearean cross-dresser
in that she goes into and out of male attire withraising any suspicion. For these two
cross-dressed heroines, Shakespeare employs diffgpes of recognition scene.
Despite the unusual introduction of Hymen, Rosadiadpts a recognition scene which is
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fairly conventional, which frees her to marry thmupg man of her choice. rhe
Merchant of Venicgthe recognition scene comes after the play’sraeptoblem is
solved. The characters could have continued thvas Wwithout even knowing about
Portia and Nerissa’s disguise. Portia and Nerissaask themselves only to teach their
male partners that they should prioritize the nagiibond over friendship.

In As You Like [tRosalind, unlike the female pages, cross-dressasmale who
does not depend on others for protection or surviR@salind and Celia plan their escape
carefully. They gather their jewels, their wealtiddhey even decide to bring the clown
along for “comfort” (not for protection) during tiidravel. Rosalind devises a new role
for herself:

Were it not better,

Because that | am more than common tall,

That | did suit me all points like a man,

A gallant curtal-axe upon my thigh,

A boar-spear in my hand, and in my heart,

Lie there what hidden woman'’s fear there will.

We'll have a swashing and a martial outside,

as many other mannish cowards have,

That do outface it with their semblances. (1.iiB1D16)
After rejecting for herself Celia’s idea of dreggiiin poor and mean attire/and with a
kind of umber smirch [their] face[s],” Rosalind comants on what kind of accessories
she will wear to enhance her performance. Not wllyshe carry an axe and a boar-
spear but she will also adopt a “martial outsided ahe will hide her fears. She is well
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aware of the dangers ahead: “Alas, what dangerntiaé# to us,/Maids as we are, to travel
forth so far!/Beauty provoketh thieves sooner thald” (1.iii.5-8). Each girl embraces

her new role by adopting a new persona. Celia besoiliena, and Rosalind takes the
name of Jove’s page’s name, Ganymede. When inidesdaoth girls are careful to
address one another by their new names or as “tath “sister.”

Cross-dressing poses some challenges for Rosalimdh shows that crossing
gender boundaries is more than just donning malaraph For instance, she cannot take
advantage of her female self to ask for help. WResalind and Celia meet Corin and
Sylvius, Rosalind appeals to them in behalf of &€albt herself:

| prithee, shepherd, if that love or gold

Can in this desert place buy entertainment,

Bring us where we may rest ourselves, and feed.

Here’s a young maid with travel much oppressed,

And faints for succour. (l1l.iv.65-69)
Rosalind/Ganymede emphasizes that tigssister’ who really needs food and shelter.
She feels she cannot show any weaknesses while pegforming as a man in public.

When in “private,” that is when only Aliena and ttlewn are present, however,
Rosalind’s performance of the male gender variemeimes, she forces herself to
behave like a man, and she gives comfort to Cialispite of her own tiredness:

Rosalind O Jupiter, how weary are my spirits!

Touchstonel care not for my spirits, if my legs were notang.

Rosalind I could find in my heart to disgrace my man’s
Apparel and to cry like a woman. But | must comfort
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The weaker vessel, as doublet and hose ought % sho

itself courageous to petticoat; therefore, courgged

Aliena! (Il.iv.1-8)
Her lines emphasize the idea that “clothes makeviiienan.” Gender, in this passage,
seems to be inscribed, or rather, reduced to cigthince a “doublet” is supposed to give
courage to a “petticoat,” according to Rosalin&asoning. Some other times, Rosalind
demands that she be perceived as a woman in gz attire. For instance, when they
talk about the poems that they have found in thestp Rosalind wants Celia to tell her
everything she knows about them at once: “Good omyptexion! Dost thou think,
though/ | am caparisoned like a man, | have a adwrid hose/In my disposition?”
Rosalind keeps interrupting Celia and justifiessk#rsaying: “Do you not know | am a
woman? When | think, | must speak. —Sweet, say(bbhii.241). Thus, Rosalind
describes herself as a woman in spite of her eatappearance. She allows herself to
behave as a woman when she is alone with Celsudh moments, Rosalind seems to
guestion the idea that gender can be reduced taircattire. Unlike other cross-dressers,
Rosalind (and Portia) are lucky to have companwins are in on their secret and to
whom they can speak as a woman in spite of thele atéire.

In spite of the challenges Rosalind faces, crosssiing provides her with the
opportunity to discover Orlando’s true feelings &wds her. She uses the male-male bond
that she develops with Orlando to encourage hisfgetowards Rosalind. She teaches
him to woo, and they practice the marriage ceremony

Rosalind Why then, can one desire too much of a good thing
Come, sister, you shall be the priest, and marrgige me your
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hand, Orlando. What do you say, sister?
Orlanda Pray thee, marry us.
Celia: | cannot say the words.
Rosalind You must begin 'Will you, Orlando’-
Celia Go to. Will you, Orlando, have to wife this Rasdl?
Orlanda | will.
Rosalind Ay, but when?
Orlanda Why, now; as fast as she can marry us.
Rosalind Then you must say 'l take thee, Rosalind, foewif
Orlanda | take thee, Rosalind, for wife.
Rosalind I might ask you for your commission; but- | d&ea
thee, Orlando, for my husband. There's a girl dpedsre the
priest; and, certainly, a woman's thought runs teelfi@r actions.
(IV.i.105-119)
Orlando not only follows Ganymede’s instructions$ also assures Ganymede that he
wants to marry Rosalind as soon as he can, by matkatear that he would marry the
pretend-Rosalind as soon as Celia can marry théim.passage is relevant for the
recognition scene because Rosalind chooses to healeeattire behind because she is
certain of Orlando’s intentions.
Part of Rosalind’s male performance consists oékiog ill of the female gender.
It tests Orlando’s patience, and it infuriates @etanymede warns Orlando about how
women may transform after marriage and also madfesence to men’s inconstancy:
Rosalind:Now tell me how long you would have her, after you
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have possess'd her.
Orlando: For ever and a day.
Rosalind Say 'a day' without the 'ever.' No, no, Orlanden
are April when they woo, December when they weddmare
May
when they are maids, but the sky changes whenateewives. |
will be more jealous of thee than a Barbary coaepn over his
hen, more clamorous than a parrot against rainemew-fangled
than an ape, more giddy in my desires than a morikeyl weep
for nothing, like Diana in the fountain, and | ldb that when
you are dispos'd to be merry; | will laugh likeyeh, and that
when thou are inclin'd to sleep.
Orlanda But will my Rosalind do so?
Rosalind By my life, she will do as | do.
Orlanda O, but she is wise. (1V.i.121-136)
Cross-dressed Rosalind uses her disguise not @mlyjticize male inconstancy, but also
to test Orlando’s reaction towards Rosalind’s fatwole as a married woman. She starts
speaking about Rosalind in the third person byragsKkirlando how long he would have
“her,” thus apparently leaving the imaginary rolaypof the marriage ceremony. Then,
she starts talking in the first person again asgu@rlando that “I will be jealous,” * |
will weep for nothing,” and “I will laugh like a lgn whe you are inclin’d to sleep.” This
change in pronouns may point to Rosalind’s agitataedtional state as well as to a break
in the male performance. Although Orlando detat¢heself from the role-play by
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saying “Will my Rosalind do so?” implying that Gangde is not Rosalind, Rosalind
makes both third and first person converge in #meessentence when she says “By my
life, she will do as | do,” thus identifying hersalith the women she had just described
instead of Ganymede, the shepherd.

Not only Orlando but also Celia questions Ros&imérsh speech about
women. Being Rosalind’s best friend, Celia fee¢efto openly criticize Rosalind when
she thinks Rosalind has made a mistake. When Qrleades, Celia comments on
Rosalind’s words: “You have simply misus'd our gseyour love-prate. We/ must have
your doublet and hose pluck'd over your head, &evAhe world what the bird hath
done to her own nest” (1V.i.184-87). Celia’s crigimn and Orlando’s skepticism of
Rosalind’s speech seem to question gender steet@ylando is uncertain that his
Rosalind will behave as Ganymede portrayed mam@ahen. Celia questions Rosalind’s
female identification since she criticizes womest@ad of defending her own gender.
Neither Celia nor Orlando agrees with Ganymedefsatien of the female gender’s
stereotypical behavior.

Although Rosalind performs the male gender conmglg, some of her
personal traits threaten to give away her disg@skndo, for instance, notices that her
“accent is something finer than you could/ Purchas® removed a dwelling” (1V.i.327-
28). Rosalind promptly answers:

| have been told so of many; but indeed an old
religious uncle of mine taught me to speak, who was
his youth an inland man; one that knew courtship to
well, for there he fell in love. | have heard hiead
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many lectures against it, and | thank God | amanot

woman, to be touched with so many giddy offences as

he hath generally taxed their whole sex withal.i(B29-35)
She offers a convincing justification of her acceytelling Orlando the story of her
imaginary uncle. Her answer also seems to emph&sangmede’s maleness by
embracinghis male self, not wanting to be a “woman,” and byakeg negatively about
women.

In spite of such a vocal claim against women, Wimo other cross-dresser in
the plays | analyze has made, Rosalind resembsale page in that her male
performance seems to crumble when she receivesdvesl Rosalind faints when she
hears Oliver’s story about how Orlando had beeacké#d by a lioness:

Celias Why, how now, Ganymede! sweet Ganymede!

Oliver: Many will swoon when they do look on blood.

Celia: There is more in it. Cousin Ganymede! (1V.iii.1568)
Although Celia does not falter in calling Rosali@dnymede, she refers to Ganymede
as “cousin” instead of “brother.” She almost gifssalind away by telling Oliver
that “there is more in it,” implying that it was ihast the sight of blood that caused
Ganymede’s swoon.

Rosalind’s faint suggests a break in the maleoperdnce. She soon attempts to

regain composure by claiming counterfeit:

Celiaz We'll lead you thither.

| pray you, will you take him by the arm?
Oliver: Be of good cheer, youth. You a man!

92



You lack a man's heart.
Rosalind | do so, | confess it. Ah, sirrah, a body woulthk
this was well counterfeited. | pray you teluydorother how
well | counterfeited. Heigh-ho!
Oliver: This was not counterfeit; there is too greatiteshy
In your complexion that it was a passion of earnest
Rosalind:Counterfeit, | assure you.
Oliver: Well then, take a good heart and counterfeit ta be
man.
Rosalind So | do; but, i' faith, | should have been a warbg right.
Celia Come, you look paler and paler; pray you draw éaards.
Good sir, go with us.
Oliver: That will I, for | must bear answer back
How you excuse my brother, Rosalind.
Rosalind | shall devise something; but, I pray you, comthery
counterfeiting to him. Will you go?  (IV.iii61-180)
Oliver does not seem to be fooled by Rosalind. ¢teises Ganymede of not having a
“man’s heart” and he is certain that it was notrdedfeit. Besides, he may have
suspected that Ganymede was not a man when heeliste Orlando’s description of the
shepherd: “The boy is fair,/ Of female favour, destows himself/ Like a ripe sister; the
woman low,/ And browner than her brother” (IV.id-87). Thus, Ganymede is described
as having female characteristics though wearinge ratiire and claiming to be Aliena’s
brother.
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As in the previous plays that | have analyzedaspdross-dressing allows for
the examination of sexual desire and its “correctretrenchment into heterosexuality. In
As You Like ItPhoebe is instantly attracted to Ganymede:

Think not | love him, though | ask for him;

"Tis but a peevish boy; yet he talks well.

But what care | for words? Yet words do well
When he that speaks them pleases those that hea
It is a pretty youth- not very pretty;

But, sure, he's proud; and yet his pride beconma.
He'll make a proper man. The best thing in him

Is his complexion; and faster than his tongue

Did make offence, his eye did heal it up.

He is not very tall; yet for his years he's; tal

His leg is but so-so; and yet 'tis well.

There was a pretty redness in his lip,

A little riper and more lusty red

Than that mix'd in his cheek; 'twas just thiéedence
Betwixt the constant red and mingled damask.
There be some women, Silvius, had they maikd h
In parcels as | did, would have gone near

To fall in love with him; but, for my part,

| love him not, nor hate him not; (11l.v.1108)2
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Although Phoebe denies being in love with Ganymebe,certainly pays attention to
different aspects of Ganymede’s personality andighlity. This deviant same-sex
desire is presented on stage, it seems, only tmivected or, at least, redirected in the
recognition scene. At this moment only the audiea@vare of Phoebe’s homoerotic
attraction since Phoebe herself is attracted td sl sees—a young boy. However,
after Ganymede reveals whereally is, Phoebe may gain insights about her sexual
impulses retrospectively. What does it mean thatfslt attracted towards another
woman? The play, it seems, leaves this issue apamquestion since Phoebe accepts
Silvius after Ganymede confesses thais Rosalind.
The recognition scene, therefore, is needed tangte the bonds. lIAs You

Like It, Shakespeare introduces two unusual elementg irettognition scene: an
elaborate set-up, and the presence of Hymen, tdeoGmarriage. Here, the recognition
scene is not accidental or spontaneous as in nfahg other plays we have examined.
Setting up for her self-revelation, Rosalind exb@&tlvius, Phoebe, and Orlando to meet
her at a specific place the following day:

[To Phoebe} | would love you if | could.- To-morrow meet me

All together. [ ToPhoebe:] | will marry you if ever | marry

woman, and I'll be married to-morrow. [Trlandd | will satisfy

you if ever | satisfied man, and you shall be neaktio-morrow. [To

Silviug | will content you if what pleases you contentaly

and you shall be married to-morrow. [Dolando:] As you love

Rosalind, meet. [T&ilviud As you love Phoebe, meet;- and as

| love no woman, I'll meet. So, fare you well; Medeft you commands.
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(V.iii.103-111)
In a riddling way, she promises a solution for geee. Also, as part of the set-up for the
recognition scene, the audience hears the coni@rdagtween Duke Senior and
Orlando:
Duke Seniori do remember in this shepherd boy
Some lively touches of my daughter's favour.
Orlando: My lord, the first time that | ever saw him
Methought he was a brother to your daughter.
But, my good lord, this boy is forest-born,
And hath been tutor'd in the rudiments
Of many desperate studies by his uncle,
Whom he reports to be a great magician,
Obscured in the circle of this forest. (V.i-28)
Like Bella Franca, Rosalind is partially recognizbdt then the recognition is refused
because of context. Orlando’s explanation of thgslbackground helps delay
recognition.

