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CHAPTER I 

INTRODUCTION 

To the average layman, the idea that William Shakespeare 

wrote satire of any sort may seem rather far-fetched. Many 

competent critics have never recognized the possibility 

that the "gentle" Shakespeare, author of great tragedies 

and uproariously funny comedies, would have reason or in

clination to write in a satiric vein. Other critics main

tain that much of the work of the greatest of Elizabethan 

dramatists which has puzzled generations of readers and 

critics alike becomes clear only when it is interpreted in 

that middle ground between true comedy and true tragedy long 

occupied by satire. These same critics admit that Shake

speare cannot serve as the model satirist that later writers 

sucli as Jonathan Swift, or for that matter even the bard's 

own bitingly sarcastic contemporary Ben Jonson, do. Ad

mittedly, a careful reading of many of Shakespeare's plays 

does yield a distinct understanding only when we see ex

actly what the playwright is doing, and many times what he 

is doing is making us laugh at various examples of folly and 

inane stupidity present in human existence. However, can 



this genial poking fun at human absurdities truly be called 

"satire" in the classic sense of the word? 

Satire has been with literature almost since its origin 

and is by no means a new mode to Shakespeare's time. It is 

fundamentally extant in two distinct types, both named for 

their most famous classical practitioners, Horatian satire, 

the type 0, J. Campbell and others say that Shakespeare em

ployed almost exclusively, is gentle, genial, urbane, and 

smiling. It hopes to correct, or at least point out human 

foibles by gentle and even sympathetic laughter. At the 

other pole is Juvenalian satire. Directly opposite to the 

supposed genial satire of Shakespeare, it points to human 

shortcomings with self-righteous contempt and moral indig

nation. Later, eighteenth century poets such as Swift make 

use of this biting form of satire in their harsh judgments 

of the evils of mankind. 

For centuries the word "satire," meetning literally "a 

dish filled with mixed fruits," was reserved for long poems, 

such as the pseudo-Homeric "Battle of the Progs and Mice," 

the poems written by Horace and Juvenal, "The Vision of 

Piers Plowman," Chaucer's "Nun's Priest's Tale," Butler's 

"Hudibras," Pope's "The Rape of the Lock," and Lowell's "A 
2 

Fable for Critics." By its very nature, ho'.vever, satire 

and the satiric spirit have been very well suited to drama. 

From Aristophanes to Shaw and Noel Coward, it has made its 



penetratingly ironic comment upon the often foolish human 

race. Although the Elizabethans, especially Ben Jonson, 

occasionally employed satire in their plays, it remained 

for the Restoration and its Comedy of Manners to fully 

develop Horatian satire in the drama. In recent times the 

use of satire has been relegated mostly to fictional nar

ratives, particularly the novel,^ 

For a particular work to be considered satire in the 

true sense, it should have as its end objective some sort 

of remedial action or reform to erase the folly being per

petrated by man. Shakespearean satire, if indeed such a 

thing exists, does not contain this call for reform. It 

merely makes us laugh at the foibles of humanity and the 

institutions of man, without serving notice that change 

should be initiated to correct such faults. Therefore, the 

gentle mocking present in Shakespearean drama and considered 

satire by Campbell and others could much more aptly be called 

burlesque. This study, then, will be concerned with Shake

speare's use of burlesque, rather than satire, in A£ You 

Like It, 

Perhaps, then, before any serious discussion of Shake

spearean burlesque can be made, some definition of the 

term should be given. In the Handbook to Literature, 

Thrall, Hibbard, and Holman say of burlesque that it is: 



A form of comic art characterized by ridiculous 
exaggeration. This distortion is secured in a 
variety of ways: the sublime may be made ab
surd, honest emotions may be turned to senti
mentality, a serious subject may be treated 
frivolously or a frivolous subject seriously. 
Perhaps the essential quality which makes for 
burlesque is the discrepancy between subject-
matter and style. That is, a style ordinarily 
dignified may be used for nonsensical matter, 
or a style very nonsensical may be used to 
ridicule a weighty subject,^ 

In English Burlesque Poetry 1700-1750, Richmond Bond 

goes somewhat further in discussing a precise definition: 

The essence of ^{JIOT lies in incongruity, and 
when imitation is added, burlesque is the result, 
. , . This inconsistency between form and content, 
this opposition between what is said and the way 
it is said, is the necessary qualification of 
burlesque. As a species of indirect satire bur
lesque achieves its end by creating a sense of 
the absurd because by serious standards the form 
does not fi"*" the thgme, because the flesh and the 
spirit are not one,^ 

Essentially this statement is the working definition 

of burlesque that will be employed in this thesis. Some 

further distinction between the various types of burlesque 

used by Shakespeare must now be made. Both of the following 

methods can be classified under the broad heading of bur

lesque; yet each retains its own singular approach. 

Travesty is one such means of burlesque. The word 

"travesty" comes to English indirectly through the French, 

who borrowed, in turn, from the Italian word travestire, 

which means "to disguise," Through travesty the writer 



attempts to amuse the reader via prose or poetry by pre

senting lofty subject matter treated in a low, even vulgar 

manner. Matters of solemnity and dignity are described 

in highly familiar, realistic, and often daringly common 

language. In this juxtaposition of style and subject mat

ter, travesty falls into burlesque's classic definition of 

incongruous imitation. Heroes and even the gods themselves 

speak the jargon of kitchen helpers. Their motives and in

nermost feelings are likewise treated in a style befitting 

lower social classes. The classics of antiquity have most 

often been treated irreverently in travesty, but other 

forms of the literary gentry have also been victimized. 

Parody is another form of burlesque that is known to 

have been used as a highly potent means of more gentle 

ridicule as far back as Aristophanes, For parody to be 

truly effective, the author as well as the reader must 

keep his attention focused on the poem or style to be 

imitated. The author must choose a subject that is totally 

unsuited to the original or parodied work. Few or many 

lines, individual words, the characteristic style, or even 

the form of the original work may be mimicked. In some 

instances, parody has as its intent the ridicule of an 

author's subject. Usually, however, parodies are playful 

and seldom if ever vicious. Yet parody is usually considered 



a form of satire, mild and calm though it normally is; 

and it should never be confused with mere imitation, 

Shakespeare most often employs parody in his burlesque, 

although the spirit of travesty occasionally comes into 

play. 

With a better understanding of the meaning of bur

lesque and some of the methods writers employ in this form 

of satire, we may now move to a discussion of Shakespeare 

and his delvings into this particular literary genre. As 

mentioned before, critics almost universally agree that 

the satire used by Shakespeare is a sort of good-natured 

derision at the folly of man. He is never a crusader or 

zealous reformer. He merely pokes gentle fun at many of 

man's absurdities. This much at least can be said without 

reservation for the first part of his career. 

Some critics, however, feel that a change came over 

Shakespeare around the beginning of the seventeenth century. 

They point to the years 1600 to 1609 as the "Dark Period," 

or the years of despair for the poet. These critics main

tain that during this time Shakespeare began to give a 

freer rein to his satiric spirit, and they hold up such 

dramas for proof as Troilus and Cressida, Measure for 

Measure, Cariolanus, and Timon of Athens, The "Dark Period" 

critics have attributed these plays, which, admittedly, do 



contain a much more harsh spirit of formal satire, to the 

workings of a poet's mind driven to the verge of despair 

by personal unhappiness,° Critic 0, J, Campbell, however, 

contends that a much more likely explanation for these 

"dark" comedies and tragedies was a satiric impulse on the 

part of Shakespeare,' In support of his thesis, Campbell 

points out that many works of English literature written 

between 1598 and 1608 were "tinged with derision," and 

that Shakespeare was imitating a popular literary fashion. 

If other playwrights of that period, such as Jonson and 

Marston, employed poetical satire in their drama, then why 

should not Shakespeare do likewise? 

If this assumption of Campbell's is true, then into 

what category would the play As You Like It, written in 

approximately 1600, fall? The parodies and other burlesque 

elements in the comedy are not bitterly sarcastic. The 

satiric element here is in the main part, at least, much 

like that in Shakespeare's earlier plays. There are, 

however, parts of the play—most notably the portrayal of 

the character Jaques, the Malcontent—that perhaps would 

indicate that the bard might be toying with a more harsh 

satiric approach. John Dover Wilson has argued, on the 

basis of textual inconsistencies and verse-fossils in the 

First Folio edition of 1623, that the play was composed 
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in part as early as 1593* If this questionable assumption 

is true, then it is possible that the revised version of 

1600 was written while Shakespeare was under the influence 

of this harsh satiric spirit. This possibility could then 

explain the somewhat transitional nature of As You Like It. 

The purpose of this study is, however, not to pass judg

ment on arguments of these critics, but rather closely to 

examine Shakespeare's use of burlesque in this particular 

work. 



