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CHAPTER I

THE PURPOCE IN ADAPTING AND PRODUCING
A BHAKESPEARFEAN PLAY IN HIGH SCHOOL
AND THE CONDITIONS UNDER WHICH IT WAS PRODUCED

The purpose of thie thesis project has been three-
fold: to indiecate the feasibility of producing Shakespeare
in a small high school, to introduce a small community to
the enjoyment of Shakeepearean comedy, to provide other high
school directors and casts with a workable script and stag-
ing plane for Twelfth Night. The end result of this project,
the presentation of Twelfth Hight on the stage of the Grand
Ledge High School has indicated that Shakespearean production
1g feaegible in the small school. Persgonal comment by come
munity leaders, which will be found in the appendix, has
shown that a small community was successfully introduced
to the enjoyment of Shakespearean comedy., Complete script
and gtaging plans have been provided in Chapteres III and
VI to give other casts and directors workable tools for the

vroduction of Twelfth Night.

The presentation described here was one of the bi-
annual productions of the Grand Ledge High School dramatics
department under the directorship of the teacher of the
class in dramatic arts. Before the detalls of the adapting,
directing, and etaging problems of this production are des-

Cribed, the reasons for pregentation and adaptation and the
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2
conditions under which the prerentation was made should be re-
prorted. This chapter, then, will include an analysis of the
specific situation under which motivation for Shakespearean
production was given, a survey of suitable adaptations of
Shakespeare for high school actore, descriptions of the
Grand Ledge High School and the school community, considera-
tions of the relationship of dramatics to the total school
and community program, and a descoription of the school's
facilities for dramatic productions.

Motivation for Shakespearean production originated
in the oclasses in English and dramatie arte which the direc-
tor taught and was further fostered in her classes by the
study of Shakespearean drama from an acting approach. Fleld
trips to nearby collegeg and little theaters enabled the
students to see the poseibilities of playing Shakespeare.

Once the plan for Shakespearean production had been
made, the director found little material in either previous
production plans or printed scripts of suitable adaptabllity
to high school.

That any of the classics are infrequently produced
may be determined by study of the publications related to
high gehool dramatic production. Seven hundred and forty
8choolg reported to the National Thesplan Soclety the plays
they had produced in the 1950-1951 school year. Nineteen

Of thege were classics: eight Moliere, seven Shakespeare,
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and four Sheridan. The Shakesnearean productions were four

productions of The Taming of the Shrew, and one production

each of A Winter's Tale, A Midsummer Night'g Dream, and
mmgg_ggngulieg.l A survey conducted by the Drama Division
of the Michigan Speech Association showed that among three
undred and thirty-four productions done in the high echools
of Yichigan in the 1950-51 school year, not a claseic was
listed among them., 2 |
The infrequency with which Shakespeare is played in
high school may be accounted for in part by the lack of
suitable published adaptations. The major dramatic publisgh-~
ing houeesg liet the Globe Theater versions publisghed by
S8amuel French and Forty Minute Classics published by Row=-
Peterson and only one three-act adaptation, a modernized
vergion of The Taming of the Shrew, published by Row-Peterson. -
The Belle Kennedy version of The Taming of the Shrew 1s now
out of print. Samuel French liets acting versions fron the

English stage for the major works, and Macbeth and Romeo

and Juljet as played by Edwin Booth, and Ag You Like It,

1 Mimeographed list distributed by the National
Theaplan Society, College Hill Station, Cincinnati, Ohio,
October, 1951,

2 Dittoed 1ist distributed by the Drama Division
of the Michigan Speech Association, October, 1951,

3 Row-Peterson Plays Catalog (Evanston: Row-Peterson
Company, 1952), p. 137



y

ieF

.



arranged by Alfred Young.u Harper and Brothers publish
The Mercury Sha%esgpeare by Orson Welles and Roger Hill,
vith accompanying recordinga.5

A brief description of the Grend Ledpge High School
and the school community will serve as a background for the
problem. The school 1s a class B high school, located in
a town with population of five thousand, eleven miles from
Lansings The Inter-gcholastic Athletic Assoclation and the
State Department of Public Instruction designate claess B
high schoolgs on an enrollment basis of two hundred and ninety-
nine minimum, seven hundred and ninety-nine maximum. The
school draweg ite students from a rural area of approximately
three hundred square miles. It has an enrollment of seven
hundred and fifty-eight punils in its eighth, ninth, tenth,
eleventh, and twelfth grades., Fifty-eight per cent of ite
studente are brought to school by bus. The school 1s a
nember of the geven school Capital Circuilt League in
athletic competition, a consistent first division band
winner in the Michipgan Band and Orchestfa Agsoclation
Festival, the location of one of the six largest Future

Farmerg of America chapters in the state. In 1951 the

4 Basic Catalogue of Plays (New York: Samuel French,
1946), p. 362

5 Orson Welles and Roger Hill, editors, The Mercury
Shekespeare (New York: Harper and Brothers, 1939)
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school graduated about geventy-five ver cent of its 1947-48
freghman ¢laes. Twenty-glx per cent of these graduates
entered institutiones of higher learning.6 The state aver-
age graduation of ninth graders of the game year was seventy-
one per cent.7

An understanding of characteristice of the adult
population will round out the picture of the school com-
munity. The majority of the wage earners are farmers or
ungkilled or egemi-gkilled factory workers. The number of
professional workers ig low. The educational status of the
adults of the school-community may be indicated by a survey
rade in 1549 which listed the following figuree for parents
of high echool pupils: 7.8 per cent d1d not complete
elementary school:; 23.16 per cent completed elementary
school; 31.12 per cent attended, but did not finish high
school; 19.2 per cent completed high school; 6.72 per cent
attended dut 4id not finlsh college, normal, or junior

college; 4.8 per cent completed normal school or junior

6 Mimeographed sgheet on file in office of Superin-
tendent of Schools, Annual Drop-out Study (Grand Ledge Public
Schools, 1952)

7 J. F. Thaden, "Potentlal Michigan Publie School
Enrollment” Article 34-~53, Quarterly Bulletin, Volume 34
Number &4 (East Lansing: ﬁic igan Agrlcuiturai Experimen%
3tation, May 1952), p. U459



college; 7.2 per cent completed a four-year collepe
courae.8

This educational status may be refleocted in the
vocabulary level of the high school pupils who rank slight-
ly below egtablisghed norms on the language sections of the
California ﬁental Maturity test, the Grand Ledge High
S3chool student!'s median age on language eections of the
test being from two to four months below his chronological
age in testing regultes of the last five yoars.9

The goclal and cultural life of the community is
influenced by its proximity to Laneing. Many teen-agers
and young adults find recreation in Lansing's bowling
alleys, roller rinks énd motion plcture theatres. A very
gmall percentage of the town'!g population attend the Michie~
gan State College lecture-concert series, the Lansing civic
concert serieeg, or the Lansing Civie Theatre Gulld pro-
duetions. A very few adults are members of professgional
or cultural organizations in Lansing.

The community itself offers little entertainment

8 Mimeographed sheet on file in office of Superin-
tendent of Schools, Educatlonal Statug of Adults (Grand
Ledge Publie Schools, 9

9 Graph on file in office of Testing Department,

Percentilee on California Mental Maturity Tegt (Grand Ledge
Public Schools, 1953



for teen-agers except for a small motion picture theatre
and a bowling alley. The school supplements the city's
lack with a recreational program of football and basket
ball games or dances filling almost every week end of the
school calendar.

Adult clubs and fraternal organizations are numerous.
The community has three women'g clube with a total member-
ehip of one hundred and fifty. These clubg affiliate with
the ecounty, state and national federation of women's clubs.
The Masong and Fastern Star have the largest memberships
among the fraternal orders. There are three other lodges.
The Rotarians and Lions! Club have active meumberships. A
Chamber of Commerce and Junior Chamber of Commerce are well
supported by the business men.

The religious life of the community is represented
by eleven denominations with a total membership of 2270
vhich 1s drawn from the Grand Ledge urban area and the
surrounding rural area as well. The larger churches are the
Catholie, Congregational, Methodigt, Baptist, Eplacopal, and
Lutheran. These, with the exception of the Baptist, are
liberal-minded and encourage active participation by thelr
members in all community affairs. The Baptists, and the
gmall denominationa of MNazarenes, Church of God members,

Free Methodists, and Seventh Day Adventipgts are less liberal;



certalin menbere of these denominations do not permit thelir
children to dance, use cosmetica, or attend movies or plays.

This minor ultra-conservative element is not notice-
ably vocal. There has been no example in recent years of any
group instigating reforme in school policies, nor any attempt
on the part of these minority groups to impose any sort of
censorshin on school activities.

In certain areas the school practices a self-imposed
censorship conforming with what it believes to be the general
comrunity feeling. Ctudents are not permitted to esmoke in
the block in which the school 1s located, since this 1s
school property. No smoking by etudents 1s permitted in the
building at any time. A chaperone committee of at least
four teachers attends dances. Smoxing and drinklng are not
tolerated. Students and alumni accept this dictum almoet
without question.

Thie eame self-imposed censorship carries over to
the dramatie program. Smoking 1s not permitted on the gtage.
The matter of drinking 18 viewed gomevhat differently. The
administration has asked that the department avoid plays in
wvhich social drinking 18 an integral part of the play, be-
lieying that students should not be playing roles in which
characters not too unlike themselves drink as the accepted
thing. The adminiestration believes that the Grand Ledge

community does not accept social drinking as an essential



of ite eoclety. On the other hand, the administration be-
lleves that drinking on the stége, 1f 4t is far removed
from the student's own goclal realm, ie acceptable, Thus

the elderberry wine in Arsenic and 0ld Lace, the champagne

in Charley's Aunt, and Sir Andrew's and Sir Toby's drunk-
enees in Twelfth Nipght were permitted by the administration

vithout question. The wine cellar scene was played with
Elizabethan broadness, since the director felt that such
treatment increased the scene's effectiveneass and the
audience's enjoyment of 1it.

The absence of critical comment on the drinking in
Charley's Aunt and the general audience reaction to previous
dramatic productions -indicated to the director an average
community audience vhich accepted with a wholesome attitude
reality on the stage as she had so far presented it.10

In general the community supports its school and
the school's policies. The Parent-Teacher Agsocliation has
an active nrogram which is supported mainly by parents of
elementary school children, If teachers have any complaint
about community attitude on the secondary level it is that
the parents and taxpayers avnear to be gomevhat indifferent

to the eduecational problems of the community's young people.

10 pergonal interview with Mr, Kenneth Beagle,
Superintendent of Schools, Grand Ledge, Michigan, May, 1951.
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Considering the foregoing facts of the economlc,
soclal, and cultural environment of its pupils, the Crand
Ledge High School curriculum aime to serve the needs of the
young people of the gpecific community. Vocational train-
ing 18 emphasized, with four-year courges in home making,
vocational agriculture, and commercilal subjects. There is
a two~-year course in woodworking shop, and one year each in
printing, mechanlical drawing, and architectural drawing.
York experience and driver training are offered in the
twelfth grade. Orand Ledpge 1s a North Central accredited
school, and satisfleg the college agreement requirements
set up by the Michigan Secondary School Principals Association
ani the colleges of Michigan.

Dramatics 1s fitted into the currioculum with a class
in dramatie arts, and is in addition one of the school's
major extra-curricular activities. In 1948 dramatic produc-
tion was made the responsibility of a single teacher, and a
class in dramatic arts was offered for eleventh and twelfth
graders. Thie class 1s now coordinated with the Thesplan
troupe. The dramatic department is the sole sponsor of
dramatie productions, having its own financlal acecount, and
spending profits from its productions as it sees fit. Two
major productions are scheduled yearly, casting tenth,
eleventh, and twelfth graders on an open tryout basis.

In 1948 the drama department took its cue from the
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music department in building community intereet through

good pudblicity and high standards of performance. The par-
ents of the students were brought closer to the program, a
Thespian troupe wag reactivated to motivate student partici-
pation, inereasingly difficult plays were selected for
pregentation, and students were given the opportunity to

cee little theater and college productions.

Ags the standards for dramatic produetion were grad-
ually raieed, and as aporeciation for the better types of
dramatioc entertainment grew, the gtudents in the dramatics
department became increasingly intereeted in the challenge
of introducing Shakespeare to their community. In 1950,
vhen a tenth grade Engligh class aseembly presentation of
the mechanice' scene from A Midsummer Night's Dream met
with enthugiastic reception by the gtudent body, the pres-
entation of a Shakesgpearean comedy was incorporated in the
long range plans of the dramatices department.

‘The physical conditions under which the play was
produced were probably average. The gymnaslium which houses
a stage is a common architectural feature of schools in
gsmall communities throughout the country. This design has
attendant problems for the high school dramatics department.
In addition to the problems of cooperaticn with the athletie
department, the teacher of dramatice has another problem in

the adjuetment of her program to the community uses of the



12
gymnagsium and stage.

In Crand Ledpge, since it is the only publie place in
the city where more than three hundred people may be seated,
the high achool gymnasium, which doubles as an auditoriunm,

18 used for community gatheringes aes well as for school affairs.
Any community groun may use the gymnasium without charge, if
their meeting is in the public interest. The following com-
munity activitiee were held in the gymnasium during a two-
month period in the 1951-1952 gchool year: Cub Scout Jamboree,
John Deere Day, Lions' Club Minstrel Show, Child Study Club
Style Show. These events were in addition to the use of the
gymnasium which the school made in thie game period for such
events as a band concert, a grade school talent show, school
danceag, Parent-Teachers! Agsoclation meetings, and a hobby
ghow. Thus it may be seen that the school gymnasium is in
constant use as a focal point of community life. Ae a

result, the high school dramatie program must be co-ordinated
with the community activities in a sharing of the use of the
gymnasium and stage. An example of this necessary co-
ordination occurred in the week preceding the production

dates for Twelfth Night. A style show eponsored by the Child
Study Club was held in the gymnasium on the fourteenth of
March., Since this date could not be changed, the dramatics
department cooperated with the organigation by supplying

scenery and a stage manager whose responsibility it was to
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see that Twelfth Night properties and furniture were not used
or damageq.

