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 The Figure of Rosalind
 In As You Like It

 MARGARET BOERNER BECKMAN

 TOWARD THE END OF As You Like It, just before she resolves the plot, the
 disguised Rosalind tells Orlando:

 Believe then, if you please, that I can do strange things: I have, since I was three
 years old, conversed with a magician, most profound in his art and yet not
 damnable. If you do love Rosalind ... it is not impossible to me, if it appear not
 inconvenient to you, to set her before your eyes tomorrow human as she is, and
 without any danger.1

 Even if the play strains the bounds of probability, no magic has been worked in
 it before this scene. It therefore seems strange that Shakespeare has Rosalind
 resolve the plot by appearing to work magic rather than by simply stripping off
 her disguise-particularly if, as is usually asserted, she has disguised herself
 only because she must find out whether Orlando really loves her. The question,
 then, is why Rosalind's "strange things" constitute a proper end to the play.

 I would like to suggest that Rosalind ends the play as a magician because
 throughout the whole play she has made extraordinary, seemingly impos-
 sible-and thus "magical"-conjunctions between contrary things. Her own
 person is a seemingly impossible reconciliation of opposites. The magic she
 performs brings contrarieties together and harmonizes them. The "strange
 things" she does, then, are not incidental to the play, but rather a logical
 development from what she has been doing all along.

 Although there has been comparatively little analysis of the figure of Rosal-
 ind herself, a good deal has been made of the opposites in the play. The
 conclusion usually drawn is that one or another in a given pair of the play's
 opposites is the version we are finally to accept. Since the major opposition in
 As You Like It is generally understood to involve "realism" and "idealism,"
 therefore, critics tend to view Shakespeare as ultimately choosing either ideal-
 ism or realism and then subordinating its opposite.

 The more usual-and perhaps more old-fashioned-view of the play has
 skeptical, melancholy, or sensual realism disappear by incorporation into a less
 extravagant final version of the play's depiction of romantic, honorable, love-
 at-first-sight idealism. For example, although he spends some time showing
 how one character's point of view contradicts or corrects another's, Harold
 Jenkins concludes his discussion of the play as follows:

 1 The Complete Works of Shakespeare, eds. Hardin Craig and David Bevington, rev. ed.
 (Glenview, Ill.: Scott Foresman, 1973), V. ii. 63-66. The Craig-Bevington edition will be used
 throughout.

 MARGARET BOERNER BECKMAN lives in Philadelphia and has published on
 Finnegans Wake.
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 ROSALIND IN As You Like It 45

 In As You Like It ideals, though always on the point of dissolving, are for ever
 recreating themselves. They do not delude the eye of reason, yet faith in them is not
 extinguished in spite of all that reason can do. "I would not be cured, youth."2

 Jenkins regards many of the oppositions in the play as never having been real.
 Thus, of Orlando's hanging verses on the trees, Jenkins says that "in so human
 a creature these love-gestures appear not as his raison d'etre, but as an aber-
 ration." Similarly, Rosalind's mockery of Orlando is not truthful, but "only
 play at taunting her adorer while allowing her real woman's heart to be in love
 with him in earnest" (p. 47). For Jenkins, then, any hard opposition dissolves
 into general approval of an idealistic love that is not uncomfortably extrava-
 gant.

 The most important dissenter from this view is C. L. Barber. His analysis of
 the oppositions in As You Like It points toward a concordia discors. But he is
 bound by his thesis to regard opposition as a means of comically presenting
 "what is not ideal in man." He therefore concludes that Shakespeare "repre-
 sents or evokes ideal life, and then makes fun of it because it does not square
 with life as it ordinarily iS."3 Addressing himself to the social value of As You
 Like It and its effect on its contemporary audience, Barber reads the play as a
 conflict between "reality and the illusions . . . which love generates and by
 which it is expressed" (p. 230). The play offers the audience a "festive release"
 for its sentimental impulses, but controls those very impulses by "presenting
 what was sentimental extremity as impulsive extravagance and so leaving
 judgment free to mock what the heart embraces" (p. 223). Barber views Jaques
 and Touchstone as representatives of a final realism; their "real position is
 generally mediate between the audience and something in the play," and
 Touchstone embodies "in a character and his relations with other characters
 the comedy's purpose of maintaining objectivity" (p. 228).