CHAPTER II 

LITERARY PASTORALISM AND THE UTOPIAN TRADITION 

In the Shakespeare Association Bulletin, P, V. Kreider 

writes that: 

In As You Like It Shakespeare satirizes his own 
language, nis own characters, his own situations, 
and his own devices. There is no other comedy 
into which he inserts so much criticism of the -
literary genre represented by the piece itself. 

The genre Kreider makes reference to is that of the tradi

tional literary pastoral. As pointed out earlier, the use 

of the word "satire" by Kreider seems a bit harsh in con

trast to the geniality of outlook in As You Like It. As 

no call for reform is in evidence in the play, this scholar 

would have been on safer ground when using the term "bur

lesque" in place of "satire." While agreeing in substance 

to Kreider's observations, this study will concentrate 

instead upon Shakespeare's burlesque of literary pastoralism 

Ancient writers, especially Theocritus and Virgil, have 

the best claim as the originators of this art form. Pas

torals were at first poems treating shepherds and rustic 

life with great admiration. Early Greek pastorals, for 

example, existed basically in three forms: the dialogue or 
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eclogue, a singing match between two shepherds; the mono

logue, often the plaint of a lovesick or forlorn shepherd 

lover or a poem praising some personage; and the elegy or 

2 

lament for a dead friend. The pastoral became highly con

ventionalized in form, especially in the writings of Virgil 

and his followers. This form was a highly artificial and 

even unnatural one. The "shepherds" of these poems would 

often speak in language more appropriate to court than to 

the sylvan woodland, and they would dress in a manner more 

befitting the drawing room than the meadow. 

Prom the years 1550 to 1750 the conventional pastoral 

of antiquity enjoyed great popularity in England. Poets 

of varying degrees of talent wrote poems of this genre 

under the influence of a general classical revival. Drama 

also took advantage of the return of pastoral writings. 

The pastoral romance and the pastoral-comical came into 

favor on the Elizabethan stage. Ben Jonson, Samuel Daniel, 

and John Fletcher, whose The Faithful Shepherdess is con

sidered a masterpiece of pastoral drama, all wrote plays in 

this literary vein. Shakespeare too recognized the drift 

of literary taste, and As You Like It is considered his 

contribution to this pastoral movement. Shakespeare's 

approach, however, is befitting his greater abilities and 

resourcefulness. Instead of slavish imitation of this 
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popular style, the bard injects his mockingly genial wit; 

and the result is a work that on one level conveys a beauti

ful pastoral romance, while on another a gentle burlesquing 

of the same. 

Why did this literary tradition enjoy so much popu

larity on the Elizabethan stage and among the educated upper 

stratas of society at this time? In Political and Comic 

Characters of Shakespeare, John Palmer offers the following 

explanation, while at the same time passing judgment on the 

trend: 

It satisfies the craving of civilized people in 
all ages to asstime a simplicity which is, in ef
fect, only a further step in sophistication. My 
lady of fashion fancies herself as a Dresden 
Shepherdess; the raffish young gentleman sees 
himself piping on an oaten straw. Poets, paint
ers and composers, great and small, have minis
tered dov/n the ages to this affectation, which 
has been responsible for more bad verse, insipid 
pictures and commonplace music than has sprung 
from any other source on Parnassus,-^ 

Shakespeare no doubt was exceptionally well acquainted 

with the pastoral tradition as it appeared in poems and 

drama of his day. He was also able to read beneath the 

lines of his contemporaries and draw his own conclusions 

concerning the virtues of the simple life that they were 

extolling. As You Like It, Shakespeare's most exclusively 

pastoral play, appears on the surface to be just another 

in a long series of pastoral-comical dramas; yet beneath 
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this artificial surface exists a mildly rebuking, tongue-

in-cheek burlesque of the very genre Shakespeare would seem 

to imitate. The methods and results of this burlesque in 

As You Like It could be interpreted as a move on the part 

of the author toward a thesis of realism as opposed to un

intelligent tradition in literature. This interpretation 

would represent a bold step indeed, even for a man of the 

genius of Shakespeare, Nevertheless, it is almost unques

tionably what he was doing, 

Shakespeare drew upon Thomas Lodge's romantic novel 

Rosalynde: Euphues Golden Legacie as his source for As 
4 

You Like It. Lodge's Rosalynde was followed with great 

fidelity. The novel is very typical of Elizabethan pastoral 

literature with its rustic setting and its theme of romantic 

love at first thwarted by circumstance, then consummated in 

holy wedlock in the Forest of Arden, While adhering 

strictly to the story line and using, under different names. 

Lodge's major characters, Shakespeare does invent the 

characters of Touchstone and Jaques to bring about a new 

approach. Lodge seems to accept without serious comic 

reservations the convention of both courtly romantic love 

and the literary pastoral, Shakespeare, on the other hand, 

is not content with this outlook, and his addition of the 

two aforementioned characters provides him with a means to 
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achieve his artistic purpose: to express a significant 

relationship between courtly love and the accepted pastoral 

tradition and to poke gentle fun at certain attitudes 

toward them, 

Shakespeare chooses the Forest of Arden as his setting. 

Arden to Shakespeare is considerably different from the 

forest manifested in Lodge. Because of this new approach, 

the poet can deal with the woodland on two significant 

levels: the real and imagined. He can have his characters 

comment upon what the Forest should be like, and is thought 

to be like by the literary public, and what, in actuality, 

it is like. The traditional pastoral belief, later picked 

up by the Romantics, that the real harmony of man can exist 

best in the real harmony of nature is not unequivocally ac

ceptable to Shakespeare, Neither is the contention of the 

contention of the sixteenth and seventeenth century Utopians 

that civilization is the ultimate taint on mankind's ex

istence. 

Like his contemporaries Michel de Montaigne and John 

Beaumont, Shakespeare refuses to take the Utopians seriously. 

Beaumont's work, "The Metamorphosis of Tobacco," includes 

a parody of the "Golden Age" of man often mentioned by re

formers as a time when man lived peacefully with nature in 

Arcadian bliss, Montaigne's essay "Des Cannibals," likewise, 
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blasts Utopian thought that would glorify the primitive 

existence of man. That Shakespeare at least was acquainted 

with the writings of Montaigne is a premise most scholars 

take for granted. That "Des Cannibals" was familiar to 

the bard is also well established,^ Gonzalo's speech to 

Antonio and Sebastian in The Tempest is often cited as a 

proof of Shakespeare's knowledge of Montaigne, In an at

tempt to divert Alonso's mind from grief for the loss of 

his son, Gonzalo rather absent-mindedly echoes the French 

philosopher: 

I' th' commonwealth I would by contraries 
Execute all things; for no kind of traffic 
Would I admit; no name of magistrate; 
Letters should not be known; riches, poverty. 
And use of service, none; contract, succession. 
Bourn, bound of land, tilth, vineyard, none; 
No use of metal, corn, or wine, or oil; 
No occupation; all men idle, all; 
And women too, but innocent and pure; 
No sovereignty,6 

The idyllic setting of the Forest of Arden, where man 

can seemingly again bask unmolested in a primeval sun, fur

nishes Shakespeare with an opportunity to wield a two-edged 

sword. He is able at once to mock the sentimentality of 

the literary pastoral and the idealistic primitivism of the 

Utopians, Shakespeare makes greatest use of his two in

vented characters. Touchstone and Jaques to dispel these 

myths. Other characters, for the most part, fall unwittingly 
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into the trap laid for them by literary tradition and con

temporary thought. 

Early in the play, Duke senior, who has seen his throne 

usurped by the villainous Duke Frederick, looks forward to 

his banishment in the Forest of Arden, He accepts without 

reservation the idea that real freedom and happiness await 

him in the woods. The author has cleverly set the stage 

for the Duke's sense of relief by allowing the reader a 

glimpse into the tensions present in the jealous court. 

After having witnessed the bickerings and turmoil present 

in civilization, the reader is somewhat mistakingly led to 

accept the high-minded assumption of the Duke: 

Now go we in content „ 
To liberty, and not to banishment.' 

Other brief flashbacks to the court life Duke senior 

has left serve to keep this contrast alive. So does Or

lando's entrance, sword in hand, to interrupt the Duke's 

gracious sylvan banquet in a blustering demand for z. share 

of the food. This particular scene represents a deviation 

from source material for Shakespeare, for in Lodge's nar

rative Orlando is the epitome of courtesy. C. L. Barber 

makes note of this deviation from Lodge and offers as an 

explanation the idea that Shakespeare saw in his own in

vented occurence an opportunity to further illustrate the 
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contrast between court life and its frequent interruptions 

and the idyllic life being enjoyed by the Duke and his 
Q 

followers. 