The facilities for dramatiec produstions in Grand
Ledge High School are limited. There 18 no room for the
exclusive use of the dramatics department., The class in
dramatic arts meets in an English e¢lassroom, and may use the
gtage for 1ts c¢lase only when physical education clasces
meet outside in fair weather. There is no workroom, The
stage 18 located on one of the long walls of a sixty-five
by ninety foot gymnasium., Sight lines are bad. The audience
is seated in folding chairs on the floor of the gymnasium
and on bleachersg along the wall oprosite the stage. VWhen
chairs are placed in rowg that are parallel to the gtage and
not longer than the proscenium arch width, three hundred
and fifty persons may be seated on chalrs and bleachers.
Acoustics are only falr.

The proscenium wall is ninety feet wide and twenty-
eight feet high, with a proscenium arch that 1s slxteen feet
and six inches high and thirty-three feet and six inches
wide. Off stage left is an exit to a hall which leads to
the girls' athletis office, the gymnasium floor, and girls'
ghower room. A large case for a grand plano and a smaller
case for a juke box are located off left stage. Off sgtage
right 18 an exit to the boys' athletic office, a small

athletic storeroom, and boys' shower room. A ladder
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ascending to a loft located above the boys' athletis offilce,
the switchboard, and a case for a nublic address system are
algo located stage right. The on-stage floor gpace is forty-
nine feet and gix inches wide and twenty-one feet deep. The
stage flooring is hardwood; screws and naila may not be put
in it. A three-foot wide arron cutg the depth from curtain
line to back wall to eighteen feet. The footlight trough 1is
located six inches from the outside edge of the apron., Filve
etéps at either end of the anron degcend to the gymnasium
floor. The gtage floor ig three feet and six incheg higher
than the gymnasium floor. There is no fly epace. From the
top of the pnroscenium arch to the ceiling is a space of eight
feet and six inchea. There ig no gridiron. Screws placed
in the celling support from heavy chaine and wires three
border ecurtains, a scenic drop, two strip lights and three
flood lights. There are no tormentors or teaser. The act
curtain is a draw type, on a traveller. A tan cycloramie
curtain hangs from battens attached by wires to the ceiling.
This curtain encloses an acting area thirty-four feet and
six inches wide by eighteen feet deep. Three matching
border curtains are hung at depths of three feet and seven
inches, seven feet and eleven inches, and thirteen feet
and eleven inches. The ground plan of the stsge and adjoin-
ing rooms is found at the end of this chapter.

Lighting facilities are meager. The switcnboard 1is



15
wifed for twenty-aix circuits. A master switch throws all
stape lights; another master switch throws all house lights.
A portable dimmer controls two thousand watts. Two strip
lights in circults of red, white, and blue bulba are hung
directly behind the act curtain and the middle border curtailn.
™hree flood lights, consisting of ordinary metal reflector
shades into whiech three hundred watt bulbs are screwed, are
vermanently fixed from the ceiling at a point slightly above -
the front etrip lights. Fontlights in three circuits of
red, white and blue are located in six troughs in the apron.
Six metal ¢lamp-on reflectors are avallable. Two epot-flood
combinations, for use with photoflood bulbs and mounted on
metal tripods have a very limited use. Three outlets are
epaced symetrically on the backstage wall at a helght of
gix feet. Floor pockets with three connections each are
located stage right and left. Eipght outlets are equally
spaced in the extreme front of the apron. Three outletsa
are located on the back wall of the gymnasium opposite from
the stage at a height of four feet from the top of the bleach-
erg. All of the outlets listed here are controlled at the
switchboard.

The foregeing will enable the reader to understand
the situation in which the production of Twelfth Night oc-
curred. The chapters which follow are an analysis of play

selection and casting problems, the script which was sdapted
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for this particular high school cast, an analysie of the
problems of acript adaptation, an analysis of the direct-

ing problems, and an analysis of the problema of production.



GROUND PLAN OF THE STAGE
AND ADJOINING ROOMS

17



Coachs stere

voor~ - ™) o) el N e 494" i _7“[ e —
)
== y - J 2/ | 7I7u l,"' dowh
Coach's oggice ; Prane Girls Athletic
ron | ca
— 122 | [re}erd ) . 50~ o¢¢ice
yer S‘f 4 g& ‘ e 5? “w
. ; & e -
sds tem : Star
,T Bex ha({
: : n 3
: 2y
- AR | O
v G fo.*(ls‘/>
7 & = | =) | Ly JL = B J

Gymna stvere flolrlzvc ¥ F 1
\

R -

Ground Plan

Sf‘a.ge awnd ad,‘on’ning rooms
Grand Ledge High School

scale % = Jio“
Decem bev 31, Igfa

|
l
|
|




pros



CHAPTER IIX
AN ANALYSIS OF THE PROBLEMS
OF PLAY SELECTION AND CASTING

Before the detalls of the adapting, directing, and
staging of thie production are described, the reasons for
gelection of Twelfth Night and the casting problems which
wvere involved should be given. This chapter will record
the situation in which the play selection was made, the
considerations which led to the cholce of Twelfth Night for
produestion, and the factors whiech influenced the casting of
1t.

At CGrand Ledge High School there is no standing con-
mittee for play reading. Play reading 1s encouraged by the
maintenance of a library of over two hundred one-aoct and
three-act plays in the dramatic arts clasgsroom and the
teacher?!sg requirement of play reports by the etudents in
dramatioc arte. In addition to the use of many plays for
reading alone, the students in dramatic arts use the play
library for acting assignmentg in their classwork. Another
project which encourages participation in play selectlion and
reading 18 a written unit in which every student in the olass
in dramatio artes studies play catalogues, selects a play
suitable for production in the loeal situation, tentatively

caste 1t, and designs the scene for 1t. The reading of
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Shakegpearean plays is encouraged by studies in the tenth
grade English classes and the class in dramatic arts. Many
copieg of a variety of Shakespearean plays sre made avall-
able in the classroon library. In addition to reading,
numernus activities in acting are undertaken.

Play selection of the blannual Thespian productions
1s on an informal basis. There ie no play selection com-
nittee. With the environment of reading described above,
interested students discuss, both among themselves and with
the teacher, many plays which they consider possibilities
for production. Once the motivation for Shakespearean pro-
duction had been given, as indicated in Chapter I, the teach-
er constantly eought expressions of opinion as to which
Bhakespearean play was ¢ongidered most sultable for production.
Thus, although the final selection of the Shakespearean play
for produetion in 1952 wvas the directorts reasponsidbility,
this éelection was not done without previous indiecation by
the ptudents that they would conocur with the cholce.

The protlem of play selection was simplified at the
beginning by the elimination of the Shakespearean tragedies
as possibilities for production in the specific slituation.
The lack of interest on the part of the Grand Ledge students
for production of Shakespearean tragedy motivated this elimi-
nation. Experiences with Shakespearean drama in English

clasges, 23 indlcated in Chapter I, hed proved the greater
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popularity, in the specifie situation of the comedies.
Those comedieg which vere favorites with the students
were The Tempest, A Midsummer Night's Dream, The Taming

of the Shrew, As You Like It, and Twelfth Night. The Tempest
vas elinminated first because of its staging ocomplexities.

Inadequate lighting for the gtorm scene and the abeence of
rigging facilities made the proper pletorial background a
difficult problem. A Midsummer Night's Dream precented

problensg of staging and audience reaction. Again the lack
of adequate lighting, plus the abrence of guitable cyclorama
made extremely difficult the background of beauty which
might enhance the production, In addition, the fantasy wvwas
congldered perhapsg more diffiocult than comedy to sell to the
potential school audience. Throughout a five-year acquaint-
ance with students of the cormrmunity the director had noted
a particularly negative regponge to literature of fantasy.
For thie reason, che felt that the first introduction to
Shakespearean production should not be a play that demanded
much use of imagination. The Taming of the Shrew had been
greatly enjoyed by the gtudents and might have been well-
cagt in all but the role of Katherine. The absence of a
suitable actress for the major role removed the play from
congideration, The cholce then rested between As You Like
It and Twelfth Night. Casting consliderations at length ruled
out As You Like It. Although many of the roles oould have
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been cast and adequately played, there were, in this parti-

cular year, no actors capable of handling the romantic quali-
ties of Rosalind and Orlando. Twelfth Night offered good
comedy, an evcellent distribution of roles, technical problems
not insurmountable on the nmall stage, and roles well within
the underetanding of young actors. In addition, the situa-
tion of mistaken identity of Viola and Sebastlan presented
possibilities for nublicity that would be attractive, parti-
cularly to students. Fow this was used will be found in the
gection on publicity in Chapter VI.

While play selection was still tentative, actors
suitable for the major roles in the last three plays listed
above were contacted and arked to read lines for the direo-
tor. In this way sulitable notential actors were found before
the final decision on play selection. A brother and gister,
very eimilar in apvearance, intelligent, gond-looking, and
capable, although inexpverienced on the stage, were tentatively
selected for the roles of Viola and Sebastian. Two or three
students for each of the other roles were checked for their
availability before the final decleion to use Twelfth Night
for the production.

As soon as selection was made, tryout material was
prepared and mimeographed. There were relections for both
boys and girles from one-acts, two modern three-acts, and

two Shakespearean comedies, one of them Twelfth Night. All
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students trying out read all parts on the mimeographed
sheets, This gave them an opnortunity to try many types

of character. In addition, since poor readers are likely

to do poorly in tryouts, pantomime problemg were posed, to
which the students could add dlalogues if they chose. Try-
oute lasted for three days, being scheduled during the dra-
matie arts class to which students vho had a study period at
the hour the class met were admitted, and from three to five
o'clock after school hours. Following a first reading, some
etudents vere asked to come for a eeecond reading, or to read
in grouns 80 that relative sires, conloring, and contrasting
vocal qualities could be checked.

The following qualities were sought in casting each
actor: physical characteristics appropriate to the role and
in proper balance and contrast with otherg in the cast, gen-
eral intellectual cavacity, mental approach to the role, and
personal adaptability to the role. A brief description of
students who filled the roles will indiecate the degree to
wvhich these qualities were present. The brother and sister
who played the twin roles were of averapge height, the boy
being elightly taller. Both were dark-haired and fair-skinned.
Both had low-pitched, well-modulated voices. They were in-
telligent young people from a home of culture and refinement.

Their approach to any intellectual task alwaye had been
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serious and effective. The girl's personal adaptablility to
the role vas a weakness which will be further outlined in
Chapter V. Olivia was the game helght as Viola, but of more
delicate bulld. Her features wvere refined, her voice light
and of a higher pitch than Viola's. £She, too, approached
any mental taek with intelllgence and understanding. The
pogsession of both dignity and a well-defined interest in
the opposite sex gave her a personal adaptability to the
role of Olivia. Maria was the smallest pereon in the casat,
a vert, plump little blond, vhose voice was between Olivia's
and Viola's in pitch. She moved easily on the sgtage. A good
intelligence, a sense of rhythm, and her easy adjustment to
the boy actors who were caast in the other comedy roles made
her the logical choice for Maria. The Duke Orsino was a
tall, medium-blond with excellent carriage and commanding
gesture, the drum major of the high school marehing band.

He possessed superior intelligence and an attitude of serious-
ness. Valentine and Curio were well-built boys, elightly
shorter than Orsino, chosen for their good looks and einging
voices, since they served as revelers in the musleal inter-
lude preceding the wine cellar scene. Olivia's attendants
vere chogen for similar attributes. Both were pretty girls,
one blond, one brunette., They sang alto and soprano parts

in the revelers' gong, and the soprano sang the madrigal in
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the short scene preceding the final ecene of the play. The
gea captain who doubled as priest was an experienced actor
wvho could be depended uvon to 4o a small part well., This
was important since he carried much expoeitlon in the second
ecene., The sgeamen vho doubled as officers were fairly tall
boys with good postures and heavy voices, one very dark, the
other a medium-blond. Antonio was played by a stocky boy
with full, mature voice, superior intelligence, and active
imsgination. Probably the most physlcal contrast was needed
in the eomedlians. NMalvollo war a tall, well-bullt boy with
flexible voice. He had dark halr, heavy, dark eyebrows and
high-bridged nose. His good intelligence was an asset, but
his native dignity proved a handicap until he was able to
channel 1t properly as wtll be indicated in Chapter V. Sir
Toby had ths heaviest build of the boys, a powerful volce,
good comedy sense, and good gesture. A high degree of intelli-
gence and individuality made him an interesting problem in
direction which will be further coneidered in Chapter V.
Earlier experiences with the actor maie the director eager
to cast him ag Sir Toby. Sir Andrew vas played by another
exnerienced actor, a boy with very slight bulld, good fal-
setto voice when needed, excellesnt body control, and a good
sense of comedy. His face wvas long and thin, with long nose
and heavy black eyebrows. Fe possessed intelligence, flexi-

bility, imagination, and a degree of vanity which the director
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knew would be useful in the role of Sir Andrew. Fabian wvas

between Andrew and Toby in height, and more boyileh looking
than the other males of the cast. In casting him, the direc-
tor believed that his sencse of humor plus his earnestness
could surmount his reading and learning difficultles. Fercte
vag the shortest of the boys, slender, a medium-brunette,
vho had a pleasing tenor volce. His general intelligence
and oeccasional prankiehness geemed to fit him for the role.
The three mueglclans had to be chosen for thelr competence
on their instruments. By good fortune, they were rather
small girls of comparable heights who looked attractive in
Page coctames,

How the students here described were directed to use
their phyelocal and mental equipment in development of thelr
roles will be explained in detall in Chapter V.



