


ROSALIND

(William Shakespeare, 1564-1616)

(As You Like It, 1599)1

(Rosalind)

It is not the fashion to see the lady the epilogue;

but it is no more unhandsome than to see the lord

the prologue. If it be true that good wine needs
no bush, ’tis true that a good play needs no
epilogue. Yet to good wine they do use good

bushes, and good plays prove the better by the

help of good epilogues.[. . .] (Epilogue 1-7)



(Hugh Craig)

(“ Shakespeare typically made abundant use of the
most commonplace words to produce far from commonplace

effects ”)(65)

(Greg Col6n Semenza)

(“historicist debates about Shakespeare’s
own radicalism or conservativism have gradually been overtaken by

more reception-oriented studies ”)(322)



(Suzan C.

Biondo-Hench)
(“ the comedy is
a movement toward identity, which, by the end of the play, finds its

fulfillment in marriage ”)(41)

— (Orlando)

(Oliver)

(Jaques)

(“Now,

sir, what make you here? ”)(1.1.27)

(“ What mar you then,

sir? ”)(1.1.29) (“ Marry,



sir, be better employed, and be nought awhile ”)(1.1.33-4)

OLIVER I know not why— hates nothing more than he. Yet

he’s gentle; never schooled, and yet leaned; full of
noble device; of all sorts enchantingly beloved; and,

indeed, so much in the heart of the world, and

especially of my own people, who best know him,

that I am altogether misprized. [. . .] (1.1.154-

9)






OLIVER Twice did he turn his back, and purposed so.
But kindness, nobler ever than revenge,
And nature, stronger than his just occasion,
Made him give battle to the lioness,
Who quickly fell before him; in which hurtling

From miserable slumber | awaked. (4.3.128-33)

— /
/

(“1 do not shame/To tell you what | was,

since my conversion/So sweetly tastes, being the thing |

am ”)(4.3.136-8)

— (Margaret Maurer)

(“ Love, in what is now for her the best sense,
depends on the sheerly physical experience of seeing this desirable

object ”)(500) —



(“ That but seeing, you should love her? And loving, woo?

And wooing, she should grant? ”)(5.2.1-3) (Aliena)

(“ the small acquittance ”)(5.2.6)

(“ Nay, now thou goest from Fortune’s office to

Nature’s 7)(1.2.38-9)



(Ganymede)

(Peter N. Singer)

(“ The expression combines the
suggestion of heightened emotion with a neutrality— which indeed
must be a central feature of dramatic masks in general— between
specific emotions, enabling the character to move between anger,

joy, lustfulness, disappointment, etc. ”)(320)

ROSALIND 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



ORLANDO

ROSALIND

clock.

And why not the swift foot of time? Had not
that been as proper?

By no means, sir. Time travels in divers paces
with divers persons. Il tell you who time
ambles withal, who time trots withal, who time
gallops withal, and who he stands still withal.

(3.2.293-301)



(Jaques)

JAQUES All the world’s a stage,
And all the men and women merely players.
They have their exists and their entrances,
And one man in his time plays many parts,

His acts being seven ages. [. . .] (2.7. 140-3)



/
(“ second childishness and mere oblivion, / Sans teeth, sans eyes,

sans taste, sans everything ”)(2.7.165-6)

(“ To see no pastime, |1 7)(5.4.190)

(“ abandoned cave 7)(5.4.191)

(George Gordon)

(* the laughters and sighers live side
by side, like good neighbors: on only one condition: that neither
shall commit excess or compete for attention at the expense of the

other 7)(472)



(Olivia Drexler)

(“Individuals who are
disabled often struggle to find partners and find alternative ways

to deal this issue 7)(143)



My way is to conjure you; and I’ll begin with the women. |
charge you, O women, for the love you bear to men, to like as
much of this as please you. And I charge you, O men, for the
love you bear to women,— as | perceive by your simpering none
of you hates them— that between you and the women the play

may please.[. . .] (Epilogue 10-6)



(Graham Holderness)

(“ Shakespeare’s imagination could
make things from a thousand years ago appear, but he could
do so only by making his stage and actors take on the convincing

appearance of a thousand-year-old reality ”)(55)
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