By the second act the Duke has come to the realiza

tion that nature is not the all-healing balm he has hoped 

it will be, and that the physical aspect of his new life 

can indeed be unpleasant. The "icy fang / And churlish 

chiding of the winter wind" have become knowledge reveal-

ing "counsellors / That feelingly persuade me what I am," 

He further realizes that his return to nature is not a 

retreat to the contentment he has earlier deemed it to be. 

While lacking in the moral pain felt at court, the forest 

can deal the physical pain of weather instead. However, 

in spite of the uncomfortableness of his surroundings, the 

Duke still prefers the inclement conditions of Arden: 

Come hither, come hither, come hither! 
Here shall he see 
No enemy ^Q 
But winter and rough weather, 

Jaques, of course, has his own verse to parody the 

song of the Duke's merry men. His rendition sees through 

the mistaken idealism of his comrades and gives the reader 

a ba.lanced picture of Arcadian life: 

If it do come to pass 
That any man turn ass. 
Leaving his wealth and ease, 
A stubborn will to please, 
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Ducdame, ducdame, ducdame: 
Here shall he see 
Gross fools as he, ^. 

An if he will come to me. 

Orlando and Rosalind, the lovers of most significance 

in the play, have also fled to the Forest of Arden in an 

attempt to escape the injustice and tyranny of civiliza

tion and to find life in accord with nature. What do they 

find instead? They meet the characters who belong to the 

most artificial of all worlds, characters of xre fictional 

pastoral romance: Silvius, the sighing love-sick swain, 

and his love Phebe, the stubbornly chaste and aloof shep

herdess. Even more discouraging is their discovery of 

William and Audrey, characters best described by 0, J, 

Campbell as individuals who have never been "washed by the 

12 

romantic imagination or any other knov\'n cleansing agent," 

They are, as Shakespeare would have us believe, "two au

thentic children of Nature," dirty and obscenely ignorant 

bumpkins. This is the compLtny Orlando and Rosalind keep 

in the Forest of Arden; these are the Arcadian compamions 

they have left court to join, Arden is not the world that 

the Italian pastorals of Sannazaro's Arcadia atnd Tasso's 

Aminta have claimed it to be. It is not the natural habitat 

of dreamy indolence, idyllic freedom, and total absence of 

the restraints and artificialities of society. It is, 

rather, a real English woodland, populated with genuine 
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rustics, and chilled by real winter winds. It may be 

preferable to life in court for some; yet life in accord 

with nature is not what the Utopians or lovers of pastoral 

settings would have us believe. 

For convenience sake, then, the pastoral characters 

in As You Like It can be lumped into three classifications: 

Rosalind, alias Ganymede, and Celia, alias Aliena, who 

never think of themselves as genuine shepherds; they are 

the courtly ladies, disguised as rustics, who are only 

playing the game of synthetic pastoralism, Phebe, Corin, 

and Silvius are the ideal shepherds of pastoral tradition 

whose actions, with certain exceptions, serve only to mock 

themselves. Last are William and Audrey, the genuine rural 

folk who serve as the contradiction and defamation of literary 

bucolic convention. 

Touchstone contributes in his amusing way to this skep

tical look at literary pastoralism. He is a prime example 

of Shakespeare's "not altogether fool," who through his 

accepted license is able to make almost any observation 

without fear of retribution. Touchstone, as the name would 

suggest, is often interpreted as serving as the sound 

critic of folly in A^ You Like It, John Palmer, who is 

among the critics that adhere to this idea of the clown's 

dramatic function, points out the poet's need for such a 
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critic of absurdity: 

It is as though Shakespeare, setting out for 
Arden, where so many excellent poets have lost 
themselves in affected sentiment, mislaid their 
common sense in refining upon their sensibility 
and, in their self-conscious pursuit of nature 
found themselves grasping a pale misfeatured 
shadow, had determined in advance to take a 
guide with him who should keep him in the path 
of sanity. , . , Entering Arden with Touchstone 
you cannot so astray or mistake the wood for 
the trees.'^ 

As far as the scrutiny taken by Shakespeare at con

ventional literary pastoralism and utopianism is concerned, 

Touchstone can usually be depended upon as a sound critic. 

At other times. Touchstone can best be described as the 

object of burlesque, rather than the perpetrator. His dis

cussions with Corin, the philosopher shepherd, provide the 

reader with a picture of Shakespeare's keen insight into 

the falseness of pastoralism. At first. Touchstone judi

ciously evaluates the bucolic tradition as found in con

temporary literature. He takes Corin to be the perfect 

example of this current fad and begins carefully to balance 

disadvantage against advantage. He soon arrives at the 

conclusion that much of the appeal of this literary craze 

lies in the imfailing tendency of writers to conceal in 

euphonious captions such as simplicity, contentment, and 

self-discipline the privation and grim hunger of "the spare 

life."''^ In his encounter with Corin, Touchstone parodies 
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the traditional outlook toward this kind of ascetic life: 

Cor. And how like you this shepherd's life. 
Master Touchstone? 

Touch. Truly, shepherd, in respect of itself, 
it is a good life; but in respect that it is a 
shepherd's life, it is naught. In respect that 
it is solitary, I like it very well; but in re
spect that it is private, it is a very vile 
life. Now, in respect it is in the fields, it 
pleaseth me well; but in respect it is not in 
the court, it is tedious. As it is a <::pare 
life, look you, it fits my humour well; but as 
there is no more plenty in it, it goes much 
against my stomach.^^ 

Under an apparent nonsense of self-contr^.lictions, 

Touchstone mocks the incompatible natures of the desires 

ideally resolved by pastoral life. This incongruity of 

wanting to be at the same time in court and in the field, 

and to sample the advantages of courtly rank while tasting 

the spare spiritual advantages of sylvan asceticism per

fectly demonstrates Shakespeare's comprehensive understand

ing of the real pastoral dilemma. 

Touchstone, however, does manifest his interest in the 

outlook towards life of the old shepherd. Here Shake

speare allows Corin to balance the scales somewhat by his 

manner of sincere simplicity. It is Touchstone's turn for 

self-conscious embarrassment when he asks, "Hast any 

16 
philosophy in thee, shepherd?" Corin answers him in 

stereotype: 

No more but that I know the more one sickens 
the worse at ease he is; and that he that wants 
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money, means and content is without three good 
friends; that the property of rain is to wet 
and fire to burn; that good pasture makes fat 
sheep, and that a great cause of the night is 
lack of the sun. . . .^7 

After further goading by Touchstone, in which he as

serts that Corin is damned because he has never been at 

court or seen proper courtly manners, the shepherd replies 

with simple faith: 

Sir, I am a true labourer: I earn that I eat, 
get that I wear, owe no man hate, envy no man's 
happiness, glad of Other men's good, content 
with my harm. . . .'o 

Touchstone chooses to answer Corin's argument by 

pointing out that if a shepherd such as he were to ccinc 

to court, he could easily adopt the peculiar manners of 

his new environment. Although Corin objects to this as

sumption. Touchstone easily wins this verbal contest. The 

newcomer to the forest must obviously know, despite his 

wordy manipulations, that courtiers and shepherds are 

worlds apart in their existences. The gentlemen of the 

court, accustomed as they must be to the soft, clean, per

fumed hands of their fellows, would never accept the hard, 

stained, and evil-smelling hands of a goatherd. Ironically, 

however, it is to make contact with such hands that those 

who dream pastoral dreams imagine ladies and gentlemen 

eagerly converting themselves to shepherds. By reverse 

implication, a similar set of false values would be embraced 
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by rustics attempting to be something they are not. Shake

speare is mocking not only pastoral falseness, but the un

reality of life in general. 

Corin presents the real problem here. He would seem 

very much out of place if Shakespeare were attempting to 

give his audience an impression of harsh, almost ugly real

ism in the Forest cf Arden. In Corin can be seen the con

crete virtues of the country life, not the imposed plastic 

values of Silvius and Phebe. His "tt^e laborer" speech 

marks him as a man who possesses honest and realistic 

values. Indeed, R. P. Draper has called the old shepherd 

"the realistic antithesis of Silvius." ^ James Smith has 

pointed out in his article on As You Like It that Touch

stone, for all his verbal skills, has a shallow conception 

of both court and country life; and in comparison to such 

nihilistic cleverness, Corin's pastoralism has much more 

solid worth. Although on the surface it appears that 

Touchstone's quicker wit triumphs, Corin's philosophy 

stands on steadier ground and thereby gains in the debate 

20 
a clear victory over the clown's courtly pretensions. 