 To regard Jaques and Touchstone as having this position in As You Like It
 is, I would argue, to fail to come to terms with the real complexity of the play
 and in effect to make any real opposition disappear into a general approval of
 realistic "objectivity." In Shakespeare-and in Renaissance literature as a
 whole-opposition need not necessarily be resolved by taking one opposite as
 more "objective" than the other. Opposites were often balanced, if not
 "yoked," together to form a "new concoction." Barber implies such a pattern
 in As You Like It when he says "romantic participation in love and humorous
 detachment from its follies, the two polar attitudes which are balanced against
 each other in the action as a whole, meet and are reconciled in Rosalind's
 personality" (p. 233). But Barber does not pursue this idea, possibly because
 such a conception of the figure of Rosalind does not seem to him to help argue
 "the comedy's purpose of maintaining objectivity."

 The problem, as I see it, is that many critics wish to dissolve opposition in As
 You Like It because they do not conceive of opposition and ambivalence as
 offering a comedic resolution; to them, comedy is not an affirmation if it
 maintains alternative perspectives to its very end. But there is really no literary

 2 Harold Jenkins, "As You Like It," Shakespeare Survey, 8 (1955), 51.
 3Shakespeare's Festive Comedy: A Study of Dramatic Form and Its Relation to Social Custom

 (Princeton: Princeton Univ. Press, 1959), pp. 228-29.
 4See Frank L. Huntley, "Dr. Johnson and Metaphysical Wit: or, Discordia Concors Yoked and

 Balanced," Papers of the Midwest Modern Language Association, ed. Robert Scholes, 1 (1969),
 103-12.
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 46 SHAKESPEARE QUARTERLY

 or dramatic reason why opposition, ambivalence, and alternative perspectives
 cannot work together to form an affirmative whole. If comedy presents a vision
 of life as "playing," there is no reason not to have opposed sides participating
 in it. Indeed, much play demands opposition. And opposition need not be
 overcome to be resolved. If comedy celebrates life, it may regard the rich
 contrariety of life as its particular vision.

 The point I wish to argue is that in As You Like It Shakespeare shows man's
 ''possible perfection" rather than his "certain imperfection," presenting that
 perfection as a reconciliation of opposites in which both members of the
 opposition are retained in the face of all temptation to choose one or the other.
 As You Like It invites us to conceive of the difficult "magic" of two opposites
 existing simultaneously, truly contrary and mutually exclusive, but bound
 together in a creative, if paradoxical, union-like man and wife.

 For if the plot of this plotless play is about anything, it is about man and
 wife, about "getting married and living happily ever after." As Hymen, the god
 of marriage, says at the end of the play,

 Then is there mirth in heaven,
 When earthly things made even

 Atone together.

 (V.iv.114-16)

 To make "earthly things . . . even" is not to make them the same or to make
 one subordinate to another; it is to reconcile them and make them one
 ("atone") in a creative relationship. The name for this kind of relationship is
 "harmony,"' and its central representative in As You Like It is Rosalind. She is
 harmony, a coincidence of opposites, promising to "make all this matter even"
 and to "make the doubts all even" (V. iv. 18, 25). Her "way is to conjure you,"
 she says in the play's Epilogue, because concordia discors defies logic and seems
 impossible. But the "magic" she performs is not fearful. The opposites she
 represents are not "yoked by violence together"; her opposites are peacefully
 reconciled in the harmony of marriage.

 Since marriage is a concordia discors,6 Rosalind's image is a complex one.
 She starts out simply enough as a woman who "on such a sudden . . . fall[s]
 into so strong a liking with old Sir Rowland's youngest son" (I. iii. 28-29). She
 therefore first stands for "idealism." But when she later comes to "speak to
 [Orlando] like a saucy lackey and under that habit play the knave with him"
 (111. ii. 312-13), she stands for the "realism" that is opposed to Orlando's
 idealism. To her it is obvious that Orlando's verses are "a tedious homily"
 (111. ii. 163). But Rosalind is also "many fathom deep ... in love" (IV. i. 210).

 Maintaining these two alternative perspectives, she already represents a
 concordia discors. But Shakespeare heightens the paradox of her figure through
 a number of other devices. The most important one is that she is a woman

 I See Brendan P. 0 Hehir, "Balanced Opposites in the Poetry of Pope, and the Historical
 Evolution of the Concept," Diss. Johns Hopkins 1959, pp. 22-25.