CHAPTER IIX
The Seript of Twelfth Night
Adapted for High School Productlon



ACT I, SCENE I

Dusinecs Cues
Onening: Oreino ie lounging Lights at opening:
in chair D.R. Hige attention to Houee lights off
mugle 1e ranpt. Curlo on bench U. Red and blue foots and borders
C. Fegte on bench D.L., wood- Npen act curtain
wind trio behind hin. Onen foreetage curtain

Yuriclans begin
1. Trio rlays introduction,
Feste sings, plays guitar.

2. Fecte rieces, makes sweening
bow,

3. Oreino eipnales Fecete to re-
sume his seat. Song continues.

L, Feste eilts cross-legged on
bench, his guitar in his lap.

€. Curio X to Orsino.

6. Curlo shrugs eglightly and
reguries geat at bench U.C.

Warn Valentine entrance
D.L.
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ACT I, SCEuE I
Scene? An apartment in the Duke'e palace,.

Feste: (1) Come avay, come away, death,
And in esd cypress let me be laid;
Fly away, fly away, breath;
I am glain by a falr cruel mald.
My ghroud of white, stuck all with yew,
C, prepare 1it!
My part of death, no one go true
Did share 1it. (2)

Duke: If music be the food of love, play on;
Give me excese of 1t, that,? feeding on it,
The appetite may sicken, and eo die,
That strain again! it had a dying fall:
0, it came o'er my ear like the sweet esound,
That breathes upon a bank of violets,
Stealing and giving odorl (3)

Feste: Not a flower, not a flower sweet,

On my black coffin let there be strown;
Not a friend, not a friend greet

My poor corpge, where my bones shall

be thrown!

A thousand, thnusand sighs to eave,

Lay me, O, where

3ad true lover, never find my grave,

To weep there!

Duxe: Enough; no more; (4)
'Tis not eo sweet now as it was before,’
Curio: (5) W11 you go hunt, my lord?
Duke: What, Curio?
Curio: The hart.
Duke: Why, so I do, the noblest that I have:

0, when mine eyes did eee Olivio (6) first
Methought she purged the alr of pestilence!

That inetant wage I turned into a hart;

And my deeires, like 7 gwift and cruel hdunds,

E'er gince pursue me, How now! Vhat news from her?



Act I, scene 1

"Away before me to sweet beds of flowers."






ACT I, CCENE I

Bueinees Cues

7. Valentine enters DL arch, Warn forestare curtain.
bowg elaborately, X to Duke.

8. Valentine ma%eg e€ly vanto-
mine to Curlo and Feeste.

9. Orsino rises, signalg others
out.

10, Y114, ely pantomime of
dietaste, Curio and Valentine.

11. Exeunt Orgino, Curilo,

Valentine stairs U.L.C.
Exeunt Feete, trio L.

Close forestage curtain.
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Valentine: (7) So pleace my lord, I might not be admitted;
Rut from her handnald I return thies angwer:
The “ very sun 1tself, till seven years' heat,
hall not behold her face at amnle view;

Rut, like a clolatress, she will velled walk

And water once a day her chamber round

¥ith eye-offending s tearc: (8) all this to
geseon

A brotherts dead love, which ehe would keep
frech

And lasting in her egad remembrance,

Duve: 0, she that hath a heurt of ¥ such 4evotion
To pay this debt of love ut to a brnther,
Yow w11l ehe love, wvhen “cunid's golden dart
Vath ki1lled the flock of all affectionn elge
That live in her;s¢ when she has plven her heart
To me, and ull her gveet perfections mine!
Avay before me (9) to aveet beds of flowers: (10)
Love-thoughts 1lie rich vhen canopled with bovers, (11)



ACT I, SCENE 2

Buginess Cues
Ovnening: As the foregtage Lights at opening:
curtain is cloeing , the Sea Red and blue borders
Cantain enters outeide R door, Alternate white borders
Viola in his arme, followed Photo spot-flood DC
by two reanen. They descend Bleacher spot
gtens to floor and ascend DR Snrot on R door

anron etens, advance to DC.
Captain helps Viola to egtand
C. Cantain L of C, eeamren

R of C.

1. Viola looke about.

2. Viola turns to geamen for
reassurance,

3. Vinla turns to Cantain.



Scene:
Viola:
Captaint
Viola:

Captaln:
Viola:

Cantaint

Viola:

Captain:

Viola:
Captaln:
Viola:
Cantain:

Viola:

Captain:
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ACT I, SCENE
A seacoast

(1) What country, friends, 1s this?
This is Illyria, lady.

And what should I do in Illyria?

My brother he ig in° Heaven.

Perchance he ig not drown'd: what think you,
sallors? (2)

It 18 verchance that you youreself were saved.

(3) 0 my poor brother! and so perchance may
he be,

True, madam: and, to comfort you with chance
Assure yourself, after our ship 4id eplit,

¥hen you and those poor number gaved with you
Hung on our diving boat, I saw your brother,
Yogt provident in peril, bind himself,

Courage and hope both teaching him the practice,
To a strong mast that lived upon the sea.”’

There I gaw him hold acquaintance with the waves

S As long as I could see.

3¥y own escape"le courage for my hope

That he may live. Know'!st thou this country?

Ay, madam, well; for I was bred and born
Not three hours! travel from this very place.

¥ho governs here?

A noble duke, in nature as in name.
What 1e his name?

Oreino.

Oreino! I have heard my father name him;
He waa a bachelor then,

And so is now, or was g0 very late;
For but a month ago I went from here,



ACT I, SCENL 2

Buglinees Cues

L., Viola X to Captain. Varn forestage curtaln

€. Exeunt DL arch, Captaln

supnorting Viola, seamen
following,

Onen forestage curtain
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And then 'twas'jlateat goesip - as, you know,
Yhat great ones do the less will prattle of,
That he 414 seek the love of falr Olivia.

Violas What's ehe?
Captain: A virtuous maid, the daughter of a count
That died gome twelvemonth eince, then leaving
her

In the protection of hie son, her brother,
Who sghortly also died: for whose dear love,
They eay she has® given up the corpany

And sight of men.

Viola: 0 that I served that lady
And might ° keev secret my identity
Till time wae ripe.

Cantain: That © would be hard to do
Becaure ghe will admit no kxind of sult,
Mo, not the duke's.

2

Violat There 1s a fair behavior in thee captain. (L)

I pray you, and I'll pay most bounteouely,

5$To get me euch disgulse ar shall become

The form of my intent. I'll serve this duke.

Thou shalt present me as a ¢ page to him:

It may be worth thy paine; for I can sing

And speak to him in many sorts of music

That will allow me very worth his service.

Yhat ¢ hanpens elee to time I will commit;

Only shape thou thy silence to my wit,

Captain: Be you hlaj—page then and your mute I'll be.
Violat I thank thee: 1lead me on. (5)



ACT I, SCEIE 3

Bueineegs Cues
Onening: Sir Toby is eeated on Lighte at opening:
bench R drinkXing deenly from hils
mug. Maria entersg UR, surveys red, white, blue foots
the ecene, hands on hips, skips
to Toby, enatcheg hie mug. red, blue, alternate

vhite borders
1. He reaches for his mug, but
Maria will not surrender it. PAR 38'e R,C,L.

2., She takes his mug to the rer-
ver UC,

3. He followe her to UC.

L, He tries to put his arms about
her and take his mug at the game
time,

5. She snatches the mug, returne
it to server.

6. He dige her in the ribs with
his elbow.

7. Ye gneaks one hand behind her
back, gets mug, hide it behind
his back.

8., FHe jumns onto chalr R, ralses
his mug in toast.

9. Andrew enters UR, dances to
stairs, flirts his lacy hanky.
Throws arms wide in greeting.

10. Runs down atens to meet Toby
ucC.

11. Toby embraces Andrew, And-
rew'!ag feet leave the floor as
the two knights vhirl around.

12. He blows a kiss acrose Toby
to Maria.



Secene:

Sir Toby:

Yaria:

Sir Tohyt

Yaria?

Sir Toby:
“arias
Sir Toby:
Yarial
2ir Toby:

Yarias

ir Toby:!

Sir Andrew:
Sir Toby!

Sir Anirew!

31
ACT I, SCENE 3

A room in 0Oliviatsg house

Yhat a nlagve meang my niece, to take the
death of her brother thus? I am sure care's
an enemy to life. (1)

By my troth, Sir Toby, y»su must come in c¢cnme
in earlier o! nipghta: your cousin, my lady,
takes great exceptions to y»ur 111 hours, >
You must confine yourself withing the modegt
linite of order. (2)

(3) Confine! 1I'll confine myself no finer
than I am: thease clothes are good enough to
drink in; and gn be thesge boots too; an they
be not, let them hang themselves 1n thelr own
straps. (4)

That quaffing and dArinking will undo you:(5) I
heard my lady talk of it yesterday; and of a
foolish knight thit you brought in one night
here to be her wooer,

¥ho, Zir Andrew Apuecheek?

,\y. heo

He's as tall a man as any's in Illyria.
Yhat'e that to the purpose?

¥hy, he hae three thousand ducate a year. (€)
Ay, but he'll have but a year in all “thie
money: he's but a fool and a prodigal.> (7)
He's drunk nightly in your company.

With drinking healths to my niece: (8) 1I'll
drink to her as long as there ieg a pasrage in
my throat and drink in Illyriat’ lLoo%, wench!
Here comesg 3ir Andrew Agueface. (9)

Sir Toby Belch! how now, Sir Toby Beleh! (1C)
(11) %weet Jir Andrew!

(12) Bless ynu, falr shrew,



ACT I, SCENE

Businesas

Cues

13. che curtsies.
1L, Toby nudges Andrew,

15, He avnroaches her, glgsling,
and lonking to Toby for anrroval.

16. ToLy snatches his arm, pulls
him DR.

17. At each definition Toby glves
him a further shove toward Varia.

13, e speaks in shocked whiesper,
1¢. ¥Yarla runs un UC sieps,.

20. Toby X to L, ewings Andrew
eround heading him toward Maria,.

21. Ve giprles, looke at Toby
who gits 1n chalr DL,

22, Me sgtands on firet step,
Filves her his hand.

23. She takeg his hand. Then
gives him a hearty slap with
her other hand, exits laughing.

2L, Toby roars with laughter.
Andrew X to bench K. Sits
disconsolate,

28. Toby clucks symvathetically.

26. Andrew removes hieg hat and
eadly chews the edge of 1it.



Yaria?

Sir Tobyt
Eir Andrew:
Sir Tobys

Sir Andrew:

Mariasg
Sir Andrew:

3ir Toby:

Cir Andrew!
Varia!

Sir Toby:

3ir Andrew:

Varia}

Sir Andrew:

¥Yaria:

9ir Toby:

Sir Andrew:

Sir Toby:
Sir Andrew:

3
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And you too, sir. (13)
(14) Aeccost, Sir Andrew, accost.
Yhat!s that?
My niece's chambermaid.

(15) Good Mistreas Accoet, I desire better
acquaintance.,

My name ie Mary, sir.
Good Mlgtress Mary Accost,--

(14) You mistake, knight: “accoet" is front(1l?)
her, board her, woo her, aesall her.

(18)er that the meaning of "accost"?
Fare you well, gentlemen., (19)

(20) An thou let part so, 3ir Andrew, would
thou mipghtet never draw svord again.

(21) An you vart so, mistrees, I would I might
never draw sword again. Falr lady, do you
think you have fools in hand?

81ir, I have not you by the hand.
Marry, but you ghall have; and here's my hand.(22)
Now, sir, (23) I have a fool, indeed.

(24) 0 xnight, thou lackest a cup of canary
wine: when di1d I see thee go put down?

Never, I think, unless you see wine put me

down., Methinks sometimes I have no more wit
than an ordinary man has: but I am a great eater
of beef and I believe that does harm to my wit.#

(25) No question.

And T thought that, I'd forewear it. I'll ride
home tomorrow, sir Toby.>” Your niece will not
be seen, (26) or if she be, it's four to one
ehe'll none of me: the count himself here hard
by woos her,



ACT I, SCENE 3

Business Cuesg

27. Toby X to him, gives him
a hearty smack on the back.

8. Andrew grins and jumpe to
hig feet.

29. X below Toby, going DLC in
a couple of e1lly steps.

30. Toby uncoils his whip and
laghee 1t playfully about
his ankles.

31. Hie back trick tskes him warn forestage curtalin
uLcC.

32. Toby approaches him,
admiringly.

33. Sir Andrev comes DL, hold-
ing out a scrawny leg, smirks
and gigglee at 1t.

34. He ponints to his eides
and heart,

35. Toby cracks his whip at

Andrew!s legs. Andrew bounde

out of hie way. They make a

complete circle of the stage,

Andrew gkipving, Toby in

pursult, vaulting the bench Close forestage curtain
DR, continuing DC, DL, UL,

UC, and running out UR.



Sir Toby:
3ir Andrew:
Sir Toby:
3ir Andrew:

Sir Toby!

Sir Andrew:

Sir Toby:

Sir Andrew:

S4ir Toby:

t S1r Andrew;

S1 r Toby:
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She'll none of the count.” (27) Tut, there's
1ife in 1t man. (28)

I'11 stay a month longer. I am a fellow of the
strangeet mind in the world; I delight in
masqueg and revels sometimes altogether.

Art thou good at these kickshaws, knight?
3 Falth, I can cut a caper. (29)
(30) And I can cut the mutton to 1it!

And I think I have the back-~trick simply as
gtrong as any man in Illyria! (31)

(32) Wherefore are these things hid? Vhat
doet thou mean? Is it a world to hide virtues
in? I 4id think by the excellent constitution
of thy leg it was formed < for dancing!

(33) Ay, 'tis strong, and it does indifferent
well in a # flame-colored stock. Shall we get
about eome revela?

What shall we 45 else? Vere we n»t born under
Taurus?

Taurus! That's sldes and heart. (34)

No, sir, 1t is legs and thighs! (35) Let me
gee thee caper: Ha! higher: ha, ha! Excellent!