Probably the real answer to the problem of Corin's charac

terization lies in Shakespeare's desire to make it perfectly 

clear that not all rural folk are either as shallow as Phebe 

and Silvius, or as grossly ignorant as Audrey and William. 
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Shakespeare burlesques the romantic primitivism and 

sylvan idealism of both the pastoral tradition and the 

Utopian school of thought by pointing to the incongruity 

of life at court versus life in the forest. Neither ex

istence is wholly good nor wholly bad, according to 

Shakespeare; and writers who would deem life in court or 

life in the country in such an idealistic luanner are the 

real targets of the poet's gentle barbs. 



CHAPTER III 

COURTLY LOVE AND THE SONNET TRADITION 

The Utopian pastoral world of Arden is not the only 

literary and cultural tradition falling victim to Shake

speare 's genial burlesque in As You Like It. Within the 

framework of this dramatic structure is not only the con

flict between pastoral convention and reality, but the 

conflict between the courtly concept of romantic love, or 

pastoral love, and physical and sensuous love. Romanlie 

love, with its literary conventions of sighs and tears, 

imaginary maladies and exaggerated sufferings on the part 

of the one stricken by Cupid, and the rejection of offered 

love by a proud and disdainful lover, has been associated 

with the pastoral motif for centuries. In keeping with 

this bucolic tradition, young shepherds and shepherdesses 

in As You Like It suffer through periods of unrequited 

love. And just as in other such stories, love conquers 

all in the end, with the shepherds and their ladies united 

in marriage. 

Shakespeare's account of romance in an Arcadian set

ting would be just another in a long series of such 

24 
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Elizabethan writings were it not for his use of burlesque 

to expose the same kind of falsity in courtly love that 

he found in pastoral utopianism. The poet makes fun of 

his lovers not because they are in love, but because in 

all their thoughts and actions as lovers they speak the 

orthodox lines, fall into the usual extravagant pretenses 

which are emotional rather than rational, and generally 

act in the conventionally acceptable manner of all Cupid's 

victims in contemporary amorous literature. 

On the other hand, Shakespeare refuses to retreat to 

the opposite pole in a glorification of physical and sensu

ous love that his contemporary John Donne often did. The 

playwright is much more concerned with his role of the 

gentle critic, playfully pointing to the folly of adhering 

to either extreme. Orlando, Silvius, and Phebe are the 

targets of his genial barbs at romantic tradition. Touch

stone, who is not to be taken for a sound critic on all 

points, represents the "Donne school" of thought toward 

courtly love. Neither of these uncompromising outlooks 

is acceptable to Shakespeare. 

Peter G, Philias offers an interesting interpretation 

of the poet's balanced point of view toward the subject of 

idealized love versus the exclusively physical concerns of 

Touchstone and other anti-romantics: 
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Shakespeare's comic point of view, instead of 
merely rejecting extremes, juxtaposes or com
bines them into a balanced doctrine. , , , In 
love and in all life's processes, this comic 
point of view brings together idealism and 
realism, and in their juxtaposition points to 
an optimum, a best possible attitude that men 
may attain in the world of experience, Shake
speare's comic view sets as its aim the crys
tallization of this best possible attitude by 
gently mocking different extremes into mutual 
qualification, -̂  

Touchstone's affinity for physical realities, rather 

than for sentimental appearances and rhetoricaY accomplish

ments, manifests itself early in the play, Hio chief joy 

in life is to ridicule all efforts toward elegance of ex

pression. When Rosalind and her companions reach the out

skirts of the Forest, the fair lady of court utters a com

plaint in the vein conventionally ascribed to the romantic 

suffer, "how weary are my spirits," Touchstone, who knows 

very little about things of the spirit and cares even less 

about them, seizes upon her words to set the tone for his 

ironic commentary on romantic love throughout the remainder 

of the drama. The Clown is capable only of interpreting 

weariness in basic physical terminology. "I care not for 

my spirits," he flippantly replies to Rosalind, "if my 

legs were not weary," 

While the arrival of the enamoured and eloquent maiden 

gives indication that romance will thrive in the Forest of 

Arden, Touchstone has served notice with his prosaic 
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utterances that it will be observed, by him at least, with 

only a great deal of amusement. The Jester has success

fully alerted the audience that he will be not only the 

critic of Utopian folly, but the voice of ridicule comically 

railing against the false eloquence of conventional love. 

In the same scene. Touchstone encounters the typically 

love-sick swain in the person of Silvius, Silvius is speak

ing with the old shepherd Corin, proclaiming his unrequited 

love for the shepherdess Phebe: 

Sil, 0, thous didst then ne'er love so heartily! 
If thou remember'st not the slightest folly 
That ever love did make thee run into. 
Thou hast not loved: 
Or if thou hast not sat as I do now, 
V/earying thy hearer in thy mistress' praise. 
Thou hast not loved: 
Or if thou hast not broke from company 
Abruptly, as my passion now makes me. 
Thou hast not loved, ^ 
0 Phebe, Phebe, Phebe!° 

This highly stylized lover's complying reminds Touch

stone of the courtly homage he once paid to his rustic 

sweetheart, Jane Smile, and he is prompted to parody the 

foolish young shepherd's lament: 

1 remember, when I was in love I broke my sword 
upon a stone and bid him take that for coming 
a-night to Jane Smile; and I remember the kiss-
of her batlet and the cow's dugs that her pretty 
chopt hands had milked; and I remember the woo
ing of a peascod instead of her, from whom I 
took two cods and, giving her them again, said 
with weeping tears "Wear these for ray sake." We 
that are true lovers run into strange capers; but 
as all is mortal in nature, so is all nature in 
love mortal in folly,' 
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Of this speech R. P, Draper says that it shows the 

staleness of literary pastoralism and comments upon the 

truth that this type ignores. This parody of pastoral 

wooing, Draper points out, includes the "unromantic reali

ties of country life" that are ignored by Silvius in his 
o 

feigned rapture. Such incidents as the kissing of the 

batler and cow's du/̂ s, the mistaking of peascod (obviously 

a pun on "cod-piece"), even the allusion to Jane's chapped 

hands, serve to bring Silvius' remote pastoralism down to 

earth, "̂  Again, the reader is exposed to the almost violent 

realism of Touchstone, 

The Clown is also well-versed in the sonnet tradition 

popular among real and imagined poets of Shakespeare's day. 

The exactness and perfection of expression of the Petrarchan 

sonnets that declare a man's love for his idealized female 

acquaintance prove unacceptable to Touchstone, Reality is 

the all-important consideration to him, and the whole son

net tradition is based upon just the opposite of reality. 

Touchstone has no illusions about the falseness of poetic 

language; and when Rosalind reads aloud the saccharine 

verses her lover Orlando has written and strewn about the 

Forest, he cannot remain silent. The words and phrases of 

Orlando's poem are shopworn: 
Ros. Prom the east to western Ind, 
No~jewel is like Rosalind, 
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Her worth, being mounted on the wind. 
Through all the world bears Rosalind. 
All the pictures fairest lined 
Are but black to Rosalind. 
Let no fair be kept in mind 
But the fair of Rosalind.^^ 

Touchstone lightly dismisses the verses as trite and 

conventionalized; he then comments upon the ease with which 

such lines are penned: 

Touch. I'll rhyme you so eight years together, 
dinners and suppers and sleeping-hours excepted^ 
it is the right butter-women's rank to irarket.'' 

Over Rosalind's protest, Touchstone offers his own 

lines, composed on the spur of the moment, as proof that 

such poetry is so contrived Lnat any foolish man is capable 

of such rhyming: 

If a hart do lack a hind. 
Let him seek out Rosalind. 
If the cat will after kind. 
So be sure will Rosalind. 
Y/inter garments must be lined 
So must slender Rosalind. 
They that reap must sheaf and bind; 
Then to cart with Rosalind. 
Sweetest nut hath soureat rind, 
Such a nut is Rosalind. 
He that sv;eetest rose will find 
Must find love's prick and Rosalind. 

This is the very false gallop of verses: why do you 
infect yourself with them? 

Ros. Peace, you dull fool! I found them on a tree. 

12 
Touch. Truly, the tree yields bad fruit. 

Orlando's poem is in itself a parody. It is so wretched 

in substance as to be unworthy of comparison with even some 
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of the least artful of contemporary songs of praise for 

milady. Yet, like Romeo of Act I, Orlando is overly 

1 "̂  serious. -̂  Touchstone's is a parody twice removed. With 

its obvious sexual double-entendres and genuine lack of 

decorum, lapsing into gross bawdiness, the Clown's poem is 

a shocking slap-in-the-face at sonneteering. After see

ing or hearing Touchstone's verses, the person exposed will 

be hard pressed to ever take seriously a love poem written 

by the likes of a Philip Sidney. 

Set in opposition to the exaggerated romantic senti

mentality of the other lovers in the Forest is Touchstone's 

own love affair with the dull country wench Audrey. Touch

stone's pursuit of Audrey is leveled on a completely dif

ferent plane from that of Orlando and Rosalind. For instance, 

one of the hallmarks of chivalric and Petrarchan idealism 

is the high valuation of the lover's mistress, and the as

sumption that the desire of the man springs from her beauty. 