 6 I use "concordia discors" throughout rather than the familiar "discordia concors" because, as 0
 Hehir has pointed out, Dr. Johnson distinguished sharply between the two, "differentiat[ing] the
 forcible yoking together of the totally diverse (discordia concors) from the harmonious combina-
 tion of the true opposites, the male and female (concordia discors)," p. 260. Although one cannot
 hope successfully to continue Johnson's essential distinction, discordia concors seems to me
 uncomfortably inappropriate to As You Like It.
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 presenting the voice of critical realism about love. Celia says, "You have
 simply misused our sex in your love-prate" (IV. i. 205-6). As this remark
 shows, women had been traditionally associated with the "heart" or emotions,
 men with the "head" or intellect. In As You Like It, however, it is Rosalind
 who intelligently and realistically speaks from the head, as when she tells
 Phebe, "Sell when you can: you are not for all markets" (111. iv. 60). And it is
 Orlando, the man, who speaks from the heart, responding to Ganymede's
 realism with "I would not be cured, youth" (III. ii. 444). As a couple, then,
 Orlando and Rosalind represent a coincidence of opposites, but the coinci-
 dence is made doubly paradoxical by the fact that the two lovers often switch
 traditional sexual characteristics.

 A further intensification of the paradox is achieved by having Rosalind
 stand by herself for both opposites. She has a more complicated function in the
 play than Orlando, and in some sense she alone stands for the same thing that
 they stand for together as a couple. When Shakespeare presents Rosalind as a
 woman disguised as a man pretending to be a woman, then, he does more than
 merely "permit her to furnish the humorous commentary on her own ardent
 love affair" (Barber, p. 233). He offers us a symbolic image of "earthly things
 made even."

 Rosalind's disguise is in fact even more complex, for on the stage she is
 actually a boy playing the part of a woman disguised as a man pretending to be
 a woman: the boy actor playing Rosalind disguised as Ganymede pretending
 to be Rosalind. (The boy actor is important enough to Shakespeare's concep-
 tion of Rosalind's figure for him to have her make a clear reference to her
 masculine nature in the Epilogue, even though still maintaining that we see
 "the lady the epilogue.") Rosalind may thus be related to the Renaissance
 prototype of all combinations of male and female, the union of Mars and
 Venus. Erwin Panofsky reminds us that this union represents "the auspicious
 fusion of two cosmic forces begetting harmony."' And Edgar Wind has shown
 that there is an even deeper mystery: that "Venus is not only joined to Mars,
 but that his nature is an essential part of her own."8

 But the union of male and female in Rosalind is not only shown physically
 and worked out in terms of the head and the heart; it is also presented in the
 plot line by certain of Rosalind's actions. We see her both as a protecting
 masculine figure and as a faint-hearted female figure. For example, Rosalind
 undertakes to protect Celia on their journey to Arden, but after they arrive she
 faints at the news of Orlando's wound. Each act is made a further concordia
 discors on its own through the device of implying its immediate opposite. Thus,
 when she proposes the disguise to Celia, Rosalind says,

 Were it not better,
 Because that I am more than common tall,
 That I did suit me all points like a man?
 A gallant curtle-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,

 ? Studies in Iconology: Humanistic Themes in the Art of the Renaissance, rev. ed. (New York:
 Harper Torchbooks, 1962), p. 164.

 8 Pagan Mysteries in the Renaissance, rev. ed. (New York: Penguin, 1968), p. 94.
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 As many other mannish cowards have
 That do outface it with their semblances.

 (I. iii. 116-24)

 Here Rosalind's outside depicts a man's readiness to fight, complete with
 sword and spear; on the inside she hides "woman's fear." Later, just the
 opposite physical effect occurs when she faints at the "napkin / Dyed in
 [Orlando's] blood" (IV. iii. 155-56). There a faint-hearted outside is passed off
 as a disguse: "Ah, sirrah, a body would think this was well counterfeited! I
 pray you, tell your brother how well I counterfeited. Heigh-ho!" (IV. iii. 167-
 69). In both instances the inner "reality"-the woman's fear and the man's
 courage-are, in a certain light, less real than the disguising outside. The ex-
 ternal feigning reveals the internal truth. For Rosalind is taller, braver, and
 more aggressive than Celia, just as she is shorter, more fearful, and less phys-
 ically aggressive than Orlando.

 After she awakens, Rosalind assures her audience-even though the au-
 dience watching this audience knows better-that her faint was counterfeit.
 But she also admits that she "should have been a woman by right," since she
 "lacks a man's heart." Indeed, others can be more aggressive than Rosalind. It
 is Celia who first plans the escape to Arden. But others can also be more weak
 than Rosalind. It is Orlando who swoons so heavily (IV. iii) that he cannot rise
 at all. And it is only because Orlando's "masculine" anger at his evil brother
 has been overcome by "feminine" heartfelt pity that he tackles the lioness. In
 relation to both Orlando and Celia, then, Rosalind's position is a complex one,
 paradoxical both emotionally and physically.