ACT I, SCENE b4

Busginess

Cues

Opening: Viola enters DR arch,

X to C. A eervant enters DL arch,
X to C. The gervant carriesg a
emall dagrer on a cushion, Val=-
entine enterg DR arch, slpgnals
servants to place chalr and
footstool DR,

1. The rervant precentes the dag-
ger.

2., Viola emiles, takes the
dagrer, places 1t in her belt.

3. Valentine X to Viola,

L, Curio stande beside arch
DL, bowing as the Duke enteras.
Viola backs UC. Valentine X
to LC, covering her, bowing
at Duke'g entrance.

5. The Du¥e reats himgelf,
Valentine X RC, etill eovering
Vionla.

6. ©She gteps forward.

7. Fe sifnale to the two ger-
vantg who exit DR arch. Val=-

entine X to UC. Curio remains
at arch DL.

fi, She gteng clocer to hia chalr.

9, He places his hand on hers,
pulls her to footsto»nl at hie
feet. He keeps her hand in hie,
places it on the arm of his chalr.

Lighte at opening:
red, white, blue foots

red, blue, alternate vhite
borders,

photo enot-floods DC

¥arn Curio, Duke enter DL

Enter Curlio, Cuke DL



Seene!
Servant:

Valentine:

Viola:

Valentine:
Viola:
Curio:
Duke:
Viola:
Duke}

Viola:

Duke:

Viola:
Duke:
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ACT I, SCENE 4

A room in the Duke's palace
Yacter Cesariol (1) From my lord, the Puke. (2)
(3) Ir the Duke continue these favors tovards
you, Cesario, you are 1like to be much advanced;
he hath xnown you but three days, and already you
are no stranger.
You either fear hie humor or my negligence,
that you call in question the continuance of
hie love. Is he inconstant, sir, in his favors?
Vo, belleve me,
I thank you.
(4) Here comees the count.
(5) ¥ho saw Cesario, ho?

(6) On your attendance, my lord; here.

Ctand you a while aloof. (7) Cesario,

Thou knoweegt no less but all; I have unclasped

To thee the book even of my egecret soul;
Therefore, good youth, address? yourself unto her;
Be not denled Sadmittance, stand at her door,

And tell them there thy fixed foot shall grow
Till thou have audience.

Sure, my noble lord,
If she be eo abandoned to her sorrow
Ag 1t ie spoke, she never will admit me.

Be clamorous and leap all civil bounds
Rather than make unprofited return.

(8) say I do egpeak with her, my lord, what then?

(9) 0, then unfold the passion of my love,
Surprise her with discoumsge of ny dear faith:
It shall becone tihice well to act my woes;

She will attend 1t better in thy youth

Than in a S megsenger's of more grave aspect.



ACT I, SCEIE 4

Busineers Cues

10. She turns her head away. WVarn forestage curtain

11. He places his hand under
her chin and pulls her face
toward his.

12, He places his hand on her
gshoulder,

13. He rieses. Che stands also.

14, Orsino turns, exits DR.

Viola stands looking after him,

X to exit DL. Curlo follows

her out. Valentine exits DR,

asslsting eervants wvho have re- Open forestage curtaln
entered to remove chair and

footstool DR.



Viola:
Duke:

Viola:
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I think not eo, my lord. (10)

Dear lad, believe it;
For they ehall yet belie thy happy years,
That eay thou art a man: ¥ (1l1l) a baby's lip
Ie not more smooth and rublious; thy emalls volce
Is as the malden's s voice, shrill and sound,¢
(12) I ¥now thou art the man that I ehould send
For this affair. 3 (13) Prosper well in this,
And thou shalt live as freely as thy lord,
To call hie fortunes thine.

I'11 do my best 5
To woo your lady; (14) But, O, unhapny strife!
Who'er I woo,==-myeelf would be his wife!



Cuesg

Crening: fcrte is egitting crogs-
legred on e rlatform UC, Yarla
rtande cver Lim ecolding.

1. Malvolio enters DL arch, claps
hande, enter Lady I with cushion,
Lady II with book. VFe elans sapfain,
Lady II X to platform, puts bonk
on table, stands R of table. Lady
I X to chalr on pletform, puts
cuchion on i1t, descende steps, to
etand U3, Not satisfled, Malvollo
¥ to readjust cushlion. Slgnals
Lady I to sumron Olivia.

2. Lady I bows at arch DL a=s
0livia entere, X to platform.
Lady I goes URe.

3. VMarla exite UR, Clown runs
dovwn gtensg to behind UR hedge.
Fablen entere, stands UR.

L, O0livia X below Valvolio who
bowas. Lady II on platform bowe
es Olivia seats herself, Lady II
hende 0livia her book,

£. Ferte rung to below platform,
maveg sweeping bow.

£. She resumes reading.

7. He looks first to Fablan,
then Malvollo.

R, Malvolio thumps hie staff
twice, takes step toward Feste.
0livia stope him with a 1ift of her

hend.
9, Teste advances to the top rtep.

10. She closes the hook. Haonds
it to Lady II who puts 1t on table,

Iighte ot onening!
red, vhite, blue foote

red, blue, alternate
vhite bordere

FAR 38'g R,C,L
Bleacher enot

Enter Valvolio, Lady I,
Lady II DL arch

Enter 0livia DL arch

Enter Fabian UR



Ccene?

Yaria:

Clown!

¥aria?

Clown:

Olivia:
Clown:

0Olivia:

Clown!

Olivia:

Clown:

Olivia:
Clown:
0livia:

Clown:

Olivia:

Clown?
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ACT I, CCEME §
0livia's garden
Ney, elther tell me where thou haet been, or
I will not omen my lips rfo wide as a bristle
may enter in wvay of thy excuse. ¥y lady will
hang thee for thy absence.

Let her hang me: he that is well hanged in
thie world needs to fear no’ enemies.?

Peace, you rogue, no more of that. (1) Here
comeg my lady. (2) Make your excuses wisely,
you vere best. (3)

¥it, and it be thy will, put me into good
fooling! 3 (4) Cod bless thee, lady! (s)

Take the fool away. (6)
Do you not hear, fellows? (7) Take away the lady.

Co to, you're a dry fool. I'll no more of you.
Beeldes, you grow dlshonest,

"wo faults, madonna, that drink and good counsel
w111 amend. ° The lady bade you take away the
fool; therefore, I say agailn, take her away!
3ir, I bade them take away you.

’ Good madonna, give me leave to nrove you a
fool. (8)

Nay, Valvolio. Can you do 1t?
% Faslly, good madonna.
Yai-e your proof.

(9) T muet” question you for it, madonna: good
my mouee of virtue, answer me,

Well, eilr, for want of nther idleness, I'll
bide your proof. (10)

Good madlonna,~-=tvhy mournest thou?



ACT I, SCENE §

Buelnees Cues

11, He makes a triurmphant wide-
spread arm gesture,

12, ¥alvolio, all diesannroval,
does a double tszke, clears his
throat before speaZing.

13. ¥alvolilo indicates Feste

who hag relaxed his gesture and
geits knees wide apart, feet crosced,
elhbowa on knees, hande dangling,
mouth oven.,

14, Fecte gives him a blaclk look,

15. ¥sria enters DR arch, X to
platform,

16. ¥alvollo makes grand bow, X

to DR arch. He is suddenly

stooped by a loud hiccough vwhich
precedes Toby's entrance. Tobty

bows elaborately to Malvollo,then
recognizing him, he wheels away, X to
DL reeling., ¥alvolio shows dls-
annroval and exits. Titters from
Lady I, II, and Maria.

17. Fer voilce brings Toby up short.

18. Ke belcheg budly, tries to
rnake it pardonable by daintly
tapning his mouth with finger tipe.

19. He catches sight of Feste who
comes D7C., lurches over to em-
brace him, mlsees, falls flat.

20. Raleges himself on one elbow,
ghakes other flgt in air.

21. His head sinks again to floor.
Feste gets his hands under Toby's
armpits, aseists him to his feet.
Toby esags first to one gide then
the other, Ferte trying to antic-
ipate on which side his suvnort ie
mogt needed. Topether they stumble
out DL arch.

22. She calls after him,



Olivia:
Clownt
Olivia:

Clown:

Olivia:
Yalvolio:

0Olivia:

Maria:

0livia:
Yariag

Olivia:

Sir Toby:
Nlivia:

Sir Toby:

Olivia:

9ir Toby:

Olivia:

37
Good fool, for my brother's death.

I think his goul 1s in hell, madonna.
I know hie soul 1e in heaven, fool.

The more fool, madonna, to mourn for your
brother's soul being in heaven! Take gway
the fool, gentlemen! (11)

3 1vow say you to that, Malvolio?

(12) I marvel your ladyship takes delight in
guch a barren rascsl.’ Look you now, (13)

~he'g out of his guard already; unlees you lau h

and minister occaslon to him, he ie gagred. 3 (14)

0, you are gick of self-love, Valvolio, and
taete with a distempered appetite. 3

(15) Madam, there 18 at the gate a young gentle-
man much desires to epeak with you.

From the Count Orsino, is 1t?

I know not, madam: 'tis a falr young man.

2 Go you, Malvolio. If 1t be a sult from the
count, I am eick, or-- not at home; what you
w11l to dismiss i1t. 3 (16) By mine honor,

half drunk. (17) ¥What is he at the gate, couein?
A gentleman,

A gentleman? What gentleman?

'tis a gentleman here. (18) A plague o' thece
pickle~herring! How now--got! (19)

Cousin, couasin, how have you ocome go early by
this lethargy?

Lechery? (20) I defy lechery! There's one
at the gate! (21)

(22) Ay, marry, what is he? °



ACT I, ©CINE §

Buelnege

Cues

223« MYalvollo re-enters, X to
DR of rlatfornm,

2L, Y'alvolio 18 annoyed with
thie interrogation.

28, ¥Yalvolio howsg and exits
DR arch.

26, Lady II ascists Olivia with
vell, Yalvolion gtene through
arch, followed Ly Viola. le
indicates the peneral region of
the platform to her and X to L.

27. Viola loo¥s at Yarla, 0Olivia,
Lody I, II.

23. Viola anrroaches her,

22. She turns to Marla.



Malvolio:

Olivia:

Malvolio:

Olivia;
Malvollio:
Olivia:
Malvolio:

Olivia:
Malvolio:

Olivia:

Viola:

0livia:
Viola:

Olivia:
Viola:!

Olivia:

39

(23) Maian yond young fellow swears he willl gpeak

with you. - What is to be gald to him, lady?
He's fortified agalnst any denial.

Tell him he shall nnt speask with me.

He has been told go; and he erays he'll stand
at your door” like a post, but he'll speak
with you,

¥hat kind of man is he?
¥hy, of mankind.
What manner of man?

Of very 111 manner; he'll speak with you, will
you or no.

Of what perennage and years is he?

(24) Not yet o0ld enongh for a man, nor young
enough for a boy; 'tis with him in standing
water-=between boy and man. 3

Let him approach. (25) Give me my vell.
Come, throw 1t o'er my face. We'll once more
hear Orsino's embagsy. (26)

(27) The honored lady of the house, wvhich 1s
ehe?

Speakx to me; I ghall answer for her. Your vill?

(28) Most radiant, exquisite and unmatched
beauty. (29) I pray you, tell me if this be
the lady of the housge, for I never saw her; I
would be loath to cast away my speech, for> I
have taken great vains to< learn 1t.°

thence came you, Sir?

I can say little more than I have studied, and
that question's out of my part. Good gentle
one, > are you the lady of the houge?

If I 4o nnt ueurp myself, I am.3
office.

Cpeal your



Pueineern Cues

30. Malvolio signals to Marila

and Fablan who exit UR, and to

Lady I and II, vho exit UL. He
etruts out after them. Olivia
deccends platform, X to bench L and
slts. Viola follows her to LC.

21. Olivia 1ifts her vell.
Viola looks at her searchingly.

32. She turns her back on Olivia
and strides C, diemay in her
voice.

33. Viola goes toward her
earnegtly.



Viola:
Olivia:
Viola:

Olivia:

Viola:
Olivia:

Viola:
Oliviat
Viola:

Olivia:

Viola:
Olivia:

Viola:

Olivia:

Viola:

39
It alone concernsg your ear.3
What are you? What would you?°

¥hat I am, and what I would are to your eare,
divinity, to any others ° abomination.

Give us the place alone: we will hear this
divinity. (30) Now, sir, what is your text?

Moat sweet lady,--

A comfortable dootrine, and much may be cald
of 1t. VWhere lieg your text?

In Orsino's bosom,
In his bosom! 1In what chapter of his bosom?

To answer by the method, in the firet of his
heart.

0, I have read it; it 1a”’ false. Have you
no more to say?

Good madam, let me see your face.

Have you any cormigeion from your lord to
negotiate with my face? You are now out of
your text. But we will draw the curtain and
ghow you the pleture.” (31)

Lady, you are the cruellest ghe allve,
if you will lead these graces to the grave
and leave the world no copy.

0, 8ir, I will not be so hard-hearted; I will
give out schedules of my beauty; 1t shall be

inventoried and every particle labelled in my
vill: ae, 1tem, two lipe, indifferent red; 1iten,
two grey eyes, with 1ids to them; item, one

neck, one chin, and so forth., %ere you gent
hither to pralse me?

I see you wvhat you are, you are too proud;
(32) But, if you were the devil, you are fair,
(33) ¥y lord and master loves you: O, such love

could be but recompensed, though you were crowned

The’beauty of all beauties.’



ACT I, CCLIE 5

Buelneesn

Cues

34, She anvroaches Olivia and
epeaks pafsionately.

35. 0livia 18 intrigued.

36. X to C.

37. X to first etep of platform.
33. She runs to Olivia.

39. Che bows formally.

LO., Viola turns and starts toward
DR arch. Olivia calls after her.

L1, Viola stops. 0livia hurries
after her,

L2, Viola etart again to go.
Olivia offers her the purge that
hangs at her glde.

43, Viola turns abruptly and
gtrides off DR arch., O0Olivia
gtares after her, X to C.