Touchstone's desire for Audrey, however, stems from mere 

sexual lust, without the slightest trace of any feeling 

that might be romantically interpreted as love. Instead of 

praising Audrey's beauty in Platonic stanza. Touchstone 

parodies the typical lover's compliment to his lady: 

Praised by the gods for thy foulness! 
Sluttishness may come hereafter,'-^ 
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The Fool is detached, objective, and resigned; the true 

romantic lover, on the other hand, should be: 

All made of passion, and all made of wishes, 
All adoration, duty, and observance,''" 

Touchstone is obviously not "in love," but he does 

explain his rationale for marrying Audrey to Jaques: 

Touch. As the ox hath his bow, sir, the horse 
his curb and the falcon her bells, so man hath 
his desires; and as pigeons bill, so wedlock 
would be nibbling.'' 

In the spirit of more refined travesty. Touchstone's rea

soning reverses the relation between desire and its object, 

as experienced by other more conventional lovers in the 

play. These other lovers are at first overwhelmed by the 

beauty of their mistresses; then as time progresses, they 

are impelled by that beauty to desire them. With Touch

stone, the usual sequence of events is turned around: he 

discovers that man has his troublesome desires, just as 

the "horse" has his "curb," and the only possible alter

native to suffering the pangs of unfulfilled desire is 

marriage. Touchstone also realizes that a marriage per

formed by a vicar of the dubious qualifications of a Sir 

Oliver Martext (another obvious pun) would not have the 

binding effect of one sanctioned by a more qualified 

minister. After such a temporary union, the Clown could 

gratify his fleshly desires and later move on to greener 

pastures with only minor qualms of conscience. 
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Touchstone explains to Audrey the need for haste in 

their marriage: 

Come, sweet Audrey. ^Q 
We must be married, or we must live in bawdry. 

The reader can almost visualize Touchstone uttering these 

words with an expression of comic lust on his face. 

His initial wooing of the dull country wench is not 

without its superb irony. After his denunciation through 

parody of the lovelorn rhymes of Orlando, he declares that 

he too has written lyrics to win the heart of Audrey, Un

fortunately for- him, however, this unschooled girl is not 

easily susceptible to rhymed, flowery sentiment. Touch

stone has not underestimated her stupidity, but he finds 

that Audrey is more chaste and unapproachable than he had 

desired or anticipated. The Clown is of the opinion that 

if she were capable of understanding the elegance of his 

lyricism, her resistance could be shattered, and that he, 

like other lovers, would h«ive his way with the mooning 

maiden. In spite of Touchstone's amorous overtures and 

pleading which use the figurative language he so detests, 

Audrey remains totally unresponsive. He is still so much 

the unyielding critic, however, that he cannot quite bring 

himself to unqualified romanticizing without laughing at 

the folly of the convention which he is invoking. In her 

doltishly unresponsive manner, Audrey also becomes an 
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unwitting critic to this sham: 

Touch, When a man's verses cannot be under-
stood, nor a man's good wit seconded with the 
forward child Understanding, it strikes a man 
more dead than a great reckoning in a little 
room. Truly, I would the gods had made thee 
poetical, 

Aud, I do not know what "poetical" is: is 
it honest in deed and word? is it a true 
thing? 

Touch, No, truly; for the truest poetry is 
tne most feigning: and lovers are given to 
poetry, and what they swear in poetry may be 
said as lovers they do feign, 

Aud. Do you wish then that the gods had made 
me poetical? 

Touch. I do, truly; for thou swearest to me 
thou are honest: now, if thou wert a poet, 
I might have some hope thou didst feign. 

Aud. Would you not have me honest? 

Touch. No, truly, unless thou wert hard-
favoured; for honest coupled to beauty is to 
have honey a sauce to sugar.^9 

0. J. Campbell calls Touchstone's wooing and eventual 

marriage of Audrey a "caricature of the lavish inappx-opri-

ate mating, which in the manner of all romantic comedies, 

20 takes place at the end of A§ You Like It." As the Clown 

leads in the loutish Audrey, he explains in his convincing 

and seemingly rational manner the reason for his having 

chosen her: 

I 
press in here, sir, amongst the rest of the 
country copulatives, to swear and to forswear; 
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according as marriage binds and blood breaks: 
a poor virgin, sir, an ill-favoured thing, sir, 
but mine own; a poor humour of mine, sir, to 
take that that no man else will: rich honesty 
dwells like a miser, sir, in a poor house; as 
your pearl in your foul oyster.^' 

Campbell continues his comments concerning the final mass-

marriage scene by observing that this speech is better 

evidence than the appearance of Hymen himself that Shake

speare is burlesquing the "hurry-scurry unions usually 

22 made in the last scent of a romantic comedy." After 

all, who would believe that Touchstone's and Audrey's was 

a marriage made in Heaven? 

As mentioned before, Silvius and Phebe provide the 

play with the direct antithesis of the anti-romantic 

Touchstone. Sin^e Shakespeare, through these characters 

and their antics, is poking fun at the artificial conven

tions of literary pastoralism, it is not his dramatic 

purpose to make them psychologically complex, or in fact, 

even plausibly human. Just the opposite: Silvius and 

Phebe represent deliberate stereotypes, 

Silvius neglects his own interests as a shepherd. He 

is described by the older and wiser Corin as: 

That young swain that you saw here but 
erewhile, 23 
That little cares for buying any thing. 

He is like the typical lover of the sonnet tradition, drawn 
0 A 

by love to "many actions most ridiculous," His imposition 
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upon his friends with the praises of his disdainful shep

herdess has already been documented. Love has blinded 

him to the scornful true character of Phebe, He is a 

wretched victim of the pastoral love tradition, 

Phebe, on the other hand, is guilty of another form 

of self-deception: puffed-up vanity, S, Schoenbaum has 

studied the physical make-up of Phebe and concludes that 

her coloration—dark hair and dark eyes—would have been 

25 considered extremely unattractive by the Elizabethans, 

Indeed, she is described by Rosalind as "foul," and is 

further urged by Rosalind to marry Silvius while she still 

has an opportunity: 

For I must tell you friendly in your ear, 25 
Sell when you can: you are not for all markets, 

27 

Towards Silvius, Phebe is "proud and pitiless," Her 

scorn belongs to a literary tradition, but it may be also 

a result of her impatience with the stereotyped imagery of 

her lover's poetry. Despite this possibility, she does 

become a victim of the praise heaped upon her by this 

single admirer. Silvius has flattered her into believing 

herself a great beauty. Rosalind bluntly acquaints her 

with the truth concerning her looks, but ironically Phebe 

falls in love with the young maid disguised as Ganymede, 

and her love is intensified by "his" insults. 
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Phebe's infatuation is thus analyzed by Barber: 

" , , , (Rosalind) appears in her boy's disguise 'like 

a ripe sister,' and the qualities Phebe picks out to praise 

are feminine. She has, in effect, a girlish crush on the 
28 

femininity which shows through Rosalind's disguise," 

More likely, this misdirected affection is only a device 

of Shakespeare's to further underline the foolish character 

of this flighty female. 

One of the most appealing tongue-in-cheek scenes of 

As You Like It occurs during the confused wooing between 

Silvius and Phebe, with Rosalind, alias Ganymede, in at

tendance. Prompted by Phebe»s mawkish request, inspired 

by his infatuation for the coy shepherdess, encouraged by 

the equally enthusiastic Orlando, and undeterred by Rosa

lind's contrariness, the youthful shepherd evolves a lyric 

of love comparable in technique, sentiment, and grace to 

other amorous poems of the time. The scene reminds the 

reader of the traditional pastoral singing-match; and, 

were it not for the wit of Rosalind, it would degenerate 

into just that. She snatches the scene from the jaws of 

seriousness and returns it to the comic muse: 

Phe. Good shepherd, tell this youth what 'tis 
to love. 

Sil. It is to be all made of sighs and tears; 
And so am I for Phebe, 
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Phe. And I for Ganymede. 

on. And I for Rosalind. 

Ros. And I for no woman. 

Sil. It is to be all made of faith and service; 
And so am I for Phebe. 

Phe. And I for Ganymede. 

on. And I for Rosalind. 

Ros. And I for no woman. 

Sil, It is to be all made of fantasy. 
All made of passion and all made of wishes. 
All adoration, duty, and observance, 
All humbleness, all patience and impatience. 
All purity, all trial, all observance; 
And so am I for Phebe, 

Phe, And so am I for Ganymede, 

on. And so am I for Rosalind, 

Ros, And so am I for no woman, 

Phe, If this be so, why blame you me to love you? 