 Throughout the play we see a male/female coincidence in Rosalind's charac-
 ter. She follows Celia's first plans for their trip and depends on her for their
 purchase of the rural cottage. But she also organizes Celia's actions, protecting
 her and deciding the parts she and Celia will play in the forest. She is an
 attendant on the Duke, but she guides him to his daughter. She leads Orlando
 into love-making, but must attend while he "break[s] an hour's promise in
 love" (IV. i. 44). She lacks a lover and father, acting only to bring others
 together, but she gains a lover and a father and comes together with them in
 the course of bringing others together. As a man, she swears she will marry no
 woman; but as a woman, she marries herself to the man she has rejected and
 marries the woman she has rejected to another. She is the chaste woman who
 does not tell her love and "will not have" (IV. i. 92) Orlando, but she is also
 the aggressive lover who forces Orlando's confessions.

 Such a central figure is not unusual in Shakespeare: the "master-mistress of
 my passion" appears, mutatis mutandis, in Viola, Portia, Cleopatra, and Imo-
 gene. Shakespeare had a strong interest in the androgynous, but not epicene,
 sexual figure.9 But it is important to note that his androgynous figure does
 more than set forth paradox for its own sake. Such a figure symbolizes the
 natural union of those opposites that are made for each other. Male and female
 are thus images for all reconcilable contraries. As concrete images, male and
 female help to demonstrate more abstract reconcilable contraries. That is,
 since we can readily assent that male and female are opposites that combine,
 we can be persuaded through such imagery that other opposites combine too.

 I See Barbara Everett, "Much Ado About Nothing," Critical Quarterly, 12 (1961), 319-35, and G.
 Wilson Knight, The Mutual Flame (New York: Macmillan, 1955).
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 It is not that As You Like It allegorizes the coincidence of Mars and Venus. It is
 rather that such coincidences as those involving Mars and Venus or Rosalind
 and Ganymede can be used to symbolize that natural harmony of opposed
 forces that constitutes man's "possible perfection." And in comedy, man's
 perfection is epitomized in marriage.

 When the figure of Rosalind is seen as in itself a concordia discors, her word-
 play reveals itself to be the rhetorical expression of her symbolic function. Her
 puns, witticisms, and paradoxes first of all show her as a "masculine" in-
 telligence, not because Shakespeare thought women incapable of wit, but
 because to be witty is to be able to control others and to lead them, as Rosalind
 leads Orlando. Wit is therefore-as an image, not as a conclusion about
 women-active and "masculine" intellectual expression, as opposed to passive
 and "feminine" emotional expression. Celia is speaking of Rosalind's wit when
 she (wittily) says, "You have simply misused our sex in your love prate." And
 Orlando says, "A man that had a wife with such a wit, he might say 'Wit,
 whither wilt?' " (IV. i. 166-67). But Rosalind's wit is not held against her, no
 matter how "masculine" it is, for Shakespeare does not think it necessary that
 a female wit be epicene or bad-tempered. Like male compassion, female wit is
 part of a fully realized human character. Thus, although Shakespeare estab-
 lishes clear differences between the "masculine" and the "feminine" in his
 plays, he often implies that characters who are totally one or the other are
 sterile.

 Rosalind's wit presents in the mode of rhetoric the same coincidence of
 opposites that her disguise and actions present in other modes. Her wit is a
 necessary corollary of her function in the play. To play on words is, after all, to
 make unlikely connections and to bring together contrary meanings. In word-
 play what is said "is valid in, refers to, several modes of judgment or of
 feeling."'0 Thus when Rosalind says of Celia and Oliver, "They are in the very
 wrath of love, and they will together; clubs cannot part them" (V. ii. 43-45),
 her word-play brings together Jaques' melancholy, Touchstone's sensuality,
 Orlando's romanticism, and her own warm heart and sense of the ridiculous;
 the result is a complex total meaning that brings alternative perspectives into
 an organic relationship with each other. Rosalind here applies all of the play's
 attitudes about love toward a vision of Celia and Oliver getting married and
 living happily ever after. If "clubs cannot part them," no audience's sense of
 man's "certain imperfection" can part them. It is Rosalind's characterization
 of them as in "the very wrath of love," therefore, and not Jaques' realism, that
 truly embodies what Barber called "the comedy's purpose of maintaning
 objectivity."