0livia:

Viola:

Your lord 42ep ktnow my m

Fe might have took hila

(3L) If I did love you
¥ith such a cuffering,
In your denial I would
I would not understand

Lo

ind; I cannnt love him: >
angwer long ©70.

in my macterte flane,
cuch a dradly 1life,
ind no eenge;

it.

Olivia: (35) 'y, what would y-u?

Viola: Yate me a willow cabin at your gate,

And ecall upon my soul within the housge;

(36) Write loyal ¢ stanzas of ¥ my truest love
And eing them loud even 1in the dead of night;
(37} Hallon your name to the ¢ re-echoing hills
And male the babbling poselp of the alr

Cry out "Olivia!" (33) 0, you ghould nnt rest
Between the elements of alr and earth,

Put you ghould pity me!l

0livia: You might do much.
Yhat ig your parentage?
Violas Above ny fortunes, yet my state 1s well:
I am a pgentlemen, (39)

Olivia: Cet you to your lord:;

I cannot love him: 1let him gend nn more;

Unless, by chance, you come to re aprain

To tell me how he tnes 1t. (LO) Fare you well: (k1)
I thank you for your paina. (42) “pend this for re.
Viola: I am no fee'd poet, lady; Yeep your nurge:

My master, not myeelf, lacks recomnence! 7 (43)
0livia: "WYhat 1e your parentape?"

“Above my fortunes, yet my state 1g wells

I am a gentleman." I'11 be aworn thou art;

Thy tongue, thy face, thy limbs, actions and spirlt,
Do Y say indeed thou art. lot too fast: soft, scoft!
Unless the marter were the man. Yow now!

Even so quickly may one catch the plague?

I think I feel thigs youth's perfections



ACT I, SCINE 5

Buriness Cues

LL, 0livia's eyee fall on a ring
ghe wveareg. Her eyes light up
with a plan. X to plaxform UC,
ta%es bell from table and rings

1t.
L5, ¥alvolio enters L, X to C. Enter Malvolio
LA, She holds it out to him. He Yarn forertege curtain

eves it and her with thinly velled
disavnreval. FEe takes 1t, X
glowly to RC, halting at her next
words,

L7, ¥alvolio makee a dipgnified
nrogreasion to R, halting agaln
at her next words,

L2, Yalvolio stares at her,

L9, Fe makes a low glow bow, and Close forestage curtain
takee a deliberate exit DR,

50. At C,

51. She gtandsg entranced ag the
forectage curtain closes.



Malvolio:

0livia:

*alvolio:

Olivia:

41

¥with an invisible and sub%tle gtealth
To creep in at mine eyes. Well, let 1t be. (L&)
‘"hat ho, Yalvnlin!

Tere, madam, at your service. (45)

“un a’ter that same necvish megsenger,

™e county's man: he left thils ring behind him., (L6)
Deeire him not to flatter with his lord,

Nor hnld him up with hopez; I am nnt £o» him: (47)

If that the youth will come this way to-morrow,

I'11 give him reasons for 't. (48) Fle thee, Malvolio.

!.!adam,--! Wlllc ( L.’9 )

(50) I Ao I know not what, and fear to find
Mine eye too great a flatterer for my mind.
Fate, show thy forcet ourselves we do not owe;
“hat 18 decreed must be, and be this--sol (515



Cues

Creningt Cebactlan enters from
outclide R door, followed by
Antonio. They deccend eteps to
floor and esecend R apron stairs
to stage, X to DC.

1. Sebastian laughs gomewvhat
ruefully, wipes tezr from corner
of his eye., Then he pulls him-
self un &nd X belew Antcnio to
exit T2 arch.

2. Antonio looks after him with
indiecislion, males up his mingd,
and followe after him. -

3. Viola enters DL arch, X
briskly to C. Malvolio follows.

L, Viola stops and turns to him
¥alvollo placesg the ring on

tip of hie etaff and drops it at
her feet. Viola glares at 1t,

Lights at opening:
red, white, blue foots

red, blue, alternate
vhite borders

vhoto spot-floods DC
bleacher epot
spot on R door

Warn entrance DL arch
Viola, Malvolio

and then at him, her handes on hips.

6. Yalvolio turns, exits grandly

DL arch,

Enter Viola, Malvollo,
DL arch



Antonio!
Cebastlan:
Antonio:

Sebastian:

Antonio!

Sebagtiant

Antonlo:

VYalvolio:
Viola:

¥alvolio:

Viola:

Yalvolio:

L2

ACT I, SCENE 6
Will you not that I go with you?

By your patience, no.3

Let me yet know of you whither you are bound.

No, eooth, etr.” But I see in you so excellent
a touch of modesty, that you will not extort
from me what I am willing to keep 1n; therefore
it chargeg me in manners the rather to express
myself. You must know of me then, Antonio, my
name 18 Zebastian.> ¥y father wae that Sebastlan
of Yegealine, vhom I ¥now you have heard of. He
left behind him myself and a sieter, both born
in an hour. If the heavens had been pleased,
would we had eo ended! but you, eir, altered
that; for egome hour before you took me from

the breach of the sea was my sister drowned,

Alas the day!

A lady, sir, though it was gald she nuch re-
sembled me, was yet of many accounted heautiful,?’
I am yet so near the manners of my mother, that
upon the least occasion more mine eyes wlli tell
tales of me, (1) I am bound to Count Orsino's
court. Farewell,

The gentleness of all the gode go with thee!

I have many enemies in Orsino's court,

Elee would I very shnrtly see thee there. (2)

But come what may, I do adore thee so,

That danger shall egeem sport, hal and I will gol(3)

Young gentleman! Young gentlemant
Were not you even now wvith the Countess 0livia? (4)

3
Even now, sir.

She returns this ring to you, sir. You might
have gaved me my vains, to have taken it away
yourgelf. (5)

I'11 none of 1it.

Come), sir, you peevishly threw it to her;

and Ler will 1, 1t ghould be so returned.

If 1t be worth stooping for, there 1t liles

in your eye; if not, be it his that finds 1t.(6)



ACT I, COCENE 6

Busginess Cues

7. Vionla stoons, picks up ring, Lights:

regards 1t quizieally.
Take out spots

8. <Che ghrugs in good-humored

helpleseness, exits DR arch Take down white bordere and
foots.

9. Musiclilang enter, take UL,

play introduction to It ¥Was a Laughter off DL arch

Lover and His Lacs. Revelers

enter laughing. They dance and

ging to muslec, exit DR arch.

Yuegleclians exit DL arch as the

forestare curtain onens. Enter nusicians

Enter revelers

Yarn forestage curtain

Onen forestage curtaln



Viola:

Revelers:

L3

I left no ring with her: what means this lady?(?)
Fortune forbid my outside hath not charmed her!
She made good view of me; indeed, so much,

That sure methought her eyes had lost her tongue,
For she 4d1d gpneak in starts distractedly.

She loves me, sure! > I am the man!3

My master lovee her dearly;

And I, poor moneter, ¢ am ae fond of him;

And she, mistaken, seems to dote on me!

¥Yhat will become of this? As I am a man,

Yy state ig desperate for my master!s love;

As I am voman,~-now alag the day!--

¥hat thriftless sighs shall pnor Olivia breathe!
0 time! thou must untangle this, not I;

It 18 too hard a knot for me to untie! (8)

2(9) It was a lover and his lass,

With a hey, and a ho, snd a hey, no, ni, no,

That oe'r the green corn field 4id paes,

In the epring time, the only pretty ring time,
When birds do eing: hey, ding, a=-ding, ding, ding.
Sweet lovers love the enring.



ACT I, SCLNE 7

Pueinecs Cues

Openins! Feste at bench DR play- Lighte at opening:

ing and singing. Toby eprawvled Front red borders
in armchair R of L table. Andrew Rear blue borders
in stralght chair L of table. Red foots

Toby has cun, Andrewv, ladle. They
swing them in time to musiec.
Andrew has punch bowl in lap.

l. Knights salute Feate and
drink. Toby drains his, hold 1t
at arfm 8 length for Andrew to fill.

2. Toby bangs enpty cup upside
down on table, rises unsteadily,
X dnwnatage of table, takes bowl

from andrew, drinks directly from
1t.

3. He returns to his armchalr.
L, Ye fi1lls Toby's empty cup.

5. They drink together; Toby
finishes his.

6. Feste X to table L, sits on
1t.

7. He leans toward Toby, both hands
on the table in front of him.

8, Ctame gesture toward Andrew.

9. He finighes his drink, Feste
continues his song.



Scene!

regtes

Onmnes:!

Sir Tobhy:

Sir Andrew:

3ir Toby!

Sir Andrew:

Sir Toby:

Clown:

3ir Tobdy:
Sir Andrew:
3ir Toby:

Clown:

Sir Toby:

Sir Andrew!

Ly

ACT I, SCENE 7
A wine cellar in Olivia's houce.

/0, migtress mine, where art thou roaming?

0, etay and hear; your true love'e coning,
That can sing both high and low!

Trip no further pretty sweeting;

Journeys end in loverse' meeting,

Every wise man'g son doth know.

Every wise man's son doth know. (1)

Approach, Sir Andrew; not to be a-bed after
midnight is to be up betimes; and 7 thou know'!'st--
Nay, by my troth, I know not. But I know to
be up late~ is to be up late.

A false conclusion; I hate it as an unfilled
can! (2) To be up after midnight and to go

to bed then, 18 early; eo that to go to bed
after nidnight is to go to bed betirmes. Does
not our life consist of the four elements? (3)

Faith, eo they say; but I think it rather
congists of eating and drinking. (4)

Thou!rt a scholar; let us therefore eat and
drink! 3(5)

(4) How now, my hearts!’

¥ Now let's have a°’

" catch-gong.>
Excellent! ’

Come on; there is sixvence for you: let's

have a song.3

Would you have a love-sgong, (7) or a song
of good lire? (8)

A love-gong, a love-gong.

Ay, ay; I care not for good life. (9)



ACT I, SCulle 7

Buelness Cuesg

10, He stammers on 1it.
11. He kisses his finger tivs.

1?7, He lays a forefinger begide
his nosge.

13. A silly titter.

14, Maria stands on platform UC,
hands on hire, surveying the gcene,
She shrieks at themn.

15, She comes down steps.

16. As toby rises t» greet her,

Fecste swings hie legs over Toby'!s
head, ending in a svring on the
floor behind the table. Toby gets

to his feet, takes her hands, whirls
her in a fast circle that ends with a
plop in his chalr, Maria on his lav.

17. She gha%eg her finger in Warn ¥alvolio entrance
hie face. UL

18. He Jjiggles her up and down on
his ¥knees.



Clown:

Onnes?

Sir Andrew:
Cir Toby:
Sir Andrew:

Sir Toby:

Sir Andrew:

Clown:
Sir Andrew!

Omnes:!

Varias
Onmnees:
Maria®

Jir Toby:

Clown:

bs

What 18 love? 'tle nnt hereafter;
Pregent mirth hath prerent laughter;
Yhat's to come 1s still uncure;

In delay there liee no plenty;

Then come Xxiass me, gweet and twenty,
Youth'as a stuff will not endure.

Youth's a etuff will not endure.

(10) A mellifluous volice, as I am true knight.
(11) A contaglous breath.

Very sweet and econtagious, 1in faith.

(12) To hear by the nose, it 18~ aweet in
contagion. But shall we make the welkin
dance indeed? Shall we rouse the night-

owl in a “gong that will drown all our
gorrows? Shall we 4o that?

An you love nme, let's do it!‘?Begin, fool:
it begins: "Hold thy peace.!

I shall never begin if I hold my peace.

(13) Good, in falth. Come, begin.

Hold thy peace,

And I prithee hold thy peace,

Thou knave!

Fold thy peace, thou knave,

Thou knavel

(14) What a caterwauling do you keep here! (15)
Marial Sweet wench! (14)

(17) If my lady have not ealled up her steward

- Malvolio and bid him turn you out of doors,

never trust me.>

Am I not’ her xin? Am I not her blood? (18)
"There dwelt a man in Babylon, lady, lady!"

Beghrew me, the Irnight's in adimirable fooling.



Act I, scene 7

"My masters, are you nad,
or what are you?'

L6






ACT I, SCENE 7

Buginees Cues

19. VMalvolio enters in nightgown
and cavo, carrying lantern, pauses
on nlatform, glares at revelry.
Toby ghoves Maria from his lap

to floor.

?0. He comea C, All eyes are Fnter Malvolio UL
on him,

21. Toby waves his hand in drunken
dismissal, reaches acrose table
for bowl and ladle,

22. Toby ellences Andrew's off-
key song with a crack over the
head with the ladle.

23. Andrew titters.

24, Sir Toby jumns, almoet
throwing MYalvolio off balance.

25. Feste ™uns un behind Malvolilo,
at his right, joining with Toby in
mocking song. Toby pulls Maria
to her feet. They make a circle
around Malvolio catching Andrew
into it on their way around.
¥alvolio 1e furious. He sghales
lantern above his head.

26, The circle breaks. Feste,
Andrew, and Maria fall back,
laughing and panting. Andrew
gsin¥s into his chalr. Marila
URC, Feete ULC. Toby, on Mal-
vnlio'a R shakes his fiet in
Malvolin's face.



Sir Andrew:

Sir Toby:
Maria:

¥alvolio:

Sir Toby:

Yalvolio:

Sir Andrew:

Malvolio:

3ir Toby:
Clown:
Sir Toby:

Malvolio:
Clown:

Sir Toby:
Malvolio:

Clown:

L7
Ay, he does well enough if he be disvosed,

and 80 4o I too; he does it with a better
grace, but I do it more natural.

"0! the twelfth day of December,"--

For the love o' God,--peace! (19)

My masters, are you mad, or what are you? (20)
Have you no wit, manners, nor honesgty, but

to gabble like tinkers at this time of the
night? > Is there no respect of place, persons,
nor time in you?

We did keep time, sir, in our eatches.”
Go hang! ?21)

Sir Toby, I muet be round with you, My lady

bade me tell you, that, though she harbors

you as her kinsman, she's nothing allied to

your disorders.