Sil, if this be so, why blame you me to love you? 

on. If this be so, why blame you me to love you? 

Ros. Who do you speak to, "Why blame you me to 
love you?" 

on. To her that is not here, nor doth not hear. 

Ros. Pray you, no more of this; 'tis like the 
howling of Irish wolves against the moon.̂ -̂  

The character of Rosalind provides this pastoral comedy 

with a study in contrasts and contradictions. At once she 

is both a practitioner of the courtly art of sentimental 
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lovemaking and a mild critic of its triviality. The out

standing trait of Rosalind is that she is capable of ex

pressing both attitudes simultaneously and with equal 

conviction. She can at the same time actively engage in 

the languishing affectations, while appreciating their 

absurdities, Rosalind can be said to be her own touch

stone; and, through her wit, she is set above any need for 

ridicule by the comic spirit. It can be said of her without 

reservation that, because of her unswerving level-headedness, 

she is one of Shakespeare's most admirable female characters, 

Rosalind's complex attitude of involving herself in 

emotional sentiment, while at the same time mocking every

thing associated with romantic love, is fully revealed in 

the first wooing scene between Orlando and herself. Although 

not so much the stereotype that Silvius is, Orlando is never

theless insistent upon courting Rosalind by the romantic 

book. He has been hanging verses to his lady, the "fair, 

the chaste and unexpressive she,"-̂  on trees throughout 

the Forest, Rosalind gently mocks these lines as those 

of the "tedious homily of love."^ She is told by her 

companion, Celia, that Orlando is in the Forest at that 

very moment. Deciding to maintain her disguise as Ganymede, 

Rosalind sets out to discover whether Orlando's love is 

real or feigned. 



39 

In the simultaneous role of Ganymede and herself, 

Rosalind immediately broaches the theme of love, and in 

her very first reference to it, she voices that complexity 

of attitude hinted at in earlier episodes: 

Ros, I pray you, what is 't o'clock? 

Orl. You should ask me what time o' day: 
there's no clock in the forest, 

Ros, Then there is no true lover in the forest; 
else sighing every minute and groaning every hour 
would detect the lazy foot of Time as well as a 
clock,-̂ -̂  

While she longs to ascertain whether Orlando is a true 

lover by insisting upon such romantic posturing on his part, 

she is also gently making fun of this very posture. 

When questioned by his ladylove, Orlando readily admits 

that he is the one "that is so love-shaked"-^^ that he runs 

35 about the forest and "abuses our young plants" with love 

poems to Rosalind. Ganymede/Rosalind then announces, much 

to the dismay of the lovesick young man, that he cannot 

possibly be in love because he shows none of the symptoms 

of the conventional lover: 

Orl. What were his marks? 

Ros, A lean cheek, which you have not, a blue 
eye and sunken, which you have not, an unques
tionable spirit, which you have not, a beard 
neglected, which you have not; but I pardon you 
for that, for simply your having in beard is a 
younger brother's revenue: then your hose should 
be ungartered, your bonnet unhanded, your sleeve 
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unbuttoned, your shoe untied and every 
thing about you demonstrating a careless 
desolation; but you are no such man; you 
are rather point-device in your accoutre
ments as loving yourself than seeming the 
lover of any other,36 

Again Rosalind is testing Orlando, while at the same time 

mocking the traditional concept of the distraught lover, 

Rosalind next attempts, in an almost half-hearted 

manner, to explore her own sex's tyranny over their foolish 

lover: 

He was to 
imagine me his love, his mistress; and I set 
him every day to woo me: at which time would 
I, being but a moonish youth, grieve, be ef
feminate, changeable, longing and liking, 
proud, fantastical, apish, shallow, inconstant, 
full of tears, full of smiles, for every pas
sion something and for no passion truly any 
thing, as beys and women are for the most part 
cattle of this colour; would now like him, now 
loathe him; then entertain him, then forswear 
him; now weep for him, then spit at him; that 
I drave my suitor from his mad humour of love 
to a living humour of madness; which was, to 
forswear the full stream of the world and to 
live in a nook merely monastic.37 

This ridicule of the conventional attitude of her sex toward 

the Petrarchan admirer is lost upon Orlando, This speech 

of Rosalind's, and others like it, for which Celia accuses 

her of having "simply misused our sex in your love-prate," 

cannot be taken v/holly at face value. They are but half-

serious, half-mocking, anti-romantic lectures, delivered 

by one who a moment after Orlando's departure admits to 

herself that she too is hopelessly in love. 
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More serious and direct mocking of romantic convention 

is employed by Rosalind when Orlando declares that without 

the love of his lady, he would surely die. She scorns the 

literary conception of the beautiful and moving death at

tributed to unrequited love: 

No, faith, die by attorney. The poor world is 
almost six thousand years old, and in all this 
time there was not any man died in his own per
son, videlicet, in a love-cause, Troilus had 
his brains dashed out with a Grecian club; yet 
he did what he could to die before, and he is 
one of the patterns of love, Leander, he would 
have lived many a fair year, though Hero had 
turned nun, if it had not been for a hot mid
summer night; for, good youth, he went but forth 
to wash him in the Hellespont and being taken 
with the cramp was drowned: and the foolish 
chroniclers of that age found it was "Hero of 
Sestos." But these are all lies: men have 
died from time to time and worms have eaten 
them, but not for love.^° 

A few of Rosalind's rejoinders to the fickle Phebe 

have already been discussed. Probably her most severe and 

outspoken attack, however, occurs in a wooing scene between 

Silvius and Phebe. Phebe is at her best, or worst, in re

maining her scornful self while subjecting her ardent ad

mirer to a traditional test of love. Rosalind riddles the 

whole idea of courtly role-playing when she admonishes 

Silvius to desist in building an undeserved egotism for 

his lady: 

You foolish shepherd, wherefore do you follow her. 
Like foggy south, puffing with wind and rain? 
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You are a thousand times a properer man 
Than she a woman. 'T is such fools as you .̂  

That makes the world full of ill-favour'd children. 

As mentioned earlier, Shakespeare is not ridiculing 

either genuine lovers or love itself. Rather, he is pok

ing fun at the highly conventionalized words and actions of 

courtly lovers inspired by the sonnet tradition. Through 

the saneness of Rosalind and the wit of Touchstone, Shake

speare perfectly demonstrates his light regard for the 

trite absurdities prevalent in contemporary amorous 

literature. 



CHAPTER IV 

JAQUES: WOULD-BE SATIRIST AND 

THE MELANCHOLY TRAVELLER 

The character of Jaques has long caused much consterna

tion among critics of Shakespeare in general and of A^ You 

Like It in particular. He, like Touchstone, has no counter

part in Lodge's novel and is totally an invention of the 

author. Like Touchstone, Jaques is a critic of the folly 

of literary pastoralism; yet at the ssune time he is a much 

more stinging and severe cynic than his friend in motley. 

Touchstone can mock the absurdities of his fellow beings 

in the Forest of Arden, and the reader is amused by his 

lively wit and likeable roguery, Jaques, on the other 

hand, is not so easily acceptable. His bitter denuncia

tions of mankind and his railings against the world cannot 

be passed off as light burlesque by the audience or reader. 

Interpretations of the character of this intruder upon the 

sylvan setting have ranged the complete gamut of the critical 

spectrum. He has been called everything from the hero of 

the play, and the only sane personage therein, to Shake

speare's burlesque of a literary type, the melancholy 

43 
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traveller, popularly known in Elizabethan England. Because 

Jaques is the only character in the comedy who remains 

totally aloof from the dramatic action while passing satiric 

commentary on all that happens, a few scholars have argued 

that his pessimism is the pessimism of Shakespeare himself 

showing through. These critics argue that Jaques' lack of 

contribution to the story line of the play can mean only 

that the poet wishes him to be his own philosophical spokes

man. 