Unlike the other plays discussed so far, recogmiiin As You Like Ibecomes a
mediated ritual. In this play, Hymen brings Rosalia the Duke so that he can give her
hand to Orlando:

Hymen: Then is there mirth in heaven,
When earthly things made even
Atone together.
Good Duke, receive thy daughter;
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Hymen from heaven brought her,
Yea, brought her hither,
That thou mightst join her hamith his,
Whose heart within his bosom is.
Rosalind:[To Dukg To you | give myself, for | am yours.
[ToOrlandg To you I give myself, for | am yours
Duke Seniorif there be truth in sight, you are my daughter.
Orlando: If there be truth in sight, you are my Rosalind.
Phoebe!lf sight and shape be true,
Why then, my love adieu!
Rosalind:I'll have no father, if you be not he;
I'll have no husband, if you be not he;
Nor ne'er wed woman, if you be not she. (Viv1d3)
Thus, the father-daughter bond is re-establishéldlaa Duke recognizes his daughter.
Rosalind, in her female attire, clears the confusiat her male attire has caused. She
disenchants Phoebe, who finally agrees to marsgusil After renewing the bond with
her father, Rosalind freely and willingly enterb@and with Orlando who is to become her
husband. Both father and lover recognize Rosatirghi Aristotelian sense since they re-
apprehend the girl they have once known. Rosalimdes out of the cross-dressed
experience because she is sure that Orlando |l@reard she also knows they have
started to develop a bond of trust when she wayi@ade. Thus, Rosalind’s return to
her female identity is enhanced by a more intinkat@vledge of her lover. Orlando’s
marriage to Rosalind implies that he is also wglto grant her a recognition in a
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Butlerian sense because he embraces the Rosalkieiweas Ganymede, that is, a
Rosalind who has taught him how to woo, a Rosdhad can guide the course of their
relationship, and a Rosalind capable of thriving world (and a gender) previously
unknown to her.

Unlike Rosalind, the female characters that doremattire inThe Merchant of
Veniceare so convincing in their performance as malessthiey are never recognized, in
the Aristotelian sense, by the onstage charadigfferent from all the cross-dressed
heroines previously discussed,Tihe Merchant of Venicéemale characters actively
seek recognition, in a Butlerian sense, after impbly acting as males. | will first focus
on Portia and Nerissa’s success at performing noéds, and | will then analyze its
implications for the recognition scene.

Portia and Nerissa’s success at impersonating @ee attributed to the female
characters’ strong bond with one another basedust the disguise they choose, and
their personal temperance. Like Rosalind and Gelfss You Like |tPortia and Nerissa
form a bond based on complicity, mutuality, friehigs and respect, which may be
unusual in a master-servant relationship. As Pertvaiting lady, Nerissa is supportive
of Portia’s ideas. They freely talk about Portiststors and Portia listens to Nerissa’'s
words. Portia trusts Nerissa completely, and sipda@s to her the plan to save Antonio
once their husbands have left Belmont. Portia knersssa will not let her down when
performing as a clerk at court.

Portia and Nerissa’s mutual complicity and the disg they choose are essential
in making their performance successful. In conttrasémale pages who fail to perform
the male gender due to their lack of skill or sytrto carry out male duties, Portia and
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Nerissa, who disguise as a judge and a clerk résphg are never required to perform
physical tasks since they adopt disguises of thkdriclasses. Their professional male
attires exempt them from performing physical makks such as fighting, or lifting
heavy weights. Both of them excel at showing thegllectual capacity and their wit in a
male environment. Although Nerissa is initially gused by Portia’s idea “to turn to
men” (lll.iv.79), she fully engages herself in mawly assigned clerical role. Nerissa
enters the court with the letter that containsiBerhew identity. Without hesitation, she
gives Bellario’s letter to the Duke who reads it mud:

Your grace shall understand that at the receigbaf letter

| am very sick, but in the instant that your megsgrcame

In loving visitation was with me a young doctorRdme:

His name is Balthazar. | acquainted him with theseain

controversy between the Jew and Antonio the metchée

Turned o’er many books together. He is furnishetth wiy

Opinion which, bettered with his own learning—threagness

Whereof | cannot enough commend—comes with himyat m

Importunity to fill up your grace’s request in myad. |

Beseech you let his lack of years be no impedirteelgt him

Lack a reverend estimation, for | never knew songpa body

With so old a head. | leave him to your graciouseatance,

Whose trial shall better publish his commendat{ovi.i. 150-62)
As we can see, the letter explains why Bellarioaspresent in the trial and helps the
male audience trust the young doctor who comesllaBo’s place. Bellario’s letter
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grants Portia a new name (“Balthazar”), a profas¢idoctor” in law), and a place of
residence (“Rome”). Although Balthazar’s “lack afays” is emphasized in the letter,
Bellario convincingly commends the young doctontellectual capacity, his “own
learning,” and sound judgment. After Nerissa’'s anowng performance, Portia enters the
court and excels in her judicial role. Notably,ther does Nerissa falter when presenting
false information nor does Portia show dismay wtlisplaying her new role in a place
where truth is honored and where females are rpgiased to have access.

Their complicity is most evident in the last sceNerissa brings up the ring issue,
then Portia follows. After both husbands, Bassamad Gratiano, have been proved
disloyal in that both of them have broken their gpWerissa and Portia engage in
another round of trickery by announcing that thayehslept with the judge and the clerk
respectively. Though not technically a lie, foryheave slept with their own selves, they
successfully manage to deceive their husbandsgiteving they have slept with other
men, the main proof being the rings the husbands gaay to the judge and his clerk.
As Lisa Jardine points out, Nerissa and Portiar ief¢heir sexual infidelity “not as future
possibility, but as achieved fact” (“Cultural Cosian,” 14). In V. i, Portia tells Bassanio
“I had it (the ring) of him: pardon me Bassanio)/bg this ring the doctor lay with me”
(V.. 257-58). Similarly, Nerissa adds: “And pardoe my gentle Gratiano,/ For that the
same scrubbed boy (the doctor’s clerk)/ In liethad, last night did lie with me” (V..
260-61). Their use of past tense contributes tdthieling up of tension and forces the
male characters to react as if their wives have lbesloyal indeed. This intense, albeit
brief and temporary, moment forces the onstageachess to feel the consequences of
their carelessness about their marital rings.
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In this last scene, Portia, though no longer inenadtire, retains her judicial role
by distributing what belongs by law to the differeharacters, namely the letter about
the ships to Antonio and the title to Jessica amithzo. As Trisha Olson states,
“Bassanio stands as quasi-defendant before Pahnia i confronting him with the loss
of the ring, must pronounce his judgment” (303)ribka also retains a vestige of her
clerical character by stating that she will handrahe document “without a fee” (289).
Thus, their female bond empowers both female chersas they support one another
regardless of the gender they perform.

Male characters also support and depend on onbamgtt, the nature of their
bond is more fragile than that of Portia and Nexi§he three main male-male bonds in
the play, namely Antonio-Shylock, Antonio-Bassaring Bassanio-Gratiano, are
primarily financially-based, though affection alslays a role in the last two. Antonio
and Shylock are bound only in a pecuniary way; A&atpnio’s monetary commitment
has physical implications since he agrees to gipeuad of his flesh if he cannot pay his
debt in the stipulated time. Antonio and Bassaap@rt from being financially bound,
also share a strong homosocial bond though Bassaes Antonio for constant
financial support. Bassanio trusts Antonio willtde best to help him out. Antonio,
however, cannot necessarily rely on Bassanio enftral matters since he has not paid
off any of his previous debts to him. Antonio, pite of his love for Bassanio, is not
convinced that he can trust his friend in emotianatters either. In fact, Antonio’s letter
reads:

Sweet Bassanio, my ships have all miscarried,
My creditors grow cruel, my estate is very low, bond to
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The Jew is forfeit, and since in paying it, itnggossible |

Should live, all debts are cleared between youlaht

Might but see you at my death. Notwithstanding, ymer

pleasurelf your love do/not persuade you to come, let

not my letter. (111.ii.318-19my emphas)s
Antonio is careful to state in the previous linkatt‘all debts are cleared/between you
and L,if I might but see you at my death” (ll1.ii.316-1My emphas)s Thus, he first
mentions Bassanio’s financial debt which he isingjlto consider paid Bassanio
satisfies Antonio’s emotional need. | place emphasithe two “if” clauses that Antonio
uses in his letter to highlight a love relationsiipich is not unconditional, but one
which, in spite of being based on generosity, etgpacertain reciprocation. In his letter,
Antonio longs for Bassanio to take action and,rserting a conditional clause, Antonio
voices his doubt as far as Bassanio’s love is aoecke Antonio’s letter and Portia’s
encouragement ultimately mobilize Bassanio to gdenice, even before consummating
their marriage.

Bassanio and Gratiano’s relationship replicatesagh&assanio and Antonio in
that Gratiano depends on Bassanio financially. 8@ssaccepts Gratiano’s service
without much thought, in an impulsive way. Howeuwassanio does seem aware that
Gratiano may not be the ideal servant, especidtignwooing his lady:

Gratiana | have a suit to you

Bassanio You have obtained it.

Gratiana You must not deny me, | must go with you to Behino
Bassanio Why then you must. But hear thee, Gratiano,
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Thou art too wild, too rude and bold of voice,
Parts that become thee happily enough
And in such eyes as ours appear not faults;
But where thou art not known, why, there they show
Something too liberal. Pray thee, take pain toyalla
with some cold drops of modesty
Thy skipping spirit, lest through thy wild behavior
| be misconstered in the place | go to,
And lose my hopes. (11.ii.156-66)
This passage shows Bassanio’s impulsiveness. hiésg&atiano his suit before even
knowing what Gratiano wants. Bassanio also poiat3yatiano’s “wild,” “rude,”
“bold,” and “liberal” behavior which can be detrintal when wooing Portia. Unlike
Nerissa, who is always protective of her mistr€sitiano has no qualms in putting
responsibility for the ring give away on Bassamiéhen accused by Nerissa, he justifies
his behavior by saying that his master, Bassarmis given away his ring too. Gratiano
tells Nerissa:
My lord Bassanio gave his ring away
Unto the judge that begged it, and indeed
Deserved it too; and then the boy his clerk
That took some pains in writing, he begged mine,
And neither man nor master would take aught

But the two rings. (V.i.178-83)
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Although Gratiano blames the clerk for taking botigs, he starts his argument by
mentioning his lord’s reprehensible action first.

Unlike the male characters, Portia and Nerissaestiatunbreakable bond and a
similar personality trait, namely self-control, whiis crucial to their success at the court,
and which has a direct pay-off in the recognitioarse. Portia displays self control and
dominance over herself throughout the play. Faaimse, when Nerissa asks Portia about
her feelings towards the suitors, she calmly regligray thee overname them, and as
thou namest them, | will describe them, and acogrtth my description level at my
affection” (1.ii.31-33). Thus, Portia is reluctaiostanswer Nerissa’s question by showing
her emotions. Rather, she relies on the spoken teastow her level of affection.
Similarly, when Bassanio is choosing the casketlanthakes the right choice, Portia
asks for moderation in her happiness:

How all the other passions fleet to air:

As doubtful thoughts, and rash-embraced despair,

And shuddering fear, and green-eyed jealousy.

O love, be moderate, allay thy ecstasy,

In measure rain thy joy, scant this excess.

| feel too much thy blessing: make it less

For fear | surfeit. (l11.ii.108-13)
Portia does experience strong “passions” such espalr,” “fear,” and “jealousy” which
could lead her to disobey her father's commandm¥éeti. not only does she manage to
control her negative emotions but also she askstmteration when she experiences
overwhelming positive emotions such as “ecstasy’ ‘@y.” This temperance is handy
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in the court when she hears her husband telling@atthat he would risk his wife and
his life in order to save him. Portia notices hoasBanio prioritizes Antonio over herself
when Bassanio tells his friend:

Antonio, | am married to a wife

Which is as dear to me as life itself,

But life itself, my wife, and all the world

Are not with me esteemed above thy life.

| would lose all, ay, sacrifice them all

Here to this devil, to deliver you. (IV.i.277-82)
Bassanio starts equating his love for Portia tddvse for his own life. But then, he
expresses the depth of his love for Antonio whesthtes that he would sacrifice his own
life, his wife, and the world in order to save friend. Bassanio’s excessive language
stands in stark contrast to his ability to deligarhis promises. Would he really sacrifice
his own life if he were able to save Antonio? Alllgh Bassanio makes good use of
language, we can argue that language is the osét as does possess. Portia, in contrast,
has the power to help Antonio in court as wella&brrect” her husband’s values. As
will become clear in the recognition scene, theitaldbond takes priority over the
friendship bond with Antonio.

Like Portia, Nerissa shows similar temperance wdtendoes not falter after
hearing Gratiano say: “I have a wife who | protdstve;/ | would she were in heaven, so
she could/ Entreat some power to change this tudesy” (IV. 1.285-88). Nerissa, after
hearing her husband’s comment, understands théia@Goashares Bassanio’s hierarchy
of values. Gratiano wishes his wife were dead abghe “could entreat some power to
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change this currish Jew.” Nerissa, instead of wgidier opinion and reprimanding
Gratiano in that moment, remains silent. Her terapee will later pay off since she will
have the upper hand in their relationship afteréoegnition scene.

Portia and Nerissa’s shock and disapproval of tmesbands’ priorities is
similarly voiced by Shylock. Upon hearing Bassaamal Gratiano, Shylock observes:
“These be the Christian husbands. | have a dauglteuld any of the stock of
Barabbas/ Had been her husband, rather than ai@hti@V.i. 290-92). Shylock’s
comment echoes Portia and Nerissa’s awareness ofitfity of the two husbands’
emotional priorities. After hearing Bassanio’s warBortia comments “Your wife would
give you little thanks for that/ if she were byhtear you make the offer” (1V.i.284-85).
Similarly, Nerissa states “Tis well you offer iehind her back,/ The wish would make
else an unquiet house” (1V.i.288-89). Shylock dnesshare the male Christian
perspective and his comment, perhaps a resulsalin membership in a disadvantaged
minority, is not seen as important and goes unhlewpttie other characters.