 The complex meaning of Rosalind's description of the love of Celia and
 Oliver can be built up by only such a person as Rosalind, for complex meaning
 cannot be constructed simply by adding together all the individual points of
 view in the play. As William Empson has pointed out,

 to say anything in two parts is different in incalculable ways from saying it as a
 unit. ... the only way of forcing the reader to grasp your total meaning is to
 arrange that he can only feel satisfied if he is bearing all the elements in mind at the
 moment of conviction; the only way of not giving something heterogeneous is to
 give something which is at every point a compound."

 10 William Empson, Seven Types of Ambiguity, rev. ed. (London: Chatto and Windus, 1963), p.
 129.

 11 Ibid., p. 269.
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 Rosalind's word-play serves as a necessary verbal imitation of "earthly things
 made even," bringing together in union things that are at odds. And her word-
 play in turn reinforces her magical power to bring about the unions at the end
 of the play.

 Oppositions between melancholy and laughter, country-life and court-life,
 humble and high estate, danger and safety, time and timelessness, limit and
 freedom-all have been pointed out and explored by commentators on As You
 Like It."2 But when one side of each pair is thought of as deposing the other,
 just as when realism is thought of as triumphant over idealism, only a partial
 view of the Shakespearean reality emerges.

 Rosalind displays a Jaques-like melancholy when she tells Orlando that in
 this "poor world" there are no romantic love stories like those of Troilus or
 Leander: "These are all lies: men have died from time to time and worms have
 eaten them, but not for love" (IV. i. 106-8). But when Jaques says to her, "I do
 love [melancholy] better than laughing," Rosalind replies with a con-
 demnation of single-mindedness: "Those that are in extremity of either are
 abominable fellows and betray themselves to every modern censure worse than
 drunkards" (IV. i. 5-7). Throughout the play Rosalind's laughter implies a
 certain skeptical melancholy as well as a tolerant good humor.

 Similarly, Rosalind is both a courtier and a country shepherd. Orlando has
 seen both in her, and at the end of the play he attempts to resolve the seeming
 contradiction when he says of her:

 My lord, the first time that I 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. iv. 28-34)

 Closely related to the country-court combination is the way Rosalind com-
 bines the Arcadian lover with the rustic truth-teller. She is, as Rosalind, a
 golden figure to Orlando; she whiles away a golden-age time in the forest with
 the Duke; and she is an Arcadian lover to Phebe, who calls her a "god to
 shepherd turn'd." But she is also a country plain-speaker like Corin when she
 tells Silvius that Phebe is no Arcadian maid:

 Come, come, you are a fool
 And turn'd into the extremity of love.
 I saw her hand: she has a leathern hand,
 A freestone-coloured hand: I verily did think
 That her old gloves were on, but 'twas her hands.

 (IV. iii. 23-27)

 12 See Jenkins and Barber; also see Helen Gardner, "As You Like It," in More Talking of
 Shakespeare, ed. John Garrett (London: Longmans, 1959); James Smith, "As You Like It,"
 Scrutiny, 9 (1940); D. L. Stevenson, The Love Game Comedy (New York: Columbia Univ. Press,
 1960); and Mark Van Doren, Shakespeare (New York: Holt, 1939).

This content downloaded from 146.96.33.49 on Fri, 16 Aug 2019 17:34:34 UTC
All use subject to https://about.jstor.org/terms



 ROSALIND IN As You Like It 51

 In like manner, Rosalind's estate comprises both extremes of the play. She
 has no father, depends on Celia, and is in some danger from Duke Frederick,
 who has told her:

 Within these ten days if that thou be'st found
 So near our public court as twenty miles,
 Thou diest for it.

 (I. iii. 44-46)

 At the court she is in danger but of high estate; in Arden she is out of danger
 but of low estate, a simple country shepherd. But even in the forest she
 combines both low and high estate and both safety and danger, for she depends
 on others to protect her even as she protects them and unites them. While she
 passes time in the timeless forest of Arden, she is aware of time (giving Orlando
 several analyses of it) and effects a realistic, as well as "magical," resolution to
 her own and others' love affairs. And while she seems as helpless as anyone in
 the play-under sentence of death, without a father or lover, without money-
 she also seems to have greater powers than anyone else in the play, directing
 others as she will and finally entering in Act V with the god of marriage
 himself.

 To know Rosalind is to know that opposites can be reconciled.
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