Concerning the complexity of the character of Jaques, 

Z. S. Pink has written: 

Anyone who will glance through the introductions 
of various editors . . . will be told that he is 
a misanthrope; that he is not a misanthrope, but 
is profoundly melancholy; that he is not really 
melancholy at all; that Shakespeare is laughing 
at him; that he is doing nothing of the sort; 
that Jaques is satirized in one scene, but not in 
the play as a whole; that his character contrasts 
most favorably with that of the exiled Duke; that 
exactly the opposite is true; that he is a sated 
libertine; that he is not, and never really has 
been a libertine; that he has been a libertine, 
but is an earnest teacher of virtue as he appears 
in the play; . . . that he is angry at his birth 
and fortune and discontented with everything; 
that he is "amiable, gentle, and humane"; that he 
is churlish and ill-natured; . . . that he is 
perfectly normal; and that he displays signs of 
incipient insanity.^ 

0. J. Campbell calls Jaques "Shakespeare's portrait of 

a familiar satiric type" and "an arousing representative of 

the English satirists whose works streamed from the press 
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2 
during the years from 1592 to 1599 inclusive," Campbell 

goes on to point out that Jaques enumerates the critical 

doctrines of these writers—Sir John Davies, John Marston, 

Sir John Harington, and Ben Jonson—in a form only slightly 

exaggerated. These writers took great pains to justify 

their critical freedom by insisting that their satire was 

all impersonal, and that they were attacking the vice, not 

the individual,^ 

Campbell cites verbal similarities in the speeches of 

Jaques to the works of these contemporary authors in an at

tempt to prove his thesis. One of Sir John Davies' epigrams 

stating the principle role of the writer of satire is strik

ingly similar in wording and thought to Jaques' soliloquy 

in Act II. Davies writes: 

But if thou find any so grosse and dull. 
That think I do to private taxing leane. 
Bid him go hang, for he is but a gull 
And knowes not what an epigramrae doth meane: 
Y/hich taxeth under a particular name, ^ 
A general vice that merits publike blame. 

Jaques expands and illustrates this same basic tenet of the 

satiric school: 

Why, who cries out on pride 
That can therein tax any private party? 
Doth it not flow as hugely as the sea 
Till that the wearer's very means do ebb? 
What woman in the city do I name 
When that I say the city woman bears 
The cost of princes on unworthy shoulders? 
Who can come in and say that I mean her. 
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V/hen such a one as she, such is her neighbor? 
Or what is he of basest function 
That says his bravery is not on my cost, 
Thinking that I mean him, but therein suits 
His folly to the mettle of my speech? 
There then! how then? what then? Let me see wherein 
My tongue hath wrong'd him. If it so him right. 
Then he hath wronged himself. If he be free. 
Why, then my taxing like a wild goose flies, 

Unclaim'd of any man.5 

Next, Campbell states that Jaques also delineates the 

extreme moral fervor with which the English satirists at

tacked the vice present in man: 
. . . Give me leave 

To speak my mind, and I will through and through 
Cleanse the foul body of the infected world^ 
If they will patiently receive my medicine.^ 

Campbell concludes that despite the claim of some isolated 

critics, Jaques is not a caricature of any one individual 

writer. He is merely a character through whom Shakespeare 
7 

expresses his unfavorable opinion of the entire group. 

If M You Like It represents an attempt by Shakespeare 

to indulge in formal satire as some critics would have us 

believe, then surely the character of Jaques would be 

painted with more refinement and dignity than is evidenced 

in this play. That Jaques considers himself a sound critic 

of man's imperfections is obvious. That he offers any real 

plan of action for remedial reform is much less obvious, 

however. Shakespeare, by the same token, is offering no 

such program for the betterment of man either. Jaques' 
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vindictive denunciations are mimicked, parodied, and bur

lesqued by Touchstone without any indication of really 

serious satire. Ironically, Jaques admires this burlesque 

quality in Touchstone and wishes that he too had the capa

bility to laugh at the foibles of man without always seek

ing to correct them satirically. In light of Jaques' 

admiration for Touchstone, arguments by the critics that 

Shakespeare is exercising true satiric bent in As You Like 

It seem unfounded. 

The purpose here is not, however, to decide whether 

Jaques is a spokesman for Shakespeare, a product of the 

author's bitterness toward mankind in general, or even a 

burlesque of contemporary satirists. No such simple answer 

to the problem of his character can be reached. Instead 

of probing for simple solutions, this study will examine 

the various aspects of Shakespeare's use of Jaques to 

further the comic spirit of As You Like It. 

Jaques is, for the most part, the burlesque of the 

"melancholy traveller" literary type popular, or at least 

of some concern, in many of the prose and poetic works 

of the turn of the seventeenth century. Jaques, like 

other melancholy malcontents, has witnessed the steady 

decline of man and his society and no longer wishes to 

be associated with other human beings. Timothy Bright, an 
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Elizabethan psychologist of sorts, notes in A Treatise of 

Melancholie that this condition of desired isolation from 

and rejection of the rest of humanity was often more than 

just a state of mind. It could very well be a mental 

disorder, which he called "adustion," caused by a disease 
Q 

organism contracted while the traveller was abroad. 

Whether a mental disorder resulting from a physical malady 

or only a depressed and cynical state of mind, the root of 

Jaques' melancholy lies in his experiences as a traveller. 

Rosalind immediately recognizes the symptoms and notes: 

"A traveller! By my faith, you have great reason to be 

sad."^ Jaques eagerly accepts her diagnosis. 

Rosalind goes on to observe that he fits the descrip

tion of the typical "Monsieur Traveller" in many of his 

actions and even in his singular manner of dress: 
. . . look you lisp and 

wear strange suits, disable all the benefits of 
your own country, be out of love with your na
tivity and almost chide God for making you that 
countenance you are, or I will scarce think you 
have swam in a gondola.'0 

Jaques is aware of his melancholy, and, like the tradi

tional cynical traveller Shakespeare is making fun of, he 

is also quite proud of it. His melancholy is cultivated 

and ambiguous, and Jaques is quite pleased to examine its 

source carefully: 

I have neither the scholar's melancholy, which 
is emulation, nor the musician's, which is 
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fantastical, nor the courtier's, which is 
proud, , , . but it is a melancholy of mine 
own, compounded of many simples, extracted 
from many objects; and indeed the sundry 
contemplation of my travels, in which my often 
rumination wraps me in a most humorous sadness. 

Like the rest of his kind, Jaques has lived the life 

of the libertine while touring the continent, and the Duke 

senior points to his former vice-ridden life as making him 

unworthy to pass satiric comment upon his fellows in the 

Forest of Arden: 

Most mischievous foul sin, in chiding sin: 
For thou thyself hast been a libertine. 
As sensual as the brutish sting itself; 
And all the embossed sores and headed evils, 
That thou with license of free foot hast caught, 
Wouldst thou disgorge into the general world.''̂  

Jaques exhibits all the characteristics of the melancholy 

traveller, or the "Englishmen Italianated" as Roger Ascham 

1 ^ calls the type, ^ except foppery. His licentious life on 

the continent has so increased his phlegmatic nature as to 

make him very similar to one of Ben Jonson's characters of 

humour. He is incapable of delight, no matter what the 

occasion; and life, he has come to believe, is nothing but 

futility and folly. 

His "Seven Ages of Man" speech typifies the disillu

sionment with which he has come to view life. Its pessimism, 

though profound in tone, is, however, not without flashes 

of ludicrous humour in its treatment of man: 
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All the world's a stage, 
And all the men and women merely players; 
They have their exits and their entrances. 
And one man in his time plays many parts, 
His acts being seven ages. At first the infant. 
Mewling and puking in the nurse's arms. 
And then the whining school-boy, with his satchel 
And shining morning face, creeping like a snail 
Unwillingly to school. And then the lover. 
Sighing like a furnace, with a woeful ballad 
Made to his mistress' eyebrow. Then a soldier, 
Pull of strange oaths and bearded like the pard. 
Jealous in honour, sudden and quick in quarrel. 
Seeking the bubble reputation 
Even in the cannon's mouth. And then the justice. 
In fair round belly with good capon lined, 
Y/ith eyes severe and beard of formal cut. 
Full of wise saws and modern instances; 
And so he plays his part. The sixth age shifts 
Into the lean and slipper'd pantaloon. 
With spectacles on nose and pouch on side. 
His youthful hose, well saved, a world too wide 
For his shrunk shank; and his big manly voice, 
Turning again toward childish treble, pipes 
And whistles in his sound. Last scene of all. 
That ends this strange eventful history. 
Is second childishness and mere oblivion, .̂ 
Sans teeth, sans eyes, sans taste, sans every thing. 

Jaques' melancholy bearing does not go unscathed, how

ever, as various characters poke fun at his negative cyni

cism. Shakespeare is amused by the pose assumed by this 

malcontented traveller and seeks through the words and 

actions of the other sojourners in Arden to expose the total 

pessimism of Jaques as unhealthy and unbefitting the Renais

sance concept of the ideal in man. 

Rosalind, again playing the part of the critic of in

sanity and foolishness at every level, makes fun of Jaques' 

melancholy: 
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Ros. They say you are a melancholy fellow. 

Jaĝ . I am so; I do love it better than laughing. 

Ros. Those that are in extremity of either are 
abominable fellows and betray themselves to every 
modern censure worse than drunkards. 

Jaq» Why, 'tis good to be sad and say nothing. 