"There dwelt a man in Babylon, lady, lady!" (22)

If you can sevarate yourself and your mig-
demeanorse, (23) you are welcome to the house;

if not, and it would please you to take leave

of her, she is very willing to bid you farewell.(24)

“Farevell, dear heart, since I must needs be
gone., " -

(25) "His eyes do show hig days are almost
done. " -

*Farewell, dear heart, but I will never die."
*Shall I bid him go?*

Peace! Peace!

*What an if you do?"

*Shall I bid him go, and spare not?*
Peace, I eay!

Y0 no, no, no, no, you dare not." (26)



ACT I, SCHENL 7

Businees

Cues

27. He yanks disresvectfully at
the badge of office which hangs
from a chain around Malvolio's
neck.

28. He X Malvolin to sit in arm-
chair. VMaria X upstage with punch
bowl, fills it from keg UC, goes
to back of table with it.

29, Feste stande UR of Malvollo,
unseen by him, mimicking every
geeature,

30. Maria sghoos him out UL, shak-
ing her anron at him. He attempts
impregeive exit, catchee his foot
on nightgown on firgt sten, re-
trieves dlgnity, etalks out UL,
closely followed by Feste who
imitates him and exits also.

31. Varia returns to Toby, places
her armg about his neck.

32. She strute C in imitation.

33. Skips to table and sits on
downgtage end of 1it.

34, Toby lays a forefinger nn nocece,
35. Andrew does the eame,

36. She jumps down from table, X to
emall table R, takes two candies,

X upstage to end of L table, places
candleg on it.

37. She stifleeg a yawn.

38, She ascends the platform, waves
affectionately and skins out UL,

Yarn forestarre curtain

vWarn act curtain



Sir Toby:

Malvolio:

Mariag

S4ir Tobvy:

¥aria:

Sir Toby:
3ir Andrew:

Sir Toby:

3ir Andrew:

Yaria®

Sir Toby:

L3

Out o' tune? gir, ye 1lieé. Art any more than

a steward? Dost thou think becauge thou art
virtuous, there ghall be no more cakes and ale?
Go, sir, rub you chain with crumbs. (27) A
stoup of wine, Marial (28)

3

Migtress Mary, (29) if you prized my lady'e
favor at any thing more than contempt, you would
not gilve means for this uncivil rule., che shall
know of 1t¢, by thie hand.

Go shake ynur ears. 3 (30) Sweet Sir Toby, (31)
be patient for to-night; since the youth of

the eount'’s was to-day with my lady, she 1s much
out of quiet. For Monsieur Malvolio, (32) let
me alone with him: Aif I do not gull him into

a byword, and make him a ¥ laughing stock, do not
think I have wit enough to lie etraight in my
bed; I know I can do 1t!

Possegs ue, possess ue! What wilt thou do? (33)

I will drop in his way eome“eecret love letters,
wherein, by the color of hle beard, the shape
of his leg, the manner of his walk, the‘express-
ion of his eye, forehead, and complexion, he
shall find himcelf most feeling persgonated. I
can write very like my lady your niece: on a
forgotten matter we can hardly make distinotion
of our handas!

Excellent! I emell a device! (34)

I have it in my nose, too! (35)

He ghall think, by the letters that thou wilt
drop, that they come from my niece, and that
she's in love with hinm!?

0, 'twill be admirable!

Sport royal, I warrant you!’ (36) I will plant
you two where he ghall find the letter; observe
hies construction of it. For this night, to bed,
(37) and dream on the event. Farewell} (38)

Good night;feweet wench,



ACT I, SCENE 7

Puelnecs

Buginesgs Cont.

39. Drunkenly eorry for himeelf,
he punctuates the laret three
vorde by dropping hie chin lower
end lower until it hite the table.
His eyes close.

40. Sir Andrew does not move. Toby
reels to him and pats him on head
once. No response.

L1, He tries it agaln, but mieses
him, pats table instead. Puts
handg under Andrew's armpits and
pulls him to his feet, below table.
They sway uncertainly.

L2, Toby puts finrer tn lips,
looks around.

L3, Andrew opens eyes, does eane,

L, Rects head on Toby's ehonulder.
Sobs.

L5, Toby pats him affectionately
on back. Tries to proo him upj

but Andrew falls back onto Toby's
outepread palm. Props him again,
tests his stablility, thinks 1t will
do, leaves him long enough to go
behind table for candles, gets one.

They try agaln, paseing
each other entirely.
Again, and the candlee
touch eo viciously that
lighted one is put out.
Toby sets his on table,
taxes Andrew's, bangs 1t
on table in disgust.

L47?. He takes Andrew's arm,
but he is facing one vay,
Andrew the other. They
circle counter-clockwise
half way, stop, look blank-
ly at the seats of each
other's breechee. Complete
the circle, repeat bus-
ineegs of looking at each
other'g posteriors.

4L8. They drop arms and
1ink the other arms, which
results in a clockwise
circle. As he passes the
punch bowl, Toby drops
Andrew!s arm and drinkas.
Takes Andrew'e hand, pulls
him toward steps. Andrew
gets away, totters back to
table for the bowl,rejoins
Toby. Arme about each other,

Meanwhlle Andrew'g legs go out from they careen up the steps
under, he gits on floor, back again-and exit UL singing.

st table, legs spread. Toby turns
to prov agsin,feels no one there.
Goes unstage of table,searching

enpty alr with candle and calling.

L6. X DC, steps unknowingly over
Andrew's leg., Still looking at
his own eye level, he drops candle
to directly in front of Andrew's
face. Andrew opengeyes, blows

it out. Toby discovere him, pulls
him to hie feet, braces him, gets
lighted candle from table, and
into Andrew's grasp. Atterpts to
light his own from Andrew's. They
advance to each other, trying to
touch wicks, but as they almost

make 1t, they reel backwards.

Cueg

Close forestage curtaln
Close act curtain

House lights on
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8ir Andrew: Before me, she'e a good wench.

Sir Todby: She's true-bred, and one that adores me., What
o! that?

Sir Andrew: (39) I was adored once, too.

Sir Toby: Let's to bed, knight. (40)
Come, knight, let's to bed. (41)
Shhhh! (42)

Sir Andrew:  Shhhh! (43)
Sir Toby: Thou hadst need send for more money.

Sir Andrew: If I cannot recover your niece, I am a foul
way out. (L&)

3ir Todby: Send for money knight.j (45)
Knight, knight! Where art thou, knight? (46)
Come, ocome, I'll go burn some sack.
'T™g too late to go to bed now. (47)
Come, knight. (L48)
Come, knight!

Omnes: "There dwelt a man in Babylon, lady, lady!"



ACT II, SCENL I

Buginese

Cuesn

Cpening: Duke entere R donr,
Vionla following, descende R
etaire, motlone her to fol-
low, permits her to rrecede
him,

l. Threy arcend anron egtalrs
to DC.

?. She turns to face him, her
left foot on the top C etairs.

3. Oreino turns aside imnatient-
ly.

L., ©She eits on the top step.
%« She looke away from hinm.

£. He turns back to her with
interest.

7. She looke up at hin, then
turng a little away.

8. She lnoke directly at him,

9. An anmured emlle croseec hie
fsce.

10. She stande, lon%s directly
into Orsino'a eyes.

11. £he turns away in cnnfusion.

12. The rpegks briaskly,

Lighteg at onening: ¥
Youre lights off

red, white, blue foote

photo gnot-floods DC

gpot on R door

bleacher spnt

Spot on R door out



50
ACT II, OCENE X

Scene:
Duke? (1) 7 cet thee to  yonder cruel Olivia.
Tell her my love, more noble than the world,
7 Cares not for all the wealth and lands she has,’
But say it 1s the beauty nature gave her
That attracts my soul, (2)
Viola: But if she cannot love you, eir?
Duke: I cannot be so answered.
Viola: Sooth, but you muet. (3)
Say that some lady,-~as perhaps there is,=-
Hath for your love as great a pang of heart
Ag you have for Oliviat: you cannot love her;
You tell her gor must she not then be angwer'd?
Duke: 7 Make no compare
Between that love a woman can bear me
And that I owe Olivia.
Viola: Ay, but I know--
Duke: ¥hat dost thou ¥now?
Viola: (4) Too well what love women to men may owe:
In faith, they are as true of heart as we,
My father had a daughter loved a man,~-
Ag 1t might be, perhaps-- (5) were I a woman,=-=
I ghould your lordship.
Dukes (6) And what'e her history?
Violat A blank, my lord. (7) She never told her love,
But let concealment, like a worm in the bud,
Feed on her damask cheek: ghe pined in thought,
And with a green and yellow melancholy
She gat like patience on a monument,
Smiling at grief. (8) Was not this love indeed?”’
Duke: (9) But dled thy sister of her love, my boy?
Viola: (10) I am all the daughters of my father's house--(11)

And all the brothers too: and yet--1I know not.
(12) 8ir, shall I to this lady?



13. He taes ring from his finger
and gives 1t to her,

1L, Viola X to DL.

15. He waves, swings about, X

to DR, exits between proscenium
arch and act curtain. Viola
looks after him, kisses the ring,
pulls herself up and exite DL
between proscenium arch and act
curtain.

¥arn act curtain
Warn forestage curtain

Open act curtain
Open forestage curtain
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Duke: Ay, that's the theme.
To her in haste; (13) give her this Jewel, (14) say,
¥y love con give no place, bide no ¢ delay. (15)



ACT II, SCTIE 2

Buginean Cuesg

Ovening: Toby entere UL, Andrew Lights at opening:

DL, bacving in, on tiptoe. They

burmp into each other C, Toby red, white, blue foots
greepg off hig hat, bowg elaborately,

Anirew follovs in aviward imitation, red, blue, alteraate

"oby runs to platform, peers off white borders
UR, *™hile there, te gees Fablan

enter DR, ¥Fe cenmesg C to greet PAR 3%'q R,C,L
him, Fablan on his %, Andrew on

his L.

1. Fe X above Andrew, claps hinm
heartily on hback.

2. V¥e geeg Yaria rkinning in UR, iarn amnt R door
3. ¥aria X to C
L, &he ghowg them.

g, She pughes them toward R, anron

gtaire: firet Fablan, next Andrew,

then Toby. They scramble down the

stairs,. “not on R door

fe Che drong the letter below L
bench,

7. Che loo¥e off UR, elips to the
others on apron stairs, gets down
on hande and kXnees in front of Toby,
peexg around proscenium arch.

. Yalvollo enters UR, tal¥ing to
hinmgcelf,

%« The four rice up: Marla on hands
and rneeg; Toby with hls hands on her
hipe; Andrew loolking over Toby's
ehouldere; Fablan, who ia last in
line, standing.

10. Andrev npughes Toby down by the
ghoulders,

11, Andrew ghakes his fist.

12, Fablan pucshesg Andirew down by
the ghouldera., They all scramble
onto etage, hiding below R bench.
Snot R door out
13. “Yalvolio reaches Olivia'g chair UC,.



Scenes
Sir Toby:

Fablant

Sir Toby:
Fablan:

Sir Toby:
Sir Andrew:
S1r Toby:

Varia:

¥alvolio:

3r Toby:
1r Andrew:

Muv°lloz

ACT II, SCEuE 2
Another part of Olivia's garden.
Come thy ways, Signior Fablan!

Nay, I'1l come: if I lose a scruple of this
sport, let me be boiled to death with melancholy!

Viouldet thou not be glad to have thies rascally
gsheen-biter come by gome notable shame?

I would exult, man: you know, he brought me out
o' favor with my lady about a bear-baiting here.

To anger him ve'!ll have the bear again; and
we will fool him black and blue; sghall we not,
Sir Andrew? (1)

And we do not, 1t is pity of our lives,

(2) Here comee our 1little villain. How now,
my ¢ jewel?

(3) Get ye all three behind the garden wall:
Malvolio'e coming down this walk., He has been
yonder in the sun practising behaviour (4) to
his own shadow thie half hour. Observe him,

for the love of mockery: for I know this letter
will make a ¥ complete 1diot of him! Close,

in the name of jesting! (?) Lie thou there; (6)
for here comes the trout (7) that must be caught
with tickling.

(8) 'Tie but fortune; all ig but fortune.
Maria once told me she did affect me.
Begides, she ures me with a more exalted
respect than any one else that follows her,
What should I think on 1t? (9)

Here's an overweening rogue!

(10) o, peace!3 (11) Faith, I could eo beat the
rogue!

(12) Peace, I eay!
(13) To be Count' ¥Yalvolio!



14, Toby jumpe up.

15. Fabian eignals Toby to get down.
Malvollo looka R, arranges himself on
chair, The four crawvl behind R bench
to below R hedge.

16. Four heade up, Toby's highest.
17. Andrew nurches Toby down.

13. Toby up, Andrew pulles him down.
19, Toby up, Andrew pulls him down,

20. Malvolio fingers badge, drops
it in disdain.

21. Rires, X to git L bench. Four
scramble to behind R hedge.

22. Toby risee from behind hedge.
Andrew, Fablan pull him down, a
hand on either sghoulder,

23. Same business.

24, Toby rises. This time Andrew
and Fablian do not show thelr hesds
above hedge, Toby then is up and
down like a jack-in-the box.

28, Same business.

26. Andrew rigee, grinning, is
pulled down.



Sir Toby:
Fablan:

¥alvolio:

Sir Toby:

Yalvolio:

Sir Toby:
Valvolio:
Sir Toby:

Malvolio:

Sir Toby:
¥Yalvolio:

Sir Toby!

Valvolio:
Toby:

Malvolio:
Sir Toby:

Yalvolio:

Sir Andrev:

Yalvolio:
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(14) Ah, rogue!’

(15) 0, peace! now he's deeply in: 1look how
imagination blowe him up.