Although none of the side comments are overheaobimmented on by the
onstage characters, the audience hears anotheeptve—the perspective of the
disenfranchised. Thanks to those brief fleeting w@mts, the comedy takes a new spin.
As Susan Oldrieve points out, Portia realizes ‘thpidefeating Shylock ... the very
system she upholds would make a victim of herwsman and a mockery of the
marriage ... and she recognizes the similarity betvike Jew’s plight and her own” (94-
95). Recognizing herself in a disempowered pasiéi® a woman, Portia later decides to

change the course of events as far as her relatpnsth Bassanio is concerned. In fact,
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those overheard comments prompt the future actbtise cross-dressed women in ways
that alter the power dynamics of their marriages.
Cross-dressing allows our heroines to discovetrtith behind appearances.

When in male attire, Portia and Nerissa acquist-hiand knowledge about their
husbands’ priorities. At the court, Portia seedfam@nt reality which causes her to
change her perception of herself and of her husbanithe beginning, she considers
Bassanio as the perfect suitor who is willing skreverything for her. She considers him
as a Hercules:

Now he goes

With no less presence, but with much more love

Than young Alcides, when he did redeem

The virgin tribute, paid by howling Troy

To the sea-monster: | stand for sacrifice,

The rest aloof are the Dardanian wives,

With bleared visages come forth to view

The issue of th’ exploit: go Hercules! (I1Lii.53%
Portia compares Bassanio to Alcides who saves Hesifsom being killed by a sea
monster. She attributes to Bassanio the presengkeioles but specifies that he feels
“much more love” for her since Alcides saves thrgivi in order to get the recompense of
horses that her father offered. Her confidend®assanio’s love is also apparent when
she turns herself and her household over to hifmowitreservation once he makes the
right choice of casket. Her herculean version cs€aio, however, promptly changes
when she hears her husband tell Antonio that hddwask his life, his wife and his
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money to save Antonio. As we can see from the gasshove, Portia thinks Bassanio
professes “more love than young Alcides” for heet,Xhe trial scene suggests that
Bassanio prefers Antonio over Portia, if he haditoose only one of his dearest
affections. The depth of his bond to Antonio i©sahown in the fact that Bassanio is
“prepared to give up Portia’s wealth in order tos@m his friend from imminent death”
(Hyman 114).

Unexpectedly, her cross-dressing also allows Ptotra-assess her self-
perception. We can observe a change in her appadikar worth when we compare the
Portia of the “casket scene” with the Portia in theognition scene. In the casket scene,
Portia also undervalues herself. She perceivesditas incomplete. She accuses
Bassanio for having “overlooked” her: “beshrow yeyes,/ They have o’erlook’d me
and divided me” (111.ii.14-15). Harry Berger thorghiy explains the multiple meanings
of the word “overlook’d”:

(1) “given me the evil eye, bewitched me” (the senmsder which the

OED lists this line), and here she shifts blamaitoeyes for her impulse

to sin against her father’'s will; (2) “looked dovam me from above,”

which suggests the danger of mastery encoded ilatber prospective

image of Bassanio Triumphant, “when true subjeatsv/bo a new-
crowned monarch” (111.ii.49-50); (3) “looked ovem@ beyond me” —
toward the inheritance-“thus failing to see me, disregarding me.”

Hence, “you have divided me between the desire ithdtices me to

surrender wholly to you, and the premonition thatkes me afraid of
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letting myself be reduced to the golden fleece ku#ed in a marital

casket.” (158)

As Harry Berger Jr. suggests, “self-division maRestia address their relationship as a
struggle for power and possession” (158). Poria tiells Bassanio she wishes herself:

much better, yeior you

| would be trebled twenty times myself,

A thousand times more fair, ten thousand times

More rich, that only to stand high your account

| might in virtues, beauties, livings, friends,

Exceed. (llLii, 151-56my emphas)s
Portia here wishes she had more money, virtuebeadtyfor Bassanio. However, in the
last scene, she tells Bassanio that if he knewrtigevalue of the person who gave the
ring to him, he would have kept it better. Thietdince reflects her own self-assessment
which depicts her self- (re)appreciation which sfes to enforce on him.

Her temperance not only allows Portia to have #iteepce needed to fully grasp
her husband’s feelings but also empowers her togegnfrom a passive figure to an active
woman. She is trapped by her father’s will, yet shews the potential agency she would
have were she to decide to trick some of the catesdinto choosing the wrong casket.
She is passive in Act Il in the sense that her fywéady” is tired of being just a target of
male fortune-hunters, a victim without choice. $basiders herself a victim who “stands
for sacrifice” and relies on Bassanio to rescue 8he voices her willing surrender. She
is clever, though, to put a condition for theiratednship to remain that of master and
willing servant, i.e. Bassanio should not part vith ring. At this point in the play, she
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has no reason to suspect Bassanio’s infidelity;sfeg is cautious enough to highlight the
importance of the marital vow.

After hearing Bassanio read Antonio’s letter, sheides to be active in a most
obvious way. She orders Bassanio to marry her bafomng, gives him money, and as
soon as he departs, she devises a plan to savaidntoders Lorenzo and Jessica to take
care of the household while she is “praying for Imnesband,” disguises as a judge, gives
sentence, and returns before her husband to B&lmon

Interestingly, Portia and Nerissa’s (self-) revielathappens in Belmont, not in
Venice. John P. Sisk relates the two locationsiédoionds formed among characters:

The passage from bondage to liberation is reintblgethe

Venice-Belmont polarity of the play. Venice exiatsa

hyperbolic remove from the everyday world so th# itself

a story world in which the Antonio-Shylock contrast

believable, but Belmont—Frye’s green world (pp. 129)—

defines it as a bound world. Venice is a placeaafdjin-evil,

a world of time, change, and doubtful appearanterergood

men are preys of fortune and lose their argosreswahere

fair terms disguise a villain’s mind. (220-221)
In fact, it is “doubtful appearance” and deceittteaves “good men” such as Antonio
from dying. Venice is also a world where the tratiout male characters and their bonds
is revealed. After describing the Venetian worlagskSgoes on to discuss the “green

world” of Belmont:
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Belmont, on the other hand, is a world of releask a

revelation . . . Belmont, like all the other greeorlds in the

plays, is a school in which the lessons needetiviog in the

time-bound world are learned: here, for instanioe right

relation between gold and love, between appearamde

reality, between justice and mercy. For the meanirthe

play is that the opposed members of these pairbean

reconciled in a larger harmony. (221)
The “passage from bondage to liberation” that Sggkaks about, it seems to me, only
occurs when the characters enter into new bondsasithe one Antonio volunteers to
commit to in order to safeguard Portia’s ring, dren characters re-enter previously
established bonds as in Bassanio and Gratiancés casBelmont, Bassanio and
Gratiano are forced to acknowledge their wives’agitwell as the seriousness of the
marital bond. Antonio is compelled to acknowledlye re-distribution of power in his
personal relationship with Bassanio. Now, accordangortia’s terms, Antonio has to
make sure that Bassanio prioritizes his maritalddoawver friendship.

Recognition inThe Merchant of Venids essential in order to reinforce and re-
structure previously established bonds. In Chaptex, we observed how some female
characters dressed as pages fail in their malempeaihces and accidentally reveal their
female nature, which leads some critics to argaettiose female characters are being re-
inscribed in the patriarchal system.Tlhe Merchant of Venic@owever, it is the male
characters who are forcefully re-inscribed in therital bonds they first sought and later
devalued. Portia and Nerissa wittingly and subalgé Bassanio and Gratiano to re-think
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their marital relationships and to prioritize makiove over male friendship. Thus, it is
the male characters who end up being re-inscribbedsiociety where marital vows are
not supposed to be broken. Portia and Nerissa seelaim a marriage in which both
parties are equally committed

After their outstanding performance as male charactind after saving Antonio,
we may wonder why Portia and Nerissa decide toalehemselves since, in spite of
their good intentions, they had committed potelyti@prehensible acts when deceiving
the men present at the court. In spite of havirggoked the onstage male audience,
Portia and Nerissa do not feel any sense of remBeter Brand claims that “a successful
disguiser . . . requires a victim, and if disguasel other forms of deception show the
value of enterprise and ingenuity, they also unaennan’s vulnerability to deception
and fraud” (19). Being disguised as males, Portélderissa consciously and willingly
deceive not only their husbands but also all theeroldaracters present at the Venetian
court. To a certain extent, we may then arguerthstecognition fosters deceit. These
male characters can be considered the victimsnodlie dishonest behavior. The men in
court even compliment the judge’s superior knowéedgd his unbiased sense of justice.
Not knowing that they are being deceived, theyhargest in their praise. Had Portia and
Nerissa been discovered in court, they would mkehyl have been reprimanded by their
husbands (and those present at the court). Dogsiasterful deceit commend the
females’ acting capacity; or does it reveal theawahability to see through the disguise?
Are males victims of female deceit; or are theytime of their own inability or
unwillingness to see clearly? What do Portia anddsa achieve by forcing recognition
on their husbands and on the other on-stage cleasact
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Portia reveals herself in Act V in order to be gua@ed as an empowered
woman. She not only shifts the power dynamics mrékationship with her husband but
also makes the onstage audience aware of the peoveen may achieve if they work
together, disguise their gender and exercise seifral. Although Antonio’s conflict has
been solved in a satisfactory way and there isagalior anyone to know the true
identity of the witty judge, Portia longs for publiecognition at the end of the play. It is
obvious to the audience that had it not been foti&cAntonio might have lost his life.
Yet, as most of the onstage audience is ignorawhofsaved Antonio, Portia and
Nerissa engage in an elaborate multi-layered csaven so that their husbands and
Antonio learn the truth.

By forcing public recognition of her accomplishmeortia successfully achieves
multiple objectives. First, she makes Antonio ety a bond that is even tighter and
more extreme than the one Antonio has previouggbéished with Shylock. Antonio
acknowledges the different nature and depth of botids when he tells Portia:

Antonia | once did lend my body for his wealth,
Which but for him that had your husband’s ring
Had quite miscarried. | dare be bound again,
My soul upon the forfeit, that your lord
Will never more break faith advisedly.
Portia: Then you shall be his surety (V.i. 248-53)
Portia thus accepts Antonio’s soul (and body) toaadhe protector and warranty of her
ring. Shylock has only asked for a pound of fld3brtia, instead, claims power over
Antonio’s soul, were the ring to be given away agé his first bond, Antonio is the
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sole person responsible for fulfilling his promtseShylock. In his second bond,
however, Antonio is not only responsible for kegpins promise to Portia but also for
making Bassanio remain loyal to his marital bontihdugh Antonio is still bound to
Bassanio, the gender and power dynamic of theguilation shifts. As Steve Patterson
puts it, “(t)he friend (Antonio) will enter into éhservice of marriage, a minor player in a
reconfigured narrative” (26). By making Antonio etited to her for saving him and for
giving him the good news about his ships, Portsuess that her marital bond to
Bassanio will be supported and even guaranteednbyrio.

By forcing Bassanio to recognize her as the daattine court, Portia makes
Bassanio understand that he is unable to “seeflgleRortia has subtly laid her possible
future claim in the casket scene. She starts liyngta

But now | was théord

of this fair mansionmasterof my servants,

Queeno’er myself and even now, but now,

This house, these servants, and this same myself

Are yours, my lord’s. | give them with this ring,

Which when you part from, lose, or give away,

Let it presage the ruin of your love

And be my vantage to exclaim on you. (I11.ii.167: Ay emphas)s
She perceives herself as an empowered woman whooh&s! over her household and
her body. However, she is willing to grant Bassantal control as long as he respects
his bond and promises to keep the ring. Bassaoimpily replies:

Madam, you have bereft me of all words.
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Only my blood speaks to you in my veins,

And there is such confusion in my powers

As after some oration fairly spoke

By a beloved prince there doth appear

Among the buzzing, pleased multitude,

Where every something being blent together

Turns to a wild of nothing, save of joy

Expressed and not expressed. But when this ring

Parts from this finger, then parts life from hence,

O then be bold to say Bassanio’s dead. (lIl.ii-BB)
Bassanio’s inner confusion is apparent in his dpegst, not seeing any problem in
keeping the ring, he tells Portia he will die befgiving it up. However, he shows
himself unable to keep his promise. In the finarsg he voices his confusion once again
when he asks Portia, “Were you the doctor, ancelkkygou not? “ (V.i.279). Portia then
claims a position of authority within the power @dynic of their relationship. Bassanio
finally recognizes Portia as the “sweet doctordrgig Portia a double gendered
attribute. He recognizes her as a “sweet” womanalso acknowledges her skill as a
“doctor.”

It is worth noting that Antonio and Lorenzo, in ¢@st, are unwilling to grant

Portia the possibility of a double-gendered appigkasuch as “sweet doctor”. They insist
on forcing Portia into the female role of “Sweeadyaor “Fair lady.” Perhaps only lovers
(or relatives) are capable of granting full recaigm once the truth has come out.
Onlookers, or those who have only had partial acteshe events, may want to hold on
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to what they have visually perceived. For instaihogenzo has only seen Portia dressed
as a woman in her household. Even after her namaiie may be unable to picture her in
male attire or to fully believe the narrated eveAistonio has seen Portia only after the
trial and for such a short time that he may notehlagen able to perceive the similarities
between the judge’s facial features and Portiagsdanio, in contrast, has seen Portia
before and after the trial and, though unable togaize his beloved in male attire, he is
finally willing to grant her full recognition.

Portia is not only “recognized” in an Aristoteliaanse, namely acknowledged as
the doctor who saves Antonio in court, but alsa Butlerian sense. As pointed out in the
introduction, according to Butler, “to ask for rgeition, or to offer it, is precisely not to
ask for recognition for what one already is. ltasolicit a becoming, to instigate a
transformation, to petition the future always itatn to the other’Rrecarious Life44).

In this passage, Butler claims that the subjeet®gnition is a petition for a future
identity that is different from the one s/he alnghds. In this way, the future offers the
subject not only the possibility of transforming $af/himself but also the chance of
being recognized, or at least, asking to be re@eghas other. This future recognition is
“always in relation to the other.” The subject de¢he other not only to become
herself/himself a subject, but also to give thesothe possibility of becoming. This
mutual dependence is positive for both subjectbanit allows both recognizer and
recognized to be acknowledged as newly constitsijects whose previous identity has
been left behind by this new interpellation.