Ros. Why then, 'tis good to be a post.''̂  

In a manner not quite so bitingly sarcastic, she then counters 

Jaques' assertion that his travels have shown him the futil

ity of man's existence and strengthened his bent toward 

melancholy: 

And your experience makes you sad: I had rather 
have a fool to make me merry than experience to 
make me sad; and to travel for it too!^o 

Even the eternally romantic Orlando, who is not always 

sound in mind and logic, bests Jaques in a duel of wits. 

Jaques hopes to make fun of Orlando's lovesick posture and 

to entice the young lover to join him and "rail against our 

17 mistress the world and all our misery." Orlando's verbal 

assaults against "Monsieur Melancholy" quickly reduce Jaques 

and his cynicism to their proper perspectives: 

Orl. I will chide no breather in the world but 
myself, against whom I know most faults. 

Jag. The worst fault you have is to be in love. 

Orl. 'Tis a fault I will not change for your 
best virtue. I am weary of you. 

Jag. By my troth, I was seeking for a fool when 
I found you. 



52 

Orl. He is drowned in the brook: look but in, 
and you shall see him. 

Jag. There I shall see mine own figure. 

Orl. Y/hich I take to be either a fool or a 
cipher.'o 

Touchstone also performs a large part in Shakespeare's 

burlesque of Jaques as a literary type. Jaques is so caught 

up in his illustrations of the depravity of man and the de

bauching human influence upon Arcadian life that he sees 

even the herd's failure to stop by the wounded stag as a 

sign that man's corrupt example has in turn affected the 

creatures of the forest. Nature has been so contaminated 

by man's association with it that Jaques finds it conveni

ent, even proper, to speak of the animals and the woods 

itself in strictly human terms. Touchstone recognizes the 

preposterousness of such a view on the part of Jaques, and 

in their first meeting in the forest, the clown uses a 

tongue-in-cheek pseudo-philosophy to impress the melancholy 

fellow with his own seemingly profound moralizations. The 

fool in motley proceeds to "moral on the time" in precisely 

the same ponderous idiom that Jaques would employ. Jaques 

is mistakenly impressed "that fools hjsould be so deep-

contemplative,"^^ when he reports to the exiled Duke the 

lines uttered by Touchstone in pronouncing the fact that 

it was ten o'clock: 
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'Tis but an hour ago since it was nine. 
And after one hour more 'twill be eleven; 
And so, from hour to hour, we ripe and ripe. 
And then, from hour to hour, we rot and rot; 
And thereby hangs a tale.^O 

YVhat Jaques fails to realize in his admiration is that 

Touchstone has just parodied his own style of melancholy 

moralizing. 

Jaques and Touchstone represent interesting variations 

in their roles of ironic commentators upon the thoughts and 

actions of other characters in the play. Robert H. Gold

smith has noted that Shakespeare offers a clear distinction 

between the views and functions of these two. Y/hile Jaques 

is obsessed with the evil of things as they are in real 

life, Touchstone's concern is to burlesque idealized life. 

While Jaques satirizes real life. Touchstone mocks the 

idealized expressions of pastoralism and romantic love. 

Jaques himself is also included among the objects of Touch

stone's mockery since he represents the most vulnerable 
21 

pseudo-idealist in the drama. Jaques never directly 

mocks conventional pastoralism per se. His main concern 

is to reject the impinging of courtly life upon the harmony 

of a pure sylvan setting. As far as the concept of romantic 

love is concerned, the malcontented traveller is opposed 

to the whole idea in the first place, not with just the ex

cessive use of convention as is Touchstone. 



CHAPTER V 

DUELLING AND THE HONORABLE QUARREL 

Touchstone takes advantage of Jaques' languid recol

lections of his own life in court and in the great world 

to turn the reader's laughter in a new direction. The 

clown pretends that he too has been a courtier, and his 

account of his adventures in high society forms a brief 

appendage to the vast body of contemporary literature de

voted to pointing out the many absurdities of life at 

court. To Jaques' doubting acceptance of his courtly 

pretensions. Touchstone defends his claim: 

If any man doubt that, let him put me to my 
purgation. I have trod a measure; I have flat
tered a lady; I have been politic with my friend, 
smooth with mine enemy; I have undone three 
tailors; I have had four quarrels, and like to 
have fought one.^ 

Touchstone further defends his assertion that he too 

has led the life of the courtier by demonstrating that he 

also knows how to quarrel "in print." His elaborate dis

tinctions between the "Retort Courteous," the "Quip Modest," 

the "Reply Churlish," etc., become a beautiful parody of 

Italian handbooks on duelling and the propriety of quarrels 

leading to an ultimate challenge: 

54 
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I did 
dislike the cut of a certain courtier's beard: 
he sent me word, if I said his beard was not 
cut well, he was in the mind it was: this is 
called the Retort Courteous. If I sent him 
word again "it was not well cut," he would send 
me word, he cut it to please himself: this is 
called the Quip Modest, If again "it was not 
well cut," he disabled my judgement: this is 
called the Reply Churlish, If again, "it was not 
well cut," he would answer, I spake not true: 
this is called the Reproof Valiant, If again "it 
was not well cut," he would say, I lied: this 
is called the Countercheck Quarrelsome: and so 
to the Lie Circumstantial and the Lie Direct. 

Jag. And how oft did you say his beard was not 
well cut? 

Touch. I durst go no further than the Lie Cir-
cumstantial, nor he durst not give me the Lie 
Direct; and so we measured swords and parted. 

Jag. Can you nominate in order now the degrees 
oT^the lie? 

Touch. 0 sir, we quarrel in print, by the book; 
as you have books for good manners: I will name 
you the degrees. The first, the Retort Courte
ous; the second, the Quip Modest; the third, the 
Reply Churlish; the fourth, the Reproof Valiant; 
the fifth, the Countercheck Quarrelsome; the 
sixth, the Lie with Circumstance; the seventh, 
the Lie Direct, All these you may avoid but the 
Lie Direct; and you may avoid that too, with an 
If, I knew when seven justices could not take 
up a quarrel, but when the parties were met them
selves, one of them thought but of an If, as, "If 
you said so, then I said so;" and they shook hands 
and swore brothers. Your If is the only peace
maker; much virtue in If.-̂  

Shakespeare could have had any one of a number of 

treatises on honor arid duelling in mind when he penned these 

absurd speeches by Touchstone. Probably the most likely 
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target of his burlesque, however, is one or both of the two 

volumes of Vincentio Saviolo's, Vincentio Saviolo his Prac-

"tise (published in 1595) and Of Honour and Honourable Quar

rels (published in 1594).^ Possibly Hugh Rhodes' Boke of 

Nurture or Scheie of good Manners (1550?) or even Sir Thomas 

Hoby's The Courtyer (1561) influenced Shakespeare. Actually, 

it is of relative importance what the title of the handbook 

was that the poet had in mind to burlesque. It is of more 

importance to xmderstand and realize that this genial mock

ing is exactly what is being accomplished. 

The influence and importance of such Renaissance hand

books upon the populace of England is commented upon by 

Louis B. Wright in his Middle-Class Culture in Elizabethan 

England: 

The handbook, ranging in its infinite variety 
from the treatise on a gentleman's training to 
the lowly almanac, was firmly established in 
Elizabethan England as a powerful instrument 
of popular education. Although the schools 
exerted a tremendous influence upon the intel
lectual development of the middle class, the 
handbooks proved a worthy supplement and no 
doubt actually contributed more than did the 
schools to the guidance and information of the 
populace because they were the means of self-
instruction used by purposeful citizens who 
could retain them for constant reference.^ 

With this observation taken into consideration, Shakespeare's 

double-edged ironic purpose becomes obvious. Not only is 

he joining the ranks of many of his contemporaries in poking 
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fun at courtly pretensions, but he is at the same time 

mocking the absurdities often found in these short-cut 

methods of self-education. 



CHAPTER VI 

CONCLUSION 

Shakespeare's As You Like It is not meant to be a 

critical guide in which the shortcomings of various literary 

traditions could be satirically magnified. Likewise, the 

play is not meant to be true satire in purpose, with the 

end objective being a call for reform on the part of 

writers on individual man. It is rather a tribute to the 

genius of the playwright: a play in which pastoralism, 

conventional romantic love, extreme melancholy, and courtly 

pretensions are the source of dramatic action and at the 

same time the subject of humane and genial burlesque. This 

burlesque is devoid of real harshness; yet the pleasant 

absurdities that exist are brought into true focus. As You 

Like rt is at once a pleasant romantic comedy, enough to 

gladden the heart of the less sophisticated, and still a 

joyously critical analysis of the same literary traditions 

it embraces, sufficient to please the more subtle reader 

or audience. 

The burlesque element, however obvious it may be, 

does not interfere with the charming love story Shakespeare 

58 
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has penned. In fact, both aspects of the play, the pas

toral love story and the gentle burlesquing of the charac

ters and situations involved, merge in a very effective 

yet entertaining union. 
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