Having been three months marrlied to her, sitting
in my state. (16)

5

0, for a ° sling-chot, to hit him in the eye! (17)

Calling my officers about me, in my‘frlch velvet
gown: having come from a day-bed vhere I have
left Olivia eleeping,--

(18) Fire and brimetone!’

And then to ack for my kinsman Toby,--

(19) Bolts and shackles! >

Seven of my people, with an obedient start, make
out for him; I frown the while; and perchance
wind up my watch, or play with my-- (20) some
rich Jewel. (21) Toby approaches; curtseys to me,--
(22) Shall thie fellow live? >

I extend my hand to him thus, quenching my familiar
smile with an austere regard of control,--

(73) And doeg not Toby take you a blow o' the lips,
then?

Saying, "Cousin Toby,--"

(24) What, what!

"You muet amend your drunkenness."
(25) oOut, scab!

"Begides, you waste the trearure of your time with
a foolish knight,--"

That's me, I warrant you! (26)

One Sir Andrew,--"



ACT II, ICENE 2

Bueinegs

Cues.

27. Andrew is up, agaln pulled down,

?%, ZCees letter, pokee it with etaff,
bende to pick 1t up.

29. Examines 1t. Four heads un,
delighted grins on their faces.

30. Andrew, Fabian sneak from
hédge, ascend R pnlatform steps,
tiptoe across, down L steps, hide
bekind L hedge.

31. X to DR. Looks UR, almost catches
Toby and ¥aria. Similar bueilnegs UL.

32. Breakes sesl on letter.
33. Four rise above hedges.

34. Toby ghakes figt, Malvolio
looks UR, but they are out of
gight. Similar businesg as he
looke UL,

35. Reads last three phracgees
again with gestures, the last
gerture indicating himecelf,

36. Resuming reading, paces DR.
37. Turns pacing DL.

38. X to C, thinking it over.
39, Heads go down quickly as
he turns to pace a few steps
decieively toward UC.

L0, Walks UC. Four eneal around
to below the hedges.

41, Tries a variety of esmiles.
The four get on knees to see,



Sir Andrevw:
Malvolio:
Fablan:

¥alvolio:

Fablan:

Malvolio:

5L
I knew 'twaa I!° (27)
(28) What“ have we here? (29)
Now 18 the woodcock near the % snare.’ (30)

By my life, this ie my lady's hand! > "to the
unknown beloved, this, and my good wishes:"--
her very phrases! (31, By your leave, wax. >
(32) To whom should thieg be? (33)

This wing him, liver and alll

"Jove knows I love:
But who?
Lips, 40 not move;
No man muet know." 3

*No man must know, No man must know,"  If
this should be thee, Valvolio? (34) Soft!
here followe prose! - "In my stars I am above
thee: but be not afraid of greatness; some
are born great, some achieve greatnese, and
gome have greatness thrust unon ‘em. (35)
“Thy Fates open their hands; (36) let thy
blood and gpirit embrace them; and, to inure
thyeelf to what thou art like to be, ocaet
thy humble apovearance and appear fresh. (37)
Be onposite with a kinaman, surly with servants;
let thy tongue tang arguments of state; put
thyself into the trick of singularity; she
thug advisee thee that sighs for thee. Rem=
ember who commended thy yellow gtockings, and
vighed to gee thee ever cross-gartered; (38)
I eay remember. ° Farewell. She that would
alter gervices with thee. The Fortunate-
Unhappy. *_(39)
Daylight ° discovers not more! This 1s open!
I w111 be proud, I will read politie authors,
I will baffle Sir Toby. > I will be strange,
stout in yellow stockings, and cross-gartered,
even with the swiftness of putting on! (40)
Jove and my stars be praised! Here ig yet a
postecript. :
"Thou canet not choose but know who I am. If
thou entertainest my love, let it apvear in thy
emiling: thy emiles become thee well. (L1)
Therefore in my presence still smile, dear my
sweet, I prithee."



ACT II, SCHIE 2

Busginesgs Cues

42, Blows a kiss heavenward.

Smiles firet at one leg, then

the other, 1ifting them apnrals- Warn foreetage curtain
ingly. He gtruts, exits DL.

Ae he comes down, Toby and Marla

scramble behind R bench, Fablan

and Andrew retreat behind L bench.

As sonn as he 1g out, they tumble

C.

L3, Fe attempts to embrace her.
She dodges behind Fablan.

Ly, Toby drops to his kneeg by
her R foot, places his head on
ground.

45, Andrew does the same before
her L foot., She laughs, takes
thelir armg, helpe them to their
Teet.

46, She tares Fablian's right arm
with her left, and they run out
DL arch.

L7, Toby and Andrew link arms
and follow, Cloese forestage curtain



rablan:

Sir Toby:
Sir Andrew:
Sir Toby:
Sir Andrew!

Marias

Sir Toby:
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Jove, I thank thee: I will smile; I will do
everything that thou wilt have mel (L2)

I will not give my part of this epo“t for a
peneion of thousands to be paild from < the
countesg'ls treascury.

I could marry thies wench for thie device! (L3)
So eould I, too.’

Wilt thou get thy foot on my neck? (4L)

Or on mine, elther?” (45)

If you will then see the fruite of the eport,
mark his firet soproach before my lady: he
will come to her in yellow gtoeckings, and 'tis
a color she abhors, and cross-gartered, a
fachion she detesta; and he will emile upon
her, which will now_ be so unsultable to her
dispoeition, being “drowned in melancholy as
she 18, that 1%t cannot but turn him into a
notable contemptd If you will gee 1t, follow
me! (L6)

To the gates of Tartar! ® (47)



ACT II, SCENE 3

Buginese

Cues

Ovening: Sebastian and Antonio
enter DR arch, X to C.

1. Antonlo takee hig nurse
from belt, hands 1t to Sebartian.

2. Sebartlan X to DL arch
whietling. Antonio calle after
him when he 18 nearly at arch.

3. He waves, exits DL arch.
Antonio returne the eralute, turne
and exits DR arch.

Lighte at opening:
red, white, blue foots

red, blue, alternate white
borders

photo spot-floods DC

bleacher epot

¥grn forestage curtain

Open forestage curtailn



Scenes

Sebastian:

Antonio:

Sebastian:

Antonio:!

Sebastian:

Antonio:

Sebastian:

Antonlo:

Sebastian:
Antonio!

Sebastian:
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ACT II, SCLNE 3

Another street

I vould not by my will have troubled you;
But, asince you make yonur pleasure of your pains,
I will no further chide you.

I could not stay behind you; my desire,
More gharp than filed gteel, did spur me forth,”

¥y kind Antonlo,
I ecan no other anewer make but thanks.’
Shall wve go see the “ land-marks of this town?

Yould you'd pardon me;

I do not vithout danger walk thege etreetg,

Once, in a sea-fight ‘gainst the count'e’own frigate
I 414 some gervice; of such note indeed,

That were I taken here 1t would scarce be answered.>

Do not then walk too open.

It doth not fit me. Hold, sir, here's my puree. (1)
In the south suburbs, at the Elephant,

Is best to lodge: I'11~ go order our supper

Whiles you begulle the time and feed your knowledpe
With viewing of the town: there ghall you have me.

¥hy I your purse?
J'Perhaps your eye ghall light upon some toy

You have deglire to purchase; and your store,
I think, 1s not for idle markets, sir.

I'11 be your purge-bearer and leave you for an hour.(2)

Sebaetian! To the Elephant!

I do remember! (3)



ACT II, SCENE

Businegs Cues
Opening: Toby seated bench DL, Lights at opening:
Fabian etands UR of him, Andrew
naceg back and forth from UC to red, vhite, blue foots
DC. Stops C. Toby amiles affec-
tionately at hinm. red, blue, alternate white
borders.

l. Andrew stamps foot manfully.
PAR 38'g L,R,C
2. Digs Toby in ribs with elbow,
winkg, X above Andrew, claps him
on back, standing on Andrew's R.

3. Andrew blinks at Fablan.
L, Pantomimes vicious thruets.

5. Looke excitedly from one to
other.

6. Toby gives him a ehove.
Andrew trots to DR arch, shakes
fiet in air,

7. Toby X to arch, pushes Andrew

out, X back to Fabian C. Both
laugh uproariously.

warn Marla enter DL arch



Scene:

Sir Andrew:
€ir Toby:
Fablan:

84r Andrew:

Sir Toby:

3ir Andrew:

Fabiant

Sir Toby:
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ACT II, SCEUFR L

Olivia's garden

lo, faith, (1) I'll not etay a Jot longer!
Thy reason, dear venom, give thy reacon.

You must needs yleld your reason, Sir Andrew.

Marry, I gaw your niece do more favors to the
Count's serving-man than ever ghe bestowed
upon me; I eaw it in the orchard!

Pid ehe see thee the while, 0ld boy? Tell me
that?

Ag plain as I see you now,

This was a great argument of love in her towards
you! 3 (2) She did favor to the youth in your sight
only to exasperate you,> You are now ealled into
the north of my lady's opinion; where you will
hang like an icicle on a Dutchman's beard, unlees
you do redeem it by some laudable attempt either
of valor or poliecy. (3)

¥hy then, build thy fortunes upon the basis of
valor! Challenge the count's youth to fight with
him; hurt him in eleven places: (4) my niece shall
take note of 1t; and assure thyself, there 1is

no love-broker in the world can do more in man's
comnendation with woman, than revort of valor.
There 1s no way but this, Sir Andrew.

(5) W111 elther of you bear me a challenge to him?
Co, write it in a martial hand; be curst and brief;
it 18 no matter how witty, so it be eloquent,

and full of invention.” Go! About it! (6)

Knave! Scurvy fellow! VYhere ghall I find you?
(7) ve'll call for thee at"fthy bedchamber: go!

5
This 1s a dear f651 to you, Sir Toby.



ACT II, SCENE 4

Bueginess

Cues

8. Toby eees Maria entering DL
arch,

9. She 1g overcome with laugh-
ing, X to C between Toby and
Fablan.

10, She imitates.

1l. Maria takee both their arms
and they run out UL.

12, 0livia enteres DR arch, X
to bench R, eits.

13. Maria annears UL, waving
Toby and Fabian back. Olivia
eeeg her, checks herself,

14, Maria X to C.
15, Malvolio avpears DL arch,

in yellow stockings, cross-
gartered. He is smiling hise

prettiest. ¥Maria sinks to bench

L scarcely able to contain her
laughter. He X to C, frowns at
her, waves her aside with his
etaff. She retreats to UL.
0Olivia looks him over in
surpriee. '

16. He emirks his widest smile,
rolle his eyes flirtatiously.

Enter Maria DL arch

Warn Olivia enter DR
arch

Enter Olivia DR arch

Warn Malvolio enter DL
arch

Enter ¥alvolio DL arch



Sir Toby:

Fabian:

Sir Toby:

Maria:

Sir Toby:

¥aria?

9ir Toby:
Olivia:

Yaria?

Olivia:

VYaria®

Olivia:

¥alvolio:
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I have been dear to him, lad, and some two
thoueand strong, or so!

¥We shall have a rare letter from him: but you'll
nnt deliver 1t?

Never trust me, then!'g(B) Look where the
youngest wren of nine comes!

(9) If you deeire the spleen, and will laugh
yourselvesg into stitches, follow me! Our fool
Malvolio 182 in yelldw etockings!

And cross-gartered?

Most villainouely.3 He does obey every point of
the letter that I dropned to betray him: he
does emile (10) his face into more lines than
a withered anple: you have not geen such a
thing as 1t is! I can hardly forebear hurling
things at him, I ¥now my lady will strike him:
if she do, he'll smile and take it for a great
favor!

Come, bring us, bring uswhere he is! (11)

(12) I have sent after him: he says he'll come,
How shall I feast him? what bestow of him?

For youth ie bought more oft than begged or borrowed.

(13) I speak too loud.

Where 18 Malvolion? he is sad and civil,

And suits well for a rervant with my fortunes:
Where 18 Malvolio?

He'g coming, madam; but in a very etrange manner,
He 1s sure vnosecegsed, madam.

Why, what's the matter? does he rave?

(14) No, madam, he does nothing but smile: your
ladyship were beet to have some guard about you,
if he comes; for, sure, the man is tainted in
his wits. > (15)

How now, Malvolio? (16)

Sveet lady--ho, hol



Act II, ecene 4

YAnd some have greatness thrust upon them!"
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ACT II, ComNE 4

Tuginecs Cues

17. Clivia 18 ghoeked,
¥Yarn Ledy II enter DL
19, Ye nflea her, arch

19, Yalvolio ¥iereg hani to her,
?0. "e advanceg clorer,

2l. And closger,

22, And cloger. Maria le con-
vuleed, Olivia ricea in alarm,
gtarte "R, Ne goner uprtnge of
bench, ar if he would cut her
off.

23. Fe pirouetteg t» etenas UC,
2L. Fe dances onto firet steo.
258. Lsly IT gtandas in arch DL.
2f. 21ivia X tn bench L to epeak
to Maria, X to arch DL, exits,
followed by Lady II. Yalvollo
eontinues hia nosing on sten UC,
Yaria exite UL, to get Tody.

27. ¥8lvollo struts to bench R,
elitea,

Enter Lady II DL arch



0livia:

¥alvolio:

Olivia:

¥alvollio:
Olivia:
Yalvolio:
Olivia!
Malvollo:
Olivia:
Malvolio:
Olivia:
Malvolin:
Olivia:
Malvolio:
Olivia:
Lady II:

Olivia:

Yalvolio:

Smilest thou? (17)
I eent for thee upon a rad occasion.

Sad, lady! I ecould be sad: this does mnake
some obstruction in the blood, this cross=-
gartering; but what of that? If 1t please
the eye of one.3 (18)

Why, how dost thou, man? (19) what 1s the
matter with thee? 7

“Be not afrald of greatness:" 'twas well writ!
Yhat meanegt thou by that, Malvolio?

"Some are born great,"--(20)

Hal

"Some achleve greatness,"--(21)

tthat eayest thou?

*And some have greatness thrust upon them!{" (22)

Heaven restore thee!