In Portia’s case, Portia asks to be recognizedresdy-constituted subject. She
is certainly not the Portia that Bassanio meetea@abeginning of the play as she has
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grown in respect and power. Bassanio is willinggoognize Portia as a new subject
when he combines traditionally male and female Bgipees to address his wife.
Similarly, Bassanio is also a newly-constitutedjsabin that his self has become
enlightened by the knowing, recognition, and acaweqs of the truth. Portia manages to
shift the power dynamics by making Bassanio awateovalue. She is not only a
beautiful young woman “richly left” but also a wittvoman capable of saving Antonio—
something that Bassanio could not do. After Partekes Bassanio aware of his own
narcissism, Bassanio’s perception of Portia changes

Portia sows the seeds for this petition for fut@®ognition in a rather direct way
when Portia is dressed as a doctor and she tettsnAn “I pray you know me when we
meet again” (1V.i.415). We may infer that Antonsolooking the judge/Portia in the eye
while she is uttering this sentence; yet, despigdr teye-contact during and after the trial
scene, Antonio does not recognize Portia when tiegt again in Belmont. Antonio is
unable to grant full recognition, in the Butlerisense, to Portia. He does thank her
profusely; yet, he insists in using only female @fgiives when referring to her. His new
bond to Portia implies that his privileged positiarrespect to Bassanio has changed.
Bassanio, though emotionally bound to Antoniojnarcially free now thanks to Portia’s
riches. Besides, Bassanio has agreed to recogarzia’® new identity as an empowered
and active, rather than passive, member in thigtioaship.

Portia’s new perception of her self also forcesdaaio to re-examine himself.
Bassanio changes towards the end of the play, lstegalizes how his narcissistic
behavior has jeopardized his relationships withnl#attonio and Portia. At the
beginning, he is self-centered and narcissisttb@relationships he establishes.

117



Although he professes friendship towards Antonis rélationship seems to be based on
the financial favors that he asks from him. SinijaBassanio sees Portia as a way of
bettering himself, as a way of freeing himself froia debts. He honestly tells her that
“all the wealth (he) had ran in (his) veins” anditbhis state is nothing” (111.ii,257), but
when he talks about her to Antonio, he stressesvhalth first and foremost. In court,
Bassanio proves to Antonio that he is willing toabénis side in his last moment, though
he is unable to save him.

Portia and Nerissa, after discovering their husbaachotional priorities, take full
charge of their relationships and lay absolutentha their husbands. As Marianne L.
Novy explains, “the acceptance of Portia’s selfeassn” in the final scene is a
“celebration of otherness” (151). The final triumpitheir “otherness” may be partially
attributed to their ability to express themselvégewin disguise. Robert Weimann
suggests that “the voices speaking through disguesgbe understood, as Peter Erickson
claims, ‘not as always already neutralized by tle®logies they must speak through in
order to be heard, but rather as inflecting, distgr even appropriating such ideologies,
genres, values, so as to alter their configurati(®04). In fact, we hear Portia’s point of
view as far as justice and mercy are concernedyssetoice has to be camouflaged by
adopting typically male discourse while “inflectingwith her beliefs.

By being misrecognized, Portia is not only abledawe Antonio and to get to
know her husband’s emotional hierarchy, but alsoisfable to voice her view on mercy.
Although she describes herself as “unlearned, astieulates very clearly what she
thinks mercy is. She first asks Shylock to extenid Antonio, then she asks Antonio to
grant it to Shylock and finally she herself is mieidowards Bassanio when she forgives
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him for having parted with the ring. In disguiskesroices her thoughts; as a woman,
when she returns to Belmont, she practices whahabearlier preached. The audience
and the onstage characters who recognize thatRorti the judge are the same person
have already heard her point of view concerningcspnand witness her consistency in
practice. Olson states that “selflessness, a \gitlgss to abase one’s ego that an
otherwise ‘hot temper’ may prompt one to satis$ymiercy’s most salient feature” (305).
Portia embodies all of mercy’s features, and hderatire gives Portia the possibility to
voice her opinion which she can finally put intagtice in Belmont.

Recognition scenes may also have a ripple effeth@mudience. lifthe
Merchant of Veniceghe audience can see clearly the motivationghites the disguised
to understand her claim and to recognize her ‘ipatior the future,” as Butler puts it, in
silence before the onstage characters do. We sdaltipicture at all times, and we do
know that Portia and Nerissa are aiming at a reitiogrthat goes beyond the Aristotelian
sense. We see the female characters acquiring eadinformation during the trial
scene. They have had time to consider which woelthb best way of making use of that
knowledge. Their plotting, though not staged, lethasn to ask their husbands for their
rings which in turn triggers a chain reaction whaitits recognition. The audience does
not experience Bassanio and Gratiano’s confusiongsve have known it all along and
also know that they have not been cuckolded. Feonthle characters, however, the lines
in which the women declare they have slept withjtldge and the clerk certainly cause
inner turmoil. Thus, the audience is privilegedhat it is enlightened with the truth but

not disturbed by the discovery.
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The audience, in spite of knowing that Portia ardi$éa are disguised,
sometimes has the same experience as the onsi@getens. The audience knows that
the judge is Portia; however, it does not know alhen witty solution. The audience is
surprised at the same time as the onstage charaRiecognition of the judge’s wit
comes at the same time for both. Yet, the audisnu&vious knowledge of the doctor’'s
real gender makes its recognition even more powsirige the audience can appreciate
that the solution comes from a woman disguisedjadge.

Bringing up the ring issue in public serves assada to the theater goers and
onstage audience. Portia and Nerissa make clegamér#@al bonds are not to be broken
and that they precede male friendship in importaAsePortia and Nerissa point out,
they could have been unfaithful to their husbante wad given away their wedding
rings. Karen Newman explains:

The ring no longer represents the traditional reteship it figured
in Act Ill, ii. On its figural as well as literalrpgress, it
accumulates other meanings and associations: argkahd thus
female unruliness, female genitalia, woman’s chabbenature
and so-called animal temperament, her deceptivemespotential
subversion of the rules of possession and fiddtiéay ensure the
male line. (131)
Both characters and audience are confronted withede “accumulated meanings”
which signal the dangers society may face if miibads are taken lightly.

In The Merchant of Venicéhe female-gendered self is re-defined in thedashe

where male characters are forced to grant recogniti their female partners. Portia and
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Nerissa at the end of the play are to be consideitlydcapable beings who not only save
Antonio but also make their husbands apologizeteir wrong-doings and renew their
marital vows, promising never to part with theirdgeng rings again. Portia and Nerissa
successfully re-inscribe the male characters iovegp dynamic that is more beneficial
for the female gender.

In As You Like land TheMerchant of VeniceShakespeare explores gender
issues and power dynamics from different anglesal®wing the heroines to cross
gender boundaries temporarily, the playwright aidtie characters to discover the truth
about their lovers, and to assess their own seffhw®&oth Rosalind and Portia make sure
to enter (or to re-enter in Portia’s case) the rmgerbond not in a disempowered
position, but in a loving and meaningful one. Botbss-dressers have tested their lovers’
love toward them and they have made sure that grewnill value them in the future.
Their husbands have seen the cross-dressed hebaitteas men and as women, and, by
(re)entering the marital bond, they accept botir fbgers’ male past and their female
present. Thus, they grant them the recognition“oesv becoming” —a becoming which

implies a marital relationship in which the marrigair recognize each other as equals.
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Chapter 4

Martial female cross-dressers

Whether as a page, shepherd, clerk or “doctorefatv,” all the cross-dressers
that | have analyzed in the three previous chajptave shunned violence. Cross-dressed
female aggression is not a trope that Shakespeanessinterested in exploring. As we
may remember, Viola is dreadfully afraid of a swhght and Rosalind faints at the sight
of Orlando’s blood. However, some of Shakespea@'gemporaries deal with female
violence in an interesting way. In this chaptexxamine female cross-dressers who
choose to perform a martial version of the maledgerwhich is a fascinating category
because it not only makes the characters lessvedbsin pages, but it also interrogates a
guestionable aspect of male behavior. Bess Bridge$eywood’'sFair Maid of the West
— Part 1(1604/1630), dons male attire when she decidesarchk for her husband’s body
after being informed that he had been killed in.v@ara, inBeaumont and
Fletcher'sLove’s Cure(1605/1647), is trained and dressed as male ficim $he has no
option but to follow her father’s orders and imitdter male companions at war during
the first twenty-one years of her life. In Shadveellhe Woman-Captai(l679), Mrs.

Gripe chooses to dress and act like her brothew, ig/a captain in the army, to force her
husband to give her a monetary allowance and bedém. Gender barriers in these
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three plays are easily crossed, and even when Mye@an see through Mrs. Gripe’s
disguise, her violent performance convinces hin lieais mistaken and that the “soldier”
must be Mrs. Gripe’s brother. The performance ofence and physical dexterity, such
as wielding a sword, or disciplining soldiers—atittes conventionally gendered male—
plays a role in the recognition scene because tnestal women come out of their
disguise empowered by their male performance. reztplays explore the issue of
gender in both an essentialist and a constructivast The playwrights of these plays
seem to shift between an essentialist idea of gearttba constructivist one until their
predominant version of gender becomes clear imagbegnition scene. In order to
understand how the recognition scene functionaah @f the plays, it is necessary first
to see how gender issues are played out in the.play

Compared to the other cross-dressers that we le@veis previous chapters, the
cross-dressed heroines in these later plays disygagnly the violence with which they
perform their roles but also the dexterity somedkntharacters possess. This may be
not only indicative of new roles and possibilittes women, at least in the scripted and
safely explored world of the theater, but it magoathint that some women may have
“natural” capacities to perform certain roles ttieg social order does not permit women
to display or embrace publicly. Thus, cross-drassnay be an avenue for these women
to use their otherwise hidden skills. These martlds grant the heroines the opportunity
to show that they can excel in fighting withoutrigerecognized, in Bess and Clara’s
cases, or that if the disguise is questioned, #saircase of Mrs. Gripe, her martial
performance can compensate for the unconvincirgudie or for the obvious physical
resemblance to a female character. These thresmbsydike Portia, use the final
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recognition scene as an empowering tool, a petfboa future identity that is different
from the one they already have. By the end of thgsp these female characters are
recognized as courageous and strong martial lachescan perform both female and
male gender roles with equal adroitness. Althougls:dressing enables them to
perform as male, in the recognition scene the gestharacters can re-apprehend the
woman the cross-dressed character was —Aristoted@gnition—as well as grant them
a claim for a future which encompasses both theferand male possibility—Butlerian
recognition.

In Fair Maid of the West — Part Bess Bridges crosses gender boundaries with
ease and without hesitation, which points to théopeative nature of gender. Bess, the
chaste young owner of a tavern, cross-dresseffatatit moments in the play. As a
businessperson she has, to some extent, crossegeimerally male territory. Her
profession also allows her to see men at their waond to imitate that behavior. The first
time she dons male attire she intends to teach iRoag a lesson so that he will stop
harassing her maids and interfering with her bissine

Let none condemn me of immodesty

Because | try the courage of a man

Who on my soul’s a coward; beats my servants,

Cuffs them, and as they pass by him, kicks my maid

Nay, domineers over me, making himself

Lord o’er my house and household. (I.iii.27-32)
Bess is aware that she may be considered immantedbhning male clothes, but she is
determined to show Roughman who is in charge ofahern. She justifies her cross-
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dressing in the name of justice. Roughman’s treatroEher and her servants is unfair,
and she decides to stop him.
Bess is certain that she can behave as a mae gcstesires. She dresses like a
page with a sword, and she tells Clemence, hereatipe, about her plan:
But that | know my mother to be chaste,

I'd swear some soldier got me.

Methinks | have a manly spirit in me

In this man’s habit.

Methinks | could be valiant on the sudden

And meet a man i'th’ field

| could do all that | have heard discours'd

Of Mary Ambree or Westminster's Long Meg. (IL1ii2,5-6,10-13)
The first pair of lines reinforces gender stereetypt the same time that the character
subverts them. Just by donning male attire she feealiant on the sudden,” which, at
first, seems to emphasize the trope that “clothekenthe man” and that the clothes are
metonymic—that is, they do make others think shpoiserful. However, when she
mentions two famous female cross-dressers whoreahenitate since she knows their
stories, she seems to indicate that her manlisessnatter of performance. Interestingly,
Bess is the only cross-dresser in this selectigriayfs who has other females as role

models for her male performance. The narrativelsdiva has heard about real female

8 See Appendix “Early-modern real life cross-dresser
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cross-dressers inspire her. Her choice of femaleatiges is relevant to this study
because it hints at the idea of gender as perforemd&ess’ predecessors have performed
as men for long stretches of time, thus suggestiagwomen can learn to perform as
men.

Male clothes, for Bess, are empowering. Invigordigther male attire, Bess finds
Roughman, catches him off-guard, and strikes higetdis attention. Roughman refuses
to fight, arguing that he had made an oath nogtat that day. Bess mocks him saying:
“oh, your name’s Roughman./No day doth pass yowobuthurt or kill/ Is this out of
your calendar?” (I1.iii.63-64). Bess asks him toothr away his sword, tie her shoe, and
untruss a point. Then, she asks him to lie dowd,sdre walks over him. When Beth is
done with Roughman, he thanks her for having splaisetife:

RoughmanOh, you are generous; honor me so much
As let know to whom | owe my life.

Bess | am Bess Bridges’ brother.

RoughmansStill methought
That you were something like her.

Bess: And | have heard
You domineer and revel in her house,
Control her servants, and abuse her guests,
Which if | ever shall hereafter hear,
Thou art but a dead man.

RoughmanShe never told me of a brother living,
But you have power to sway me.
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Bess But for | see you are a gentleman,

| am content this once to let you pass;

But if I find you fall into relapse,

The second’s far more dangerous. (l1.iii.77-89)
Roughman immediately associates his assailantBéads due to the aggressagoisysical
resemblance to the tavern owner. In spite of neingeheard of Bess’ brother, he is
persuaded by Bess’s violent performance that Iretlse presence of a male. Roughman
caves in without a struggle and with no swordplaitably, when Roughman wants to
know who his attacker is, Bess identifies herself2ess Bridges’ brother.” By
mentioning her own name first, instead of provid@ughman with her brother’s proper
name, she may be emphasizing what Roughman mustwbear. What is important is the
tavern owner, and not the brother’'s name. Thushtbther is an extension of her rather
than a separate being, that is, “Bess Bridgeshlergt not “John Bridges.” Therefore,
Roughman is not to harass Bess again.

Bess later goes one step further and forces Roughar@cognize her bravery in
public, thus “petitioning,” as Butler would put &,new identity for herself. From this
point onwards, she is not only a tavern owner hetwill also be recognized as a person
capable of defending and fighting for what is h&¥en Roughman goes to Bess’ tavern
and tells a tall tale about being attacked by aydesus villain, Bess forces Roughman
not only to rectify the story but also to recognizat she herself had put him in that
situation:

Bess That gallant fellow,
So wounded and so mangled, was myself.
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You base, white-liver'd slave! It was this shoe
That thou stoop’d to untie, untruss’d those points
And like a beastly coward lay along
Till I strid over thee. Speak, was’t not so?
Roughmanit cannot be denied
Bess Hare-hearted fellow, milksop, dost not blush?
Give me that rapier. | will make thee swear
Thou shalt redeem this scorn thou hast incurr'd
Or in this woman shape I'll cudgel thee
And beat thee through the streets.
As | am Bess, I'll do'’t
RoughmanHold, hold! | swear — (111.i.114-126)
When Roughman half-heartedly acknowledges thatdsepmt to shame by a cross-
dressed woman, Bess presses him until he tellsutie Bess uses the threat of violence
again even though she is no longer cross-dressekisiscene, Bess claims the capacities
she had while crossed dressed after she has almhtendisguise, which implies that
those capacities are “natural” to her.

By now Roughman believes that Bess is capablaeddeling and beating him. In
spite of feeling ashamed, however, Roughman isredby Bess’ courage to act
valiantly again. He reflects:

She hath waken’d me
And kindled that dead fire of courage in me
Which all this while hath slept. To spare my flesh

128



And wound my fame, what is’'t? | will not rest

Till by some valiant deed | have made good

All my disgraces past (l11.i.131-135)
Violent threats from Bess produce “courage” anderioe in Roughman. Roughman
succeeds in his new resolution and bravely fights & sailor. When Bess hears of this
deed, she comments “how shame, base imputatiordiagchce/ can make a coward
valiant!” (l11.iii.7-8). She recognizes that by rung Roughman’s reputation, she has
actually helped him find the courage he has lokhcdigh Bess’ interaction with
Roughman and his newly found “courage” are posibinehe surface, this scene may
also serve as a commentary on the negative aspextreme male behavior. Is violence,
“shame” and “disgrace” really needed to bring alfoatrage™? Or does violence
produce more violence? In this case, Roughman tgpagght sailors without any
apparent reason. Thus, Beaumont and Fletcher magnpkying both Bess and
Roughman to criticize extreme martial behavior.

Like Portia, Bess reveals herself and forces reitiognon the listener. As we saw
in Chapter Two, this recognition, in Butler's ternmsa petition for the future. Not only
will Roughman continue to regard Bess in a diffetegnt from now on, but Bess will
also see herself differently because of the powerss exercised over this man. Once
her domestic sphere is in order, her bravery ateraenation lead her to venture abroad
to retrieve her lover’s body. Bess decides to bskiip and embark on a trip to Spain.
Knowing his mistress’ capabilities, Roughman jdims trip without even knowing where
they are heading:

RoughmanBut whither are we bound?
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Bess: Pardon me that;
When we are out at sea, I'll tell you all.
For mine own wearing | have rich apparel,
For man or woman as occasion serves. (IV.iii.8%-88
These lines show her power over Roughman and hatiygiagency in any situation.
Bess has already proved to herself and othershigatan cross gender boundaries
fluidly and that she can perform both genders vkt the trip, Bess takes both female
and male attire. However, at the moment she fass shat her lover is still alive among
the prisoners she is surveying, there is a tempdmaak in her male performance:
Bess These gentlemen have been dejected long.
Let me peruse them all and give them money
To drink our health. And pray forget not, sirs,
To pray for — [She sees Spencer.] Hold, supporomidaint.
RoughmanWhat sudden unexpected ecstasy
Disturbs your conquest?
Bess Interrupt me not,
But give me way for heaven’s sake! (1V.iv.131-137)
Thus, her male attire is not enough to suppressriional impact of the discovery
since Bess almost collapses when she recognizes&p&€ontrary to what happens in
CymbelineandThe Merchant of Veni¢céhese two lovers recognize each other
immediately, but discount that recognition. Like &iblings inFour Prenticeswhen
Spencer sees Bess in disguise, he notices a remsrelib his lover. He says in an aside:
“Methink he looks like Bess, for in his eyes/Livée first love that did my heart
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surprise” (IV.v.157-1158), yet he cannot explaimiB®ess would be in this count?y.
Similarly, Bess dismisses what she sees becaugkiske Spencer is dead. When they
see one another again in the king’'s court, Bedsaissed as a woman and recognition is
immediate. By the end of the play, Spencer knovegaiaBess’s martial encounters at sea,
and her bravery. Bess has demonstrated to hehsel§le is able not only to fight
Roughman but also to lead her own ship and her ariglwdexterity and efficiency. She
fights pirates, brings solace to soldiers, andgihdr Spencer. Thus, she embraces her
newly empowered agency while demanding recognftiom the characters and the
audience. This recognition, which | have been refgrto as Butlerian recognition, that
is, a demand for a different kind of identity mayimto the future, reflects her
willingness to embrace authenticity. Her authesélf is made up of both male and
female characteristics which is shown in her penmce of both genders.

Love’s Cure like Fair Maid of the Westleals with a cross-dressed matrtial
woman who, in spite of performing the male gendgyeccably, does not have Bess’
ability to change from female to male attire andqenance fluidly. As we saw in
Chapter Three, Clara was trained and dressed ag sirice birth. Her adjustment to
female attire and feminine behavior was very slog painful. Clara not only shows
Bess’s dexterity with the sword, but she has atkapted a male way of speaking. For
instance, when Bobadilla threatens to hit her lmgt8lara does not hesitate to stop him:

First doe | breake your Office o’re your pate,
You Dog-skin-fac’d rogue, pilcher, your poore John,

Which I will beat to Stock-fish. [Beats him.]

® Presumably Spain, no location stated in the text.
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You Cittern-head, who have you talk'd to, hah?

Your nasty, stincking, and ill-countenanc’d Curii.104-106,108-109)
She uses similar foul language when she speaker torbther, who is trying to get used
to male attire after having lived twenty years agria Clara’s male language emphasizes
how a woman can imitate both male behavior, asave Iseen in most cross-dressed
heroines, and their word choice, as well as thdineas with which some men use such
language. Unlike Bess who deliberately assumesiaér disguise, Clara has been so
acclimated to male culture that it is “natural” foer to use foul language because of the
male world in which she learned it. Although hee o$ foul language may be a critique
of maleness, it also shows that women, with practan convincingly imitate such male
markers.

What sets Clara apart from other cross-dressedrnesres that she verbally defies
her father. In previous chapters, we have examtogdcross-dressed heroines such as
Manet and Jessica challenge their parents’ ordesbgping the paternal household in
male attire. Clara, however, uses her male apparaice her point of view to her
father’s face. Although Alvarez knows of her crassssing since he imposed it on her,
Clara’s verbal defiance both pleases and irrithbes

Clara: No, in this I'le presume to teach my Father,
And this first Act of disobedience shall
Confirme | am most dutifull.

Alvarez [aside] | am pleas’d
With what | dare not give allowance to. —
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Unnaturall wretch, what wilt thou doe?
Clara: Set free
A noble Enemy: come not on, by —
You passe to him, through me (1.iii.135-142)
When Clara plans to set Vitelli free against héinéas command, reprehending her
father for trying to ambush his enemy in a mosaunfay (i.e. without a warning and
outnumbering him), Alvarez is pleased with his daegs code of honor, but he objects
to her disobedience.
At this point, Vitelli does not know that Claradeoss-dressed, so he assumes
Lucio is the one who is interceding for him. Claratoss-dressed performance is so
persuasive that Vitelli cannot tell that the persdmo saved his life is a woman. Although
Clara challenges her father in order to protedt #r@emy in a situation that she considers
unjust, she also warns Vitelli:
Clara: [To Vitelli] the way is open:
Farewell: when next | meet you, doe not look for
A friend, but a vow preserve you, for the honour
Of my sword onely.
Vitelli: [aside] Were this man a friend,
How would he win me, that being my vow’d foe
Deserves so well? — | thank you for my life
But how | shall deserve it, give me leave

Hereafter to consider. (1.iii.381-389)
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Clara’s words confirm her code of honor. She wadtlprotect Vitelli in a fair fight.
Vitelli’'s aside shows his immediate attraction tmladmiration towards his savior.
Unlike most of the cross-dressed heroines analyzptevious chapters, Clara is
referred to as a “man,” not a “youth” or a “pagéliis word choice emphasizes Clara’s
impeccable performance as a soldier. Vitelli coudder imagine that the person who had
protected him was a woman. Convinced that he has baved by Lucio, Alvarez’ son,
Vitelli later goes to thank him:
Vitelli: Are you the Lucio, sir, that sav'd Vitelli?
Lucio: Not | indeed sir, | did never brable;
There walks that Lucio, metamorphosed.
Vitelli: Do ye mock me?
Exit [Lucio].
Clara: No, he do’s not: | am that
Supposed Lucio that was, but Clara
That is, and daughter unto Alvarez.
Vitelli. Amazement daunts me; would my life were riddles,
So you were still my faire Expositor:
Protected by a Lady from my death.
Oh | shall weare an everlasting blush
Upon my cheek from this discovery:
Oh you the fairest Souldier, | ere saw;
Each of whose eyes, like a bright beamy shield
Conquers, without blowes, the contentious. (1lG51178)
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During the recognition scene Vitelli sees Clara gowerful woman. Clara’s
metamorphosis takes Vitelli by surprise. He vedesithe consequences of such a
realization. He feels ashamed for having been §uted by a lady.” He acknowledges
his debt to her by mentioning the “everlasting hlukat he will wear on his cheek. This
scene suggests a role reversal since “blush” iallysassociated with women. Thus, this
passage supports the fluid nature of gender rBlesn this point onwards, Vitelli
recognizes Clara as a valiant woman who is capzldaving a man’s life.

Clara’s encounter with Vitelli leads to mutual tsésrmation. Not only is Vitelli's
perception of Clara changed but also Clara’s peimepf herself. After listening to
Vitelli speak, Clara starts embracing her more fend side:

This Sword. —

[Aside.] | never heard a man speak till this houre.
His words are golden chaines, and now | feare
The Lyonesse hath met a tamer here:

Fie, how this tongue chimes: - what was | saying?
Oh: this favour | bequeath you, which | tie

In a love-knot, fast, nere to hurt my friends;

Yet be it fortunate ‘gainst all your foes

(For I have neither friend, not foe, but yours)

As ere it was to me: | have kept it long.

And value it, next my Virginity:

But good, return it, for | now remember

| vow'd, who purchas’d it, should have me t00.i(R230-242)
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Vitelli's words conquer Clara. She feels herselrendering and bluntly offers him her
sword, which she then coyly asks back as she adsedt with her virginity and whoever
takes one should take the other too. Clara seefiisgio move to the female realm, but
she describes herself as a powerful creature,amélyse.” Although she is constituting
herself a female, prizing virginity, she is alsamtrolling the “negotiation.” Thus, she is
now willing to allow Vitelli to take total contradver her. At the same time, she feels
some kind of transformation taking place in her:

| am sick me thinks, but the disease | feele

Pleaseth, and punisheth: | warrant love

Is very like this, that folks talke of so;

| skill not what it is, yet sure even here,

Even in my heart, | sensibly perceive

It glows, and riseth like a glimmering flame,

But know not yet the essence on’t nor name. @bi3-259)
Unable to fully articulate the process that is makplace within, Clara tries to adjust to
her “former nature” by thinking about new ways teaé can fight:

Oh leave me living: - what new exercise

Is crept into my breast, that blauncheth clean

My former nature? | begin to finde

| am a woman, and must learn to fight

A softer sweeter battaile, then with Swords. (R4i8-252)
Clara clearly states the maleness is gone, bussidgl prepared for “softer, sweeter”
battles. This suggests to me that she retains semse of empowerment even though she
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loses the trappings of martial maleness. The soldiure remains in her but it is
transformed. Now she has to make use of more femwmeapons rather than a sword. As
Duncan points out “femininity in this play seemdgrounded in biology” (402). In the
first part of the play, Bobadilla often reminds @d@hat underneath her attire she is a
woman and that she should behave as one. Lucgosimilar way, demands that his
sister behave as a lady since she was born feadpite of these numerous appeals, it is
only after her encounter with Vitelli that Claradsawn towards an acceptance of her
biological gender, and embraces her femininity. Wizes been “natural” to Clara until

her encounter with Vitelli is the masculine sodiahaviors in which she has been trained
since her youth. Her femininity is particularly dieaging for Clara since she has to be
self-conscious about its performance. Thus, weasdearacter whose performance of the
male gender is so ingrained that for her to aligndender with femininity, she needs to
consciously start performing as a woman.

Granting Clara the recognition that she derivea amrtial woman initially
prevents Vitelli from establishing a love relatibinswith her. Considering the challenges
of marrying “Bell the Dragon,” as Bobadilla callsrhVitelli does not pursue her further.
Clara, however, is determined to chase him. Wherfiads him wooing a whore, she
does not flee away. She saves Vitelli's life a secbme: “Show your old valour, and
learn from woman,/ One Eagle has a world of oddsraty A fight of Dawes, as these
are” (IV.ii, p.66). Although Vitelli is embarrassed being saved a second time by Clara,
Clara herself is not shy about taking the converationasculine role even as a female,

and teaches him how to behave courageously.
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Unlike the other cross-dressed heroines we havamiexa, Clara boldly proposes
to Vitelli. Since she is the only dramatic crosssser who has lived maleness for much
of her life and has not simply assumed male gadamvenience, perhaps this means
that her male behavior has given her some maletigsahat give her power and greater
agency than the other females who return to mdsthale roles at the end of the play.
She knows that her boldness is “beyond a Virginsmlds,” but she is determined to
proceed even if it means her “losse of blushesgaodl name.” Clara needs Vitelli “to
give a safe protection to her lust.” Vitelli isttiered by such a proposition, but he knows
he cannot woo the daughter of his enemy sincedtleerf would reject their union.
Besides, Vitelli is afraid of martial Clara:

Grant all this so, to take you for a wife

Were greater hazard, for should | offend you

(As tis not easy still to please woman)

You are of so great a spirit, that | must learn

To weare your petticoat, for you will have

My breeches from me. (1V.ii.179-183)
Vitelli, though attracted to Clara, fears a powararsal in their future marital
relationship in which he will be forced to obey her

Aware of the new position that she wants to occufhat-of a married woman—
Clara realizes that she must change certain betsavis she senses Vitelli’s fear, she
assures him that she can be submissive:

Rather from this house
| here abjure all actions of a man,
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And will esteem it hapinesse from you

To suffer like a woman: love, true love

Hath made a search within me, and expel’'d

All but my natural softnesse, and made perfect

That which my parents care could not begin.

| will show strength in nothing, but my duty,

And glad desire to please you, and in that

Grow every day more able. (1V.ii.184-193)
In this passage, Clara embraces the stereotymileabf a woman: she will “suffer like a
woman” and she will keep her “natural softness.féHghe seems to embrace a narrative
of essentialism by considering that having beeserhas a man was an aberration that
has now been rectified and “made perfect.” By sudeging her strength, Clara
emphasizes her willingness to please him and i@lbahind her martial past.

In vowing to throw over her martial —extreme mabehavior, she gets him to
throw over his whoring—also extreme male behaviar she successfully negotiates an
end to extreme male behavior in both of them. Yitelamazed by Clara’s change and
imagines a “brave race” coming from their union.islalso transformed:

Vitelli: well, 1 will leave whoring,
And luck heaven send me with her. —~Worthiest Lady,
lle wait upon you home, and by the way
(If ere I marry, as ile not forswear it)
Tell you, you are my wife.
Clara: Which if you do,
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From me all man-kinde women, learne to woe. (I204-210)
Clara is aware of her success as a wooer andtafiMakes her as his wife, she can teach
other women to woo.

Clara’s didactic approach is valuable for both raad women. She instructs men
how to treat other men according to the code obhand how to behave with women.
Clara also teaches women how to pursue what thay, waen if that includes the bold
action of proposing to their lovers. Her martiatsess lies in an extraordinary
performance of the male gender in which she sh@usage, strength, and bravery. Thus,
Clara, through her male performance and her restdgent to the female gender, makes
clear to herself, to Vitelli, to the other charasteand to the audience that she wants to be
recognized as a different subject—a subject wheseatility has enabled her to embrace
her femininity while having made obvious the stitangnd dexterity she is able to use if
needed.

As we have seen, the recognition scene in this-glag moment when Vitelli is
informed that his savior was the cross-dressecaGhiiggers a complex examination of
Clara’s “nature.” Although she willingly embracesrtemininity and she considers
herself to be a woman in essence, she still kegs traits after her return to the female
gender. Besides taking charge of negotiating heriage, she describes herself as a
wooer—a conventionally male-role. Moreover, thefiscene challenges an essentialist
reading of the play since Clara and her futureesist-law draw their swords and threaten
to kill one another if their lovers, Vitelli and tio, do not stop their fight. Clara is thus
showing her strength and courage again, but tiis in what she considers her duty—to
preserve Vitelli's life—though disobeying his order
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To complicate matters even more, the narrativessémtialism apparently favored
at the end of the play is challenged by a constrigtinotion of gender which is present
throughout. Clara first performs as a male, butrhasculine presentation of self seems to
go beyond performance because she finds it conblertand “natural.” Then, she is
forced to perform as a woman, which she does self@ously because it does not come
“naturally” to her until she falls in love with \Atli.

Thus, in this play we do not see recognition irAaistotelian sense, since Vitelli
and Clara have not seen one another before. Weltssve, however, a Butlerian
recognition since Clara claims for recognition alifeerent subject. She is no longer the
martial man Vitelli first saw or the martial ladyhe saved his life a second time. She is
now a woman who is willing to embrace a conventidemale role while retaining the
physical courage she has shown as a male.

The theme of martial cross-dressers is also présddstoration drama, which
may indicate the playwrights’ fascination with thessibility the stage provided them to
explore unconventional female behaviors—behaviwas ¢ould disrupt patriarchy by
presenting women who subvert the power dynamic¢sadftional marital relationships,
for instance. In Thomas Shadwellfie Woman-Captaifl679), we encounter another
martial lady who fights against injustice. Accorglito Vicky J. Bancroft, the play was a
“resounding success” because it offered the p#darything they expected, i.e. “visual
and verbal comedy, rakes and whores, songs an@’tamzl because “Shadwell’s
‘breeches role’ had a prominence which it hadattztined in his earlier plays” (165). In

this play, Mrs. Gripe is cross-dressed as a cappaimost of the play and she performs
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different male roles. She goes from being a budiptain to a successful seducer of
ladies—both of which are satirizable aspects afesmé male behavior.

Unlike, the female cross-dressers we have analsaddr, Mrs. Gripe is trapped
in a tyrannical marital relationship in which skedeprived of not only the freedom of
socializing with others but also the basic rightdod. When she cannot endure her
situation any more, she faces her husband:

Mrs. Gripe No- | have endured your cruel Tyranny too longgt &bove
all, your Jealousie is most provoking.

Gripe: ‘Tis nothing but my Love, my great Love. Dost thihink | do not
love my Money — why | am Jealous of that, and lbekp as | do
thee — | know what a Treasure thou art.

Mrs. Gripe Give me leave to know my own value too: And tha¢serve
not to be used so, | will have the liberty of a Shbject of
England.

Gripe: What a Pox! The liberty of Cuckolding your hustidar that it
comes to, to receive Visits, and sculk about iniSha Vizors, to
meet damn’d Roguy Whoremasters, which they call ielrs with
a Pox to ‘em.

Mrs. Gripe Thou deserv’'st to be used so. When you are aeham
never out of my Prison, but in your presence, nagkdailor; and

when you are abroad, | am fed at a Gate like thankyn the
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Tower (if | may call it feeding.) If there be anyeans under the

Sun to get my liberty, | will attempt it. (Act I, 28)"°

Mr. Gripe’s explanation for his jealousy does nomwince his wife. Mrs. Gripe demands

the “liberty of a She-Subject of England.” By usihgt term, she joins the community of

women who have already obtained certain freedorEngiand.

Yet, like Clara who challenges her father, Mrs.p@ris perceived as a threat to

male authority since she questions her husbandisiabtreatment:

Mrs. Gripe 'Sheart! talk no more to me of that, you have nvout all my
patience; and | henceforward will be a Tigresheet

Gripe: Audacious!

Mrs. Gripel have a Brother, who comes this Night to Town|dwes me,
we were Twins, he’ll right me; Thou never saw’snhbut shortly
to thy cost thou shalt — His Serjeant spoke to oteabmy Prison
Window, he is beating up Drums for a supply fomiders. There
is not a fiercer young Officer in the Army: He'litthy Throat if
thou abusest me so.

Gripe: Death, is that Hectorly Fellow come, you useht@aten me with?

Oh Imprudence! my Family is turn’d Topsy-turvy (Attp. 38)

Mrs. Gripe verbally threatens her husband. Like&laho refers to herself as a

“lioness,” Mrs. Gripe sees her future self as gréss.” Both heroines choose powerful

animal imagery to describe themselves, which hahtieir high self-esteem. Their self-

perception reveals their inner strength. Clarailng to be tamed while Mrs. Gripe will

% No scenes or lines are provided in the origina. te
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use her fierceness to escape. Although Mrs. Grijpeéat relies on a male figure
performing her revenge (i.e. her twin brother wothéstise Mr. Gripe), she herself
comes up with the plan to escape and eventualbimdger freedom.

Mrs. Gripe’s wittiness excels when she takes acggenof a riot to trick her
husband. She does not approve of the bullies winoge the riot, but she uses their
chaotic visit to run away. She convinces Richaat,faithful servant, to pretend he is
Mrs. Gripe and so manages to escape. Although@b® bt reveal her escape plan to
Richard, their relationship is based on trust amdual support. Mrs. Gripe’s successful
escape is similar to Margerie Pinchwife’slihe Country WifeBoth Margerie and Mrs.
Gripe want to socialize freely with others. To obtteir freedom they resort to disguise
and deception to leave their husbands. In boths¢céise husbands’ desire to control
actually weakens their control.

To attain her liberty, Mrs. Gripe comes up witkteategic plan which she
carefully prepares and carries out. She primesihgiband’s mind with stories about her
brother whom Mr. Gripe refers to as “Hectorly Falfq/Act Il, p. 38), though in
disbelief. She talks to her brother’s sergeantughcher window. When an unexpected
opportunity comes up, she takes advantage ofafitiig from chaos produced by the
rascals who come to see Mr. Gripe, Mrs. Gripe esxapo achieve her goals, i.e.
freedom and a monetary settlement, Mrs. Gripe @sdid dress as her twin brother.

Like Viola and Sebastian, Mrs. Gripe and her brogtare a striking physical
resemblance, which enables the female charact@astoas their brothers. Even the
characters who are acquainted with Viola’s and Mrgpe’s brothers cannot tell brother
and sister apart. Antonio confuses Viola and Sémastnd the Sergeant cannot notice
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any difference between the twin siblings. He assiMes. Gripe that she looks and acts
just like her brother:

Mrs. Gripe Am | compleatly set to like a young Officer? Dq iBrother’'s
Accountrements sit well upon me?

Serj They become you admirably; you are as briskieasd an Officer as
the best of ‘em; and so like your Brother, ‘tis ang, had not |
been privy to your Design and his, | should haverswyou were
my captain. (Act lll, p. 54)

Mrs. Gripe is intent on performing her male roldlweorder to ensure success for her
purpose. Therefore, she asks the Sergeant if she[%$, cock[s], and look[s] fierce
enough.” This passage suggests that the playwragbtsatirizing the extreme behavior
of males by having a woman perform them. The Sertgeassures her that she is
performing her captain’s role “to a Miracle!” JessMunns notes that cross-dressed roles
“often merely offered the opportunity for a displafyfemale legs and sexy roguishness,
but they could also indicate that it is custom, adaitity or intrinsic modesty, that keeps
women covered and quiet” (145). In Mrs. Gripe’ss;sadthough she remains quiet and
obedient due to “custom” at the beginning of theypkhe easily breaks away from it. As
the Sergeant later emphasizes, Mrs. Gripe justdhgst used to the new role, and
practice will enable her to perform as a male. éilifjh the Sergeant is her accomplice,
he suggests it would be better for a male, in¢hge Mrs. Gripe’s brother, to punish
another male, Mr. Gripe. But the Woman-Captain esspes her need to teach her

husband a lesson. Due to the extreme abuse thaashendergone, Mrs. Gripe does not

145



aim at a reconciliation with her husband. The dnlg options that she considers are to
have him under her control or “press him for Flasde
Both the Sergeant and Mrs. Gripe know that th&scess will depend mostly on
how they perform their roles. In their role reha@hrghey talk about their potential
mistakes:
Serj 1 will, Madam! ‘Sheart | shall forget to call ydbaptain.
Mrs. Gripe Well, | shall strut, look big, and huff enoughr fo Captain, |
warrant you: by your leave Modesty for a while. ésgderate ill,
must have a desperate cure: But these words of @mehistick in
my Throat, and | cannot swear worth a farthingct(, p. 54)
The Sergeant, out of respect, keeps referring @ Mripe as “madam,” which might
give her away when they meet Mr. Gripe. The Womapt&in is aware that acting like a
man will compromise her “modesty,” but she is detieed to do whatever needs to be
done to get out of her oppressive relationship WMthGripe. She justifies her cross-
dressing by arguing that she is the victim of “gmk¥ate ill” which “must have a
desperate cure.” However, she knows that her sfooning as a male is that she cannot
swear well, unlike Clara who makes extensive usexpfetives. Mrs. Gripe compensates
for her inability to swear by over-emphasizing bkitl at disciplining men with force,
which includes caning the Sergeant—a gesture tar $tes accomplice who is in charge.
Although Mrs. Gripe needs reassurance at fiest sklf-confidence has increased
by the end of the play, which emphasizes the idahdertain male behaviors such as
using physical force and giving orders in a violeaty can be learned. She is excited
about the success of her plan and she marvels &d¢hthat everybody takes her for her
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twin brother. The Sergeant, who knows both siblimgsfirms their complete
resemblance in appearance and behavior.

Mrs. Gripe Your servant: Was ever design so well begun,sand
hopefully carried on? They all take me for my T\Birother.

Serj | that know you both, don’t wonder at it.

Mrs. GripeCome Souldiers March — March, | say — (Act IV6B)

Due to her remarkable resemblance to her twin brotirs. Gripe is immediately
associated with Mr. Gripe’s wife by other on-staparacters. When Mrs. Gripe
introduces herself as her brother to Sir Humphheycannot believe his eyes:

Mrs. Gripe Sir, your most humble Servant. | hope you wiltese the
Disturbance, when you shall know my Business.

Sir Humph A Gentleman’s Commands can never disturb me.

Mrs. GripeSir, | am Brother to the unfortunate Mrs. Griges Wife of a
wretched Usurer; who | am inform’d is in your House

Sir Humph He is Sir, but | should have taken you for hegr Belf in
man’s habit.

SerfA Woman! He has been my Captain abroad theseykans; if you
had seen what brave Actions he has perform’d imrtiakst of fire
and smoak, you would not have taken him for a Wgman

Mrs. Gripe | should not wonder much at your mistake; fot jusfore |
went out of England, she was dress’d in man’s habd we were

so like, we could not be known asunder.
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Sir. Humphindeed | have heard there was a strange liken¢asxbe
you; the very Look and Voice! Hah!
Mrs. Gripe But Sir, if | be inform’d right, you cannot mista; for she is
in your House.
Sir Humph She is not, upon my Honour. This is most amaZimgver
saw much likeness- they speak so like too (Actd\V56-57)
Although Sir Humphrey addresses her as “Gentlerbaséd on her male uniform, he
makes it clear that he thought it was Mrs. Griperfian’s habit.” He reinforces his
disbelief by pointing out that not only the phys$iappearance but also the voice is
similar to Mrs. Gripe. If we compare this passagjh the Heywood play analyzed in
Chapter I, we may observe that the comic tropensge be shifting. Ifrour Prentices
the siblings’ first response to “resemblance” islémy the possibility that the character is
the sister or the brother. In this play, howeveesémblance” is immediately
acknowledged and even insisted upon. The chard&mosv” that it is Mrs. Gripe in
male attire from the very first time she comes tags as the Captain. Sir Humphrey’s
reaction is soon echoed by Bellamy and Wildman:
Bellamy Was ther ever such likeness between two, as kietlns Captain
and his Sister?
Wildman It is prodigious — | never heard her speak butgand
methinks their Voices have some likeness.
Bellamy They have so - This is a very Effeminate marotklat, yet they

report him o be a brave Fellow. (Act IV, p. 60)
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The three prostitutes, Phillis, Chloris, and Cehaw the same amazement when Sir
Humphrey introduces them to the Woman-Captain:
Sir Humph This is the Captain’s that’s so like his Sister. [They
salute.
Phill: There is a strange resemblance betwixt ‘em-
Chlo:l never saw one so like another days o’ my brgatbt 1V, p. 61)
Apart from looking and sounding like Mrs. Gripegtivoman-captain chooses to enact a
masculinity that does not quite fit expectationsaptain should drink, use profanity, and
whore. Mrs. Gripe, however, holds her ground arstifjes her behavior:
Mrs. Gripe Sir Humphrey, | must desire my Liberty. Wine does agree
with me, | never drink hard.
Sir Humph Every Gentleman is free in my House.
Sir Chr. Hey! we shall have fine work indeed. What a DeaiCaptain,
and cannot Drink? Can you Whore?
Mrs. Gripe So, so — well enough for a young Beginner.
Sir Chr. Not Drink! ‘Sheart! a man is not fit for a Captahat cannot
Drink. (Act IV, p. 64)
Her performance is hardly believable at the begigitiecause of physical factors such as
her voice, her resemblance to Mrs. Gripe, and éfeisal to drink or use profanity.
Indeed, she herself questions her ability to seruivthis completely different
environment, “Mrs. Gripe. What shall | do amongsth; | cannot drink: yet | have a

great Curiosity to see what it is that charms noesittup whole Nights at eating Houses
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and Taverns” (Act IV, p. 64). She uses her maleeatiot only to punish her husband but
also to explore the male world as much as she can.

In spite of lacking certain male habits, the Won@Gaptain is so successful at
attracting women that she is perceived as a thneather males. Bellamy does not like
the Woman-Captain’s interaction with women, anddadizes that “this Beardless
Officer will be too hard for us” (Act IV, p.60). Hien adds, “These Wenches are stark
mad after smooth-faced fighting fellows, let'emr®yer such Puppies” (Act IV, p.61).
The three prostitutes immediately fall for the Waent@aptain, whom they consider a
“mighty pretty Man,” a “fine Gentleman,” and “a wyesweet Person.” Unlike Viola’s
reluctance to accept Olivia’s advances or Rosaingfection of Phebe, Mrs. Gripe is
willing to go as far as she can with her perfornearghe is “resolved to carry on this
frolick as far as ‘twill go” (Act IV, 60). She kiss each of them and makes arrangements
to meet with each of them privately later that emgn

The Woman-Captain is not only a successful sedusealso a forceful and
merciless Captain, which makes her the most végsatss-dresser that we have
examined so far. Reassured by the Sergeant’s cotayprs. Gripe is confident that she
is acting her role well. She uses force on theidmithnd on her husband. As soon as Mr.
Gripe explains that “she is run away from me, abdlieve she is in the house playing
the Whore/ here with Sir Humphrey,” the Woman-Capsarikes him, stating that Mr.
Gripe is lying. Her performance of an extreme masity serves the double purpose of
showing Mr. Gripe and the other on-stage charaetlcsis in control, as well as
convincing them that she is a male since it wowtlhe possible for a woman to give
such “hard blows” or make them tremble. Her sudoégerformance also triggers Mr.
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Gripe’s public confession that he had wronged his.v6he makes sure to defend her
own honesty in public “I know [Mrs. Gripes’s] vigyall thy damn’d Generation put
together, have not half her Honesty,” (Act IV, B) Bhus guarding her own modesty and
reputation while cross-dressed.

After disciplining her husband, she applies theasatrategies with Sir Charles
and the rascals who thought the Woman-Captain wanatect them from the bailiffs.
Her interaction with them shows her principles:

Blund Good Bully Captain, you over-acted your Part, kid on too
hard before the Bailiffs tho’ — let me tell you tha
Heild: You broke my head; | do not use to put it up, lgudn this
occasion.
Mrs. Gripe | must keep strict Discipline amongst my Soulgljgrou shall
find that was nothing. (ActV, p. 75)
The Woman-Captain does not support the rascalgiehand takes advantage of her
temporary role to punish them physically quite @usly. As Blunderbus points out, Mrs.
Gripe “over-acted” her role. Yet, Heilderbrand aswhedges that she has “ten bullies” in
her, which suggests not only her extreme enactofaghe male gender but also the
possibility that a woman has enough physical sttetmdiscipline men. Her
performance of physical violence is particularliex@ant for the recognition scene since it
is what has convinced the onstage characters that®fipe is a Captain. Her martial
performance overwrites her resemblance to Mrs.e3opsuch an extent that characters
in the recognition scene are confused by Mrs. Ggipevelation and cannot explain how
they were fooled by a woman.
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Her bullying strategies, however, do not produeedesired effect on Mr. Gripe,
who is reluctant to sign the deed granting herdoee. The Woman-Captain then tries a
different strategy. She dresses once more as Miige @nd encourages her husband to
sign the deed:

Mrs. Gripe Why my Dear! If thou sign’st that Deed, I'll retuit thee
again. And be thy most obedient Wife.

Gripe: Poor Rogue! Wilt thou? That's kind indeed; prgHass me, my
pretty Dear: Thou overjoy'st me with thy Love! Hal have
thought on the best way, if | can get her home with I'll give
her Opium in her drink, and that ne’r a Doctor ¢ry€lirgeon on
‘em all can discover, when they open her. Ay, dlshe so! —
[Aside.] (Act V, p. 81)

Although Mrs. Gripe acts the role of a repentarfeywitterness and no forgiveness is
reflected in Mr. Gripe’s language. Both characteesusing love language for a far from
loving end. Mrs. Gripe is planning to keep the desdile Mr. Gripe’s aside indicates his
murderous intent.

Mrs. Gripe, in the final recognition scene, claimsew subjectivity for hersel—a
subjectivity that embraces her female self which Ibeen enhanced by her cross-dressed
experience. After Mr. Gripe reluctantly signs theed, her freedom is assured. Mrs.
Gripe asks the on-stage characters to be witne$dds Gripe’s signature, and then
reveals herself: “And now good Mr. Gripe, your madius’'d Wife is free, and thanks
you for her Liberty” (Act V, p. 84). The recogniticscene is forced upon the onstage
characters by Mrs. Gripe. She could have walkedyawth the deed and never revealed
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her true identity. Like Portia, however, the Wont@aptain prefers to teach her husband
what a woman is capable of doing. All the onstdugracters are surprised by Mrs.
Gripe’s self-revelation:
Gripe O Devil! Is it she all this while?
Ladies A Woman!
Mrs. Gripe Yes Ladies, | am; but wish my self a Man, for yeakes, and
my own
Sir Humph How this Mistake was carried?
Mrs. Gripe I'll bring my Brother to thank you for your favesito me, and
then you’l Mistake as much.
Gripe: Am | thus Cozen’d — I'll go home, and starve tedth. The Devil
take you all — and so farewell — [Exit Gripe.
Sir Chr. Cudgel’d and beaten thus damnably by a Womanpkhshe-
Captain, you will release us now —
Mrs. GripeYes go- I'll have no Bullies in my Company now.
Blund‘Sheart! were ever men so dishonour’d as we!
Heild: Beaten and bruis’d by a Woman!
Sir Chr. As for that damn’d Jade, | will scowr and brea@k Windows
every night in the year.
Mrs. Gripe Now all ye Husbands, let me Warn ye!
If you'd preserve your Honours, or youves;

Ne’'r dare be Tyrants o're iybawful Wives. (Act V, pp. 84-85)
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Each character reflects on the consequences of®fige’s cross-dressed performance.
All the characters had allowed themselves to bsyaeted about her gender based on her
performance of manhood rather than on her appeauamt voice which were remarkably
similar to Mrs. Gripe’s. Mr. Gripe signed the dehthking the Captain is Mrs. Gripe’s
brother. The ladies were seduced by the young icaatad the bullies were beaten by a
woman. Although all of them had initially seen grainted out the Captain’s incredible
resemblance to Mrs. Gripe, they had gradually lmeewvinced that the Captain was a
man due to her performance. To comfort them, Mrgpezassures them that if her
brother were there, they wouldn’t be able to tedimh apart. Mrs. Gripe “wish[es] [her]
self a Man.” She has tasted the male gender angeshfhe power her assumed gender
granted her not only to obtain her freedom but &dsworrect bullies and tyrannical
husbands.

Mrs. Gripe successfully teaches a lesson to hdsdngs—although there is little
indication that he has actually learned anythirige Bientions that the lesson may be
applicable to all husbands, thus having a far-regcéffect. As John P. Zomchick
suggests, “Mrs. Gripe’s success in attaining helsesmows that power is a performance
rather than an essence, and that sexuality cambejonal and migratory rather than an
essential and determining characteristic of thedmuactor” (180). By means of her
performance of maleness she has proved to hersklfthers that she is able to “correct”
her abusive husband.

In this play we see recognition in an Aristotelg@anse since the characters re-
apprehend the Mrs. Gripe they once knew. We canaliserve a Butlerian recognition
in that Mrs. Gripe claims for herself a new idgntHer performance of a matrtial
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masculinity grants her the power to escape the mdve role she had in her marriage.
Although Mr. Gripe leaves the stage without vocagltgnting Mrs. Gripe recognition of
her new standing, both male and female charactanseht as the audience can see Mrs.
Gripe in a new light. The Mrs. Gripe that reveatsdelf after Mr. Gripe signs the deed is
different from the submissive Mrs. Gripe that we aéthe beginning of the play. Unlike
all the cross-dressers | have examined, Mrs. Gsipige only one that refuses to be re-
inscribed in a marital relationship. After attaigiher freedom and her monetary
allowance, Mrs. Gripe leaves her husband and his¢tmwld. The play thus seems to
favor a constructivist notion of gender to show Hmegemonic male control can
potentially be disrupted.

The aggressive cross-dressing depicted in these filays emphasizes the plays’
didactic and satiric potential since it interroga¢xtreme aspects of maleness. The three
female cross-dressers share a passion for fighainghat they consider to be just. Clara
teaches valuable lessons to the male charactexiafienges her father’s order to Kill
his enemy since she believes that her father shmhdve in an honorable way even with
his enemy by giving him the chance to defend himSdie also teaches Vitelli to
appreciate how much a martial woman differs fromghostitutes he is used to. A martial
woman like herself not only possesses strengthhasdhe ability to save his life when he
is in danger, but she can also metamorphose antaeeber feminine side when in love.
In a similar fashion, Bess reprehends Roughmabhifoinappropriate behavior. She
shows him that a woman can fight against unjusttitnent. She also proves to Spencer
that a woman is strong enough to fight for whatwhats. She courageously goes abroad
to retrieve her lover’'s body from Spanish handkehiise, Mrs. Gripe teaches a lesson to
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her husband as well as to all husbands on stagmdhd audience. She clearly testifies
to the fact that if husbands mistreat their wiesjales can fight for what they consider
just and fair.

Apart from the didactic purpose that these playshat they also demonstrate the
fluidity with which these martial women can crognder boundaries and perform both
genders well. Mrs. Gripe and Bess Bridges easilpagk and forth from one gender to
the other while Clara finds it hard to go back & hiological gender, perhaps because of
her youth and her lack of female models. In spit€lara’s initial difficulty in acting like
a woman, these three cross-dressers show thatrgemaedaries can be transgressed and
that gender-based behaviors can be learned.

As in The Merchant of Venigéhe recognition scenes in these three playssaat a
petition for the future. None of these cross-dressgall again be considered as
submissive and disempowered women. Even if thepstto behave submissively, as
Clara promises Vitelli she will, their husbands wnieir wives’ potential since they
have seen them effectively perform as males. Thes@nes choose when to stop their
performance and when to reveal themselves. Theicese of power allows them to
negotiate a position with which they are comforggalglven if it stays within expectations
for the female gender; having demonstrated theynwawe beyond it, they show they are
capable of more than submissiveness. Their loasraell as the other characters and the
audience, bear witness of their transformationgradit them the recognition they ask

for. The three heroines are regarded as empoweneal¢ subjects by the end of the

plays.
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Conclusion

After examining thirteen dramatic cross-dressem@ven plays, we can observe
that, regardless of their choice of “professiorédps, advocates, clerks, captains, or
martial ladies), female cross-dressers chooseriontie attire in an exploratory journey
into the male gender. In such a cross-dressedgguthey obtain knowledge not only
about the male world but also about themselvestaits with the desire to not be
recognized as a female, yet it ends with the uwganbrace their feminine side. Although
some critics consider such a return to feminingyaaubjection to the patriarchal system,
| would argue that such a turn is the embrace af #uthentic self. This authentic self is
a newly-conceived one, a self that has gainedlims$igm the cross-dressed experience
and that now can both claim knowledge of the mphlese and value the female side.
These female cross-dressers re-emerge into thédeyaader with a re-conception of
their own value and of the males in their livesjekhs most apparent in Portia’s case in
The Merchant of Venic&Vith this new insight, they (re-)embark on redaships that
have been silently re-shaped or, as in Mrs. Gripa&e, the cross-dresser decides to step
out of the abusive relationship—thus refusing toéescribed in a patriarchal
institution.

The recognition scene, more than a plot devicetfons as a site of
conversation, a site where both genders converge lfoief moment, where perception
and knowledge coincide again after having beenugtsd by the disguise. This moment

of clarity allows the characters to re-apprehenel amother, in an Aristotelian sense, and
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it also enables some of the cross-dressed chasdotémake a petition for the future” in

a Butlerian sense. Having the recognition scerefasal point of analysis grants us the
possibility of seeing how playwrights try to recdaor settle for either a constructivist

or an essentialist version of gender. As we hawgefed] ove’s Cureseems to be the
most complex because the narrative of essentidhaiis sustained at the end is undercut
by Clara’s earlier behavior.

Some playwrights use the “clothes-make-the wo/ntanpe to hint at the
performative nature of gender. Bess, for instafems empowered by male attire, yet,
she makes sure to tell Roughman that it was shefought against him. However, male
attire also functions as a trapping for the crassser’'s authentic self. JuliaTuvo
Gentlemen of Veronand Jessica ifhe Merchant of Venideel ashamed of it because
they cannot show their femininity or act as wonfeasalind inAs You Like Ialso feels
the trappings of disguise when she feels the nepdatect Celia or when she has to
justify her fainting as counterfeit when she séeshitandkerchief with Orlando’s blood.
Similarly, Hellena inThe Rovercannot defend herself against Willmore’s accusatio
since she is disguised as Hellena’'s page.

In the two Restoration plays, we can also obsemtgaage in the perception of
female cross-dressers and a different type of m@tog scene. On the Restoration stage,
“breeches roles,” now performed by women, were ypapular. According to Jenn
Fishman:

Between 1660 and 1700, eighty-nine of the threedhethand seventy-
five plays produced in London featured at leastfengale actor in male
disguise, and women frequently made cross-dreggsehsances in
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entr'act entertainment and in all-female produdidfemale actors,
especially cross-dressed female actors, greatlgapg to male audience
members. In his diaries, Samuel Pepys often regreister details about
cross-dressed actresses than the plays in whigrafipeared. In 1666/7
he writes, “[O]nly Mis. Davis did dance a jig aftd¥e end of the play, and
there telling the next day’s play; so that it coméy force only to please
the company to see her dance in boy’s clothes’1{8The cross-dressed
actress arouses heterosexual desire in the mateagpe who remains
aware of the female body beneath the male costmehefathe particular
actress whose body the performance tantalizinglgaled. (36)
Although Restoration female actors were allowedtage and could perform a variety of
roles, this apparently greater freedom is undebgutheir reduction to sex-objects, as
Fishman suggests. While the Restoration audiencawiare of the female body in
disguise, the Renaissance audience is aware om#le body underneath the female
attire. This change in the meta-awareness allowdifferent readings of the plays. In the
Renaissance, seeing boys disguised as women mayahawsed homoerotic desire in the
audience. This desire, in the Restoration, seengve shifted to a heterosexual object
when female actors performed as boys.

The Roveand The Woman Captaiprovide us with recognition scenes in which
the moment of discovery does not seem to be wh#emahe most. Both Hellena and
Mrs. Gripe are recognized immediately by those whow them, yet, they keep playing
their roles. InThe Roverthe recognition scene leads to an exploration thé couple’s
power dynamics which is titillating for both padieWillmore and Hellena enjoy their
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battle of wits, and Hellena does not need to comead her disguise. Mrs. Gripe,
however, stages a recognition scene that surpaiéélse onstage characters, in spite of
their initial reluctance to accept her disguisetakkes a long time for the characters to
accept that the Captain is not Mrs. Gripe. Only fnartial performance convinces them
otherwise. Yet, at the very end, when Mrs. Gripalty reveals the truth, all the onstage
characters are taken aback. Mrs. Gripe is the memdital of all the cross-dressers
analyzed in this study since she removes herseif fier marriage.

Most of these cross-dressed theatrical perfornsaseem to question the rigidity
of gender roles. By having female cross-dresser®ne different types of masculinity,
playwrights explore different ways in which patohay can be challenged. Although such
an exploration ends up, in most cases, with themdb the hegemonic order, such return
is re-inscribed in relationships that have beeghdlly changed. The recognition scene
thus is the site where the cross-dresser setetins tof her new identity—an identity that
she will carry into her marital relationship or,indMrs. Gripe’s case, an identity which is
sufficient to start anew without depending on ablaunsl, thus resisting the patriarchal

system.
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Appendix

Early-modern real life cross-dressers

1- Long Meg

According to Simon Shepherd,
The story of Long Meg’s life runs like this: in tieign of Henry VIl she
arrived in London from Lancashire and she was gav@b serving in the
Eagle tavern at Westminster. After several victasiclashes with debtors,
thieves and braggarts, she went with soldiers wd@me. Here she
defeated the champion of the French and was hoddyréhe king. Then
she returned to England, married a soldier andsettavern of her own
in Islington.
Meg, encounters a destitute soldier and decidéey tam in physical
combat. He proves too strong, ‘being a marvellalldellow, and one that
feared not his flesh, laid on such a load, that Meg feing to bid him
stay his hand, and discover who she was’ (Life,13p8). Proper manly
power forces Meg to be a submissive woman. Thus, Megthe warrior
woman, sorts out for us the proper man from thegdpet.
Again like the warrior, she reinforces the instaatof marriage. When
she returns from her fighting in France, she maraisoldier. He
immediately offers to ‘trie her manhood’ (Life aRdanks, sig. B2v). She
refuses to fight and ‘in all submission fell dowpom her knees, desiring
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him to hold his hands and to pardon her’ (Life,8.3e promptly beats
her, and she, without protest, promises her obedieénever shall it be
said, though I can cudgel a knave that wrongs hat,Ltong Meg shall be
her Husbands master, and therefore use me as gasepl(Life and
Pranks, sig B3r).
This sudden marital submission in the most discdimgepart of Meg'’s
life: it follows so suddenly from what has preceded he goal of the
marital union, and in Meg'’s case the severe stvassibmission, are the
most difficult aspects of the warrior woman to taktd-72)

2-  Moll Cutpurse

According to Gustav Ungerer, the following is M&myth's “documentary life”:
1600
Mary Frith began her career as a purse snatchert 4600. She, Jane
Hill, and Jane Styles, were all three spinsterslidvgein the City of
London, indicted by the Justices of Middlesex faving snatched, on 26
August 1600.
The petty crime that led to the arrest of the éifteyear-old Mary Frith
reveals that in her formative years as a delingskatwas plying her craft
with two female partners. She was obviously working small female
gang to reduce the risk of detection. Partnerslilp two women is likely
to have been less combative than a partnershipmeétinas regards
dividing the loot into equal shares.
1602
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As early as 1602 Mary Frith was apparently doingibess in the
neighborhood of the Fortune theatre where in thimgmpf 1611 she was
to give her public stage debut.

1610

Endowed as she was with a theatrical talent, sdeehasen the
neighborhood of the Bankside theatres in the parisbt. Saviour's to
mount her street performances and indoor floorshowsale dress. She
can claim the status of a marginal entertainer efaaled the licensing
system. She was, however, no innovator. She sijoplgd the
transvestite movement, which after its eruptiothm 1570s and 1580s had
subsided in the 1590s to flare up again about B@b5that was to reach
its peak in the 1620s. See chapter 6 in Linda Wodde, Woman and the
English Renaissance: Literature and the Nature @fdhhood, 1540-
1620 (Urbana: lllinois University Press, 1984).

1611

On 27 January 1612, Mary Frith was summoned byisteop's court of
London to answer charges of public immorality.

Mary Frith also confessed to being still "assodate. with cut purses”
and to frequenting the "lewd company" of "blasphamdrunkardes &
others of bad note & most dissolute behaviour."

1612

Mary Frith's efforts at self-definition as a cralgssed entertainer were
played out as much in outdoor as in indoor ven&e<Chamberlain put it,
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she used "to go in mans apparell,” walking thees¢ref London and
Southwark disguised as a man. It was during thdsanyperigrinations
that she pursued her sartorial rivalry with thdagek of London and
Southwark and that she must have hatched out hiey po take
advantage of her male disguise as her signatuaecadss-dressed
entertainer. Parading as a gallant, as an objegbatler, simply involved
a change of costume; in public she performed tinegba man in order to
eke out a living. Thus her own signature style gbated to the
perpetuation of her myth as a mannish woman.

1614

On 23 March 1614, Lewknor Markham and Mary Frithrevearried at St.
Saviour's (St. Mary Overbury), Southwark.

Marriage and ownership conveyed status and redphigtaMary Frith's
marriage to an esquire of Nottingham (see 1624/eptovides a key to
approaching the mystery of her sexual and genaettitg as well as to
explaining her new career as a broker. Her schermgén up a fencing
business is likely to have matured while she waguenting the London
alehouses; for brokerage was originally a sidedine innkeepers.
1621

It appears from a Star Chamber bill, edited by MeggDowling in "A
Note on Moll Cutpurse--"The Roaring Girl,' " RevieivEnglish Studies
10 (1934): 67-71, that by 1621 Mary Markham, aN&y Frith, alias
Mary Thrift, alias Mal/Moll Cutpurse, was runnindieensed fencing
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business or lost property office in the city of dom, which she had been
building up after 1612 with the help of her closs twith the underworld.
She had made her way from pickpocket to streettaiter, walking the
streets in conspicuous male disguise and thershiynig, as John
Chamberlain put it, a sartorial challenge to "dsvgallants” or fops. She
had now achieved notoriety as the receiver of stgleods, that is as the
entrepreneur of a metropolitan-based brokerageh8yime the
transvestite controversy reached its height, skdegheen up the status of a
criminal and had succeeded in arrogating the postf a paralegal
intermediary to herself, which enabled her to medetween the victims
and the pickpockets, between authorities and tklemvorld.

1624

In 1624, Richard Pooke, hatmaker, sued "Marye Flitgs Markham of
London, Spinster," in the Court of Requests foruhpaid bill for some
beaver hats that she had bought about 1616.

Mary Markham, a woman of the lower class, commiteatbuble breach
of the sumptuary laws in flaunting beaver hatsaerdring male dress; it
was a violation of both class and gender boundaries

1644

Why Mary Frith was declared insane and hospitalind8lethlehem
Hospital, which is described as a filthy rundowaga, remains a matter of
speculation. (...) Considering that Mary Frith hadkgural gift for
impersonating, she may have been shamming madnesddr to avoid
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the political turmoils of the first civil war (16425) and the pressure that
was put on all the citizens of London, women ofcidisses and children
included, to do statute labor for the fortificatiohthe city in 1642-43.
1659

The will proves that Mary Markham, nee Mary Frided a wealthy
woman. She left a legacy of 20 to her kinsman AamafRobinson and
enough money for the sole executrix, her niece dgacdmonds, to pay
an extra fee for the funeral and burial rites. EemnEdmonds complied
with her aunt's request to be "decently buriednisian buriall within
the parish Church" of St. Bridget's in Fleet Stregtrivilege confined to
those of greater wealth and higher standing. Fatidand burial practices
see Clare Gittingeath, Burial and the Individual in Early Modern
England(London: Routledge, 1984).

Mary Frith died on 26 July 1659 and was buriechie ¢hurch of St.

Bridget's in Fleet Street on 10 August.

3- Mary Ambree

According to Jessica Salmonson, Mary Ambree wdasrglish captain who was
captured in the city of Ghent in 1584. Captain MAmgbree, along with several other
Dutch and English volunteers, fought to liberate ¢ity. Ambree eventually became the

subject of an English ballad.
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Mary Ambree

WHEN captains couragious, whom death could not t

Did march to the siege of the citty of Gaunt,
They muster’d their souldiers by two and by three,

And the foremost in battle was Mary Ambree.

When brave Sir John Major was slaine in her sight,
Who was her true lover, her joy, and delight,
Because he was slaine most treacherouslie,

She vow'd to revenge him, did Mary Ambree.

She clothéd herselfe from the top to the toe
In buffe of the bravest, most seemelye to showe;
A faire shirt of mail then slippéd on she;

Was not this a brave bonny lass, Mary Ambree?
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A helmet of proofe she strait did provide,
A strong arminge sword she girt by her side,
And on each hand a goodly faire gauntlett put shee;

Was not this a brave bonny lass, Mary Ambree?

Then tooke she her sworde and her target in hand,
Bidding all such as wo’ld to be sworn of her band;
To wayte on her person came thousand and three:

Was not this a brave bonny lass, Mary Ambree?

VI

‘My soldiers,” she saith, ‘soe valiant and bold,

Nowe follow your captaine, whom you doe beholde;

Still foremost in battel myself will | be’:

Was not this a brave bonny lass, Mary Ambree?
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Vi 25

Then cry’d out her souldiers, and loude they dig sa
‘Soe well thou becomest this gallant array,
Thy harte and thy weapons soe well do agree,

There was none that was ever like Mary Ambree.’

VI

She chearéd her souldiers, that foughten for life,
With ancyent and standard, with drum and with fyfe, 30
With brave clanging trumpetts, that sounded sq free

Was not this a brave bonny lass, Mary Ambree?

‘Before | will see the worst of you all
To come into danger of death or of thrall,
This hand and this life | will venture so free’: 35

Was not this a brave bonny lass, Mary Ambree?
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She led up her souldiers in battaile array
Gainst three times theyr number by break of theeday
Seven howers in skirmish continuéd shee:

Was not this a brave bonny lass, Mary Ambree?

Xl

She filled the skyes with the smoke of her shott,
And her enemyes bodyes with bullets soe hott;
For one of her owne men a score killéd shee:

Was not this a brave bonny lass, Mary Ambree?

Xl

And when her false gunner, to spoyle her intent,

Away all her pellets and powder had sent,

Straight with her keen weapon she slasht him ieethr

Was not this a brave bonny lass, Mary Ambree!

X
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Being falselye betrayed for lucre of hyre,
At length she was forcéd to make a retyre;
Then her souldiers into a strong castle drew she:

Was not this a brave bonny lass, Mary Ambree?

XV

Her foes they beset her on everye side,
As thinking close siege shee co’ld never abide;
To beate down the walles they all did decree:

But stoutlye defyed them brave Mary Ambree.

XV

Then tooke she her sword and her target in hand,
And mounting the walls all undaunted did stand,
There daring their captaines to match any three:

O what a brave captaine was Mary Ambree!

XVI

‘Now saye, English captaine, what woldest thou give
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To ransome thy selfe, which else must not live?
Come yield thy selfe quicklye, or slaine thou moese¢.'—

O then smiled sweetlye brave Mary Ambree.

XVII

‘Ye captaines couragious, of valour so bold,
Whom thinke you before you now you doe behold?'—
‘A knight, sir, of England, and captaine soe free,

Who shortelye with us a pris'ner must bee.'—

XVIII

‘No captaine of England; behold in your sight
Two brests in my bosome, and therfore no knight:
Noe knight, sirs, of England, nor captaine you

But a poor simple lass, called Mary Ambree.'—

XIX

‘But art thou a woman, as thou dost declare,

Whose valor hath prov’d so undaunted in warre?
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If England doth yield such brave lasses as thee, 75

Full well may they conquer, faire Mary Ambree!’

XX

Then to her owne country shee backe did returne,

Still holding the foes of faire England in scorne:

Therfore, English captaines of every degree,

Sing forth the brave valours of Mary Ambree! 80

(from Kinsley, The Oxford Book of Ballagls
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