“Remember who commended thy yellow stockings,"-(23)

Thy yellow etockings?
"And wighed to see thee crogs-gartered." (24)
Cross-gartered! 3

(25) Madam, the young gentleman of the Count
Orsino's ig returned: I could hardly entreat
him back: he attends ynur ladyehip's pleasure.

(26) I'11 come to him. Good Maria, let this
fellow be looked to. V¥Where's my cousin Toby?
Let some of my people have a special care of
him, 3

0, ho! do you come near me now? no worse man
than Sir Toby to look at me! (27) This concurs
directly with the letter: she sends him on
purpose, that I may appear stubborn to him; for
she incites me to that in the letter,



ACT II, SCLUE 4

Bueineege Cues

28, Fablan enters firet, X above
bench R of Malvolio. Toby
follove, ¥ to DL of Malvolio.
¥aria X to C.

?9. Toby snickers, X tn ¥Yaria
at Co

30, ¥alvollio risee, swaggers
to DC.

31. Toby cuts him ~ff at DC.

32. Malvollo is annoyed, turns
and strides to DR.

33. Fabian comeg down to cut
him off at DR. Angrily Mal-
volio turna, X to DC,

3L, Tohy tugs at Malvolio's
goatee,

35. Fe lays a hand on hie
ghoulder., Malvolio tries to
ghake 1t off, Fablan, Toby,
and Varia lsugh and Jeer.
Yalvolio is furious.

36. Ve scatters them with his
etaff, and exits UL. Maria
rung to platform, peering on
tiptoe to sgee him off UL.
Fablan and Toby at C, rocking
with laughter.

37. Toby eees Andrew at DR,
arch.



Fablan:
Yalvolio:
Varia:

Malvolio:
3ir Toby:

Fablan:
Sir Toby:

Malvolio:
Sir Tobdy:

Maria:?

¥alvolio:

Marins

Yalvol o

8ir Tobyg

Fablan s

r 'T'obv -

€1

“Cast thy humble‘{appearance " gays she; be
opnoeite with a kinsman, suriy with gervants.”
It 18 Jove's doing and Jove make me thankfull’(28)

Here he 1s, here he 18! How ie it with you,
eir, how isg 1t with you, man?

Go off; I discard you: 1let me enjoy my private--
£o off.

3 D14 not I tell you? Sir Toby, my lady prays
you to have care of him. (29)

Ah, ha! does ehe go? (30)

:ZPeace, peace; (31) we must deal gently with
him!*7(32)

(33) No way but gentleness; gently, gently; the
friend is rough, and will not be roughly used.

S
Why how now, my fine fellow! (34) how dost
thou, chuck?

Sir!
3
Ay, Biddy, come with me! (35)

Get him to say his prayere, good Sir Toby, get
him to pray!

My prayers, minx?

No, I warrant you, he will not hear of godliness!
Go hang yourselves all! (36) You are idle, shallow
things: I am not of your element: You ghall

know more hereafter.

Ias it possidble?

If this were played upon a stage now, I could
condemn it as an improbable fiction. 3

Come, wve!ll have him in a dark room and hound. 3
My niece igs already in the belief that he'g mad.
(37) Sut see, but eee!



ACT TII, SCENE 4

Buaslness

Cues

38. Andrew runs to C, standing
between them, holding out his
letter with both hands.

39. Toby enatcheg the letter,
winks at Fabian, goes DL with

it. MYaria jJoins them, puts an
arm around Toby's neck, etands

on tiptoe to follow the read-
ing. Andrew gtalke to R bench,
stands arms folded, tight-lipred,
in what he believes to be a manly
vose,

LO, Fablan turns to Andrew, who
nods in delight.

L1, Again Fablan complements
Andrew, and he 18 increasingly
pleased.

L2, Toby looks up blankly, gets
no help from Fabian or Maria,
looka at Andrew who scowls
ferociously.

L3, Speaks avpprovingly to Andrew,

L4, whiaspers to Toby and Maria.
Varla gilggles.

L5, Sir Andrew grins and nods.
Doeg double take, scowling and
pouting at Fabian.

L, Toby X to Andrew, eglaps
him on back., Andrew's legs
buckle.

47. Andrew looks apprehensive.

L8, Toby gives Andrew a purh.
Andrew resigts 1t, draws hles
gword, rhakes it uncertailnly
over hig head, exits DR arch.
Toby returne to Fablan at C.
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Fablan: Yore matter for a May morning. (38)

Sir Andrew! Here's the challenge, rend it: I warrant there'!s
vinegar and pepoer in it!

Fablan: Ir 1t &0 gaucy?

Sir Andrew: Ay, e 1t, I warrant him: do but read!

8ir Toby: Give me, (39) "Youth,--whateoever thou art,--
thou ert but a scurvy fellow,"

Febians (L0) Good, and valliant.

3ir Toby: *Wonder not, nor admire not in thy mind, why I

. do epll thee go, for I will show thee no reason

for it.*

Fablan: (41) A good note; that iceepe you from the blow
of the law.

31r Mobys "Thou comest to the lady O0livia, and in my sight

she ueges thee kindly: but thou liest in thy
throat: that 1s not the matter I challenge thee

for.* (L2)
Fabian: (43) Very brief, and to exceeding good sence(ll)less.
3ir Toby: I will waylay thee going home: where if 1t be
thy chance to kill me,"--
Fablan: Good. (L5)
Ur Toby: “thou killeet me like a rogue and a villailn.

Fare-thee-well; and God have mercy upon one

of our eouls! 3 Thy friend, as thou ucect hin,

and thy eworn enemy, Andrew Apguecheek."

If thie letter move him not, his lege cannot: (L6)
I'l1l give 1t him.

¥ .
aria You may have very fit occaesion for it: he is now
in some %alk with my lady, and will by and by
depart.
Sip m
"Oby Go, Sir Andrew; ecout me for him at the corner

of the orchard; ¥ so soon as ever thou seest him,
draw thy sword, and ae thou drawegt swear horrible;
for it comesg to pass oft that a terrible oath, with
a swaggering accent sharply twanﬁed off, glves

a show of manhood. (47) Away! (48)



ACT II, SCENE &4

Sugineegs

Cues

L9, Fabian eeeg Olivia and
Viola as they enter DL arch.

0. Maria skivs out UR,

51. They exit DR arch. Olivia
X to bench R. Viocla X to C.

52. She walts for a resncnee.
Getting none, she removes a
camen from her dress and holds
it out to Viola.

£3. Viola turns away. Olivia
riges, oreseeg 1t on her., Viola
holds out her hand for 1¢t.
Nlivia takes her hand in both
of hers.

gL, She withdraws her hand from
0livia's.

55. X to DL arch, exite. Viola
etarte for DR arch, is met by
Toby, Fablian following.
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Sir Andrew: Nay, let me alone for swearing.

3ir Toby: Now will not I deliver his letter.’ But, eir,
I will deliver hie challenge by word of mouth;
set upon Apguecheek a notable report of valor;
and drive the gentleman, as I know his youth
will surely receive 1t, into a most hldeous
opinion of his rage, skill, and fury.< This
wvill eo fright them both that they will kill one
another by the look.? (49)

Fablan: Here he comeg with your niece. (50) Give thenm
wvay till he take leave, and preeently after him.

8ir Toby: I will meditate the while upon some horrid mess-
age for a challenge., (51)

Olivia: I have gald too much unto a heart of stone
And lald my honor °much too boldly out:
There's gsomething in me that reproves my fault;
But such a headetrong potent fault it 1ie,
"hat 1t but mocks reproof.> (52)
Here, wear thie jewel for me, 'tis my picture; (53)
Refuse it not; 1t hath no tongue to vex you;
And I beseech you--come again to-morrow.
WYhat shall you ask of me that I'll deny?’

Viola: (s4) Nothing but thie; your true love for my master.
Olivia: Row with my honor may I give him that

Which I have given to you?
Viola: I will ® release you.,
Olivias Well, come agaln to-morrow. Fare thee well.’ (55)
Str To by GCentleman, God eave thee!l
Viola:

And you, sir,.

Ir Toby What defence thou hast, betake thee to it; for
thy 4 enemy 1s quick, skillful and deadly!

v

tola; You mistake, eir, I am sure; no man hath any

quarrel to me, ’

p "‘ob
A g You'll find it otherwige, I sssure: therefore



Act II, scene L

"Ay, but he will not now be pacifled:
Fabian can scarce hold him yonder."

€l
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ACT II, SCENE 4

Buglinees Cues

56, He looks over hig ghoulder
at Fablan who sunprescee a
enicker,

§7. Viola gaevs and heade for

DL arch. Toby pursues her, grabs
her R wrigt, pulls her acroess
him, laye a hand on hie sword
hilt.

§8. She turns firet to Toby,
then to Fabian, then back to
Toby.

£9, Toby exits DR arch.
60. Viola turns anxiously to Fabilan.

61, Fablan emvhasizes each adjective
by a step forward, his face thrust
into here, backing her DLC.

62, Viola ecreams, exits arch DL,
Fablan after her,

63. Toby shoute off, backe Andrew
through arch DR, his left hand
grasning the front of Andrew's
doublet.

A4, Andrew gobe hle terror, dashes
down egtairs C. Toby pursues.
Andrew X on floor to R anron
etairs,

65. Toby pushes Andrew up R aopron
stairs, his hands palms up on
Andrev's posterior.

66. Fabian puehee Viola on through
DL arch.



Viola!

21ir Toby:

Viola:
r Toby:

Viola:

f1r Toby:
Viola:

Fablant

Violas
Fabian 3

ir ANy ypew:

W

if you hold your life at any price, betake
you to your guard; for your opposite hath in
him what youth, strength, skill and wrath ecan
furnieh man withal. (55)

I pray you, eir,--vhat is he?

He 18 a knight, ° a 4evil in private brawl;
goules and bndieps hath he divorced three; end
his S anger at this moment is 80 < intence,
that eatizfaction ean be none but by pange
of death.”

(57) I w111 return aFain into the house,”’

Back ynu shall not to the honusre, unlese you
undertake that with me vhich with ae much
safety you might answer him., Therefore on!~’

This 18 as uncivil as strange. I beseech you,
(5%) Ao me this courteous office, as to know
of the kxnight what my offence to him is; it
18 something of my negligence, nnothing of my
purnoee,

I will do en. Signlor Fablan, etay you by my
rentleman t111 I return. (59)

(60) Pray you, air, do you ¥now of this matter?
I xnow the knight is incenesed aralnst you, even
to a mortal combat; but nothing of the
circumstance more,

I beseech you, what manner of man is he? °

Ye 18, indeed, elr, the most skillful, (61)
bloody, and fatal opvoslite that you could 3
rossibly havs found in any part of Illyria.’ (42)

(63) why, man, he's a very devlli§ They gay he
has been fencer to the Sultan!

Pox on 1t, I'll not medlle with him! (564)

(65) Ay, but he will not now be pacified: (66)
Fabian can ecarce hold him yonder.



ACT™ II, corin

“uaginess

Cues

~7. Toby epeale Lo himeelr, X
3 €, Fatlaa X to C,

ot N

-

‘e Viola end Andrew quate, eye
ach other,

(923

N @

9. Toby, Fabilan X to Visla DL.

[4

~3

C. Vinla gnears tn hersgelf.

71. Viola wavegz gvord uncertalin-
ly. Fabian X to suprort her from
behind, Andrew sees Vliola being

pushed to him; tiptoes out DR arch.

72. Toby X to DR, grabs Andrew,
pushes him forwvard to C.

73. Fablan pushes Viola to C.
She and Andrew wave gwordes aime
lessly. As blades circle each
other, they touch. Eoth scream,
drop thelr eworde, Viola X DL

to Fablan, Andrew X DR to Toby.
Toby and Fabian push thenm C.
Cautioualy they retrieve gwords,
flee bacik to their seconds, vho
push them to C violently. They
% each other, Viola to DR, where
she nearly eticks Toby, Andrew
to DL where he nearly sticks
Fabian. Toby pusghes Viola, Fablan
pughes Andrevw C. They vpass each
other arain, pause, feel into the
eir with their gwords. In her
confugion Viola wheelg, with her
eword accldently smacks Andrew
on his posterior. He screams,
ruas dovn C stairs, hls mword
over his hesd in terror.

74%. Antonio has entered outside
R door, X on floor to stalrs C,
meetes Andrew midway on stalrs,
Fgraspe Andrew by front of doub-
let. Andrew drovs hiseavord.

75. Antonio looks at Viola.

Yarn entrance An%onio,
outelde R door. Officers
DR arch.

En%ter Antonio outside R
door, Officers DR arch.

Buginees Cont

76. Andrew sinks to his
knees,

77. Antonio puts hand on

gword hilt.

78. Andrew, on hande and
knees,retreats to bench R.

79. Toby dravs sword, Ante
onio draws. En guarde,
thrust, parry, en guarde,
crosse enee., Fablan X to
Toby when he gees officers
enter DR arch.

R0, Toby X UR.

81. Second officer X to
Antonlo, talkes his R arm.



Sir Andrew:

Sir Toby:

Fablian!

Sir Toby:

Viola:

Fablian:

Sir Toby!

Viola:

Antonio:

Sir Toby:

Antonio:

8ir Toby:
Fablant

Sir Toby:
Firaet Off:

Antonio:

First Off:

' 0, good S1ir Toby, hold!

66

Plapue on 1t! “Let him let the metter slip, and
I'1]l give him my horse, grey Capillet.

I'1]l make the motion. Stand here, make a good
ghow on it. ? (67) Varry, I'll ride your horse
a8 well ae I ride you! I have his horee to
take up the quarrel: I have persuaded him the
youth'e a devil! (6R8)

He 18 as filled with a horrible idea of him:
and pants and looks pale, as 1f a bear were
at hie heels.

(69) There'e no remedy, sir; he will fight you

for hies oath's sa%e.’

Pray God defe¢nd me! (70) A little thing would
make me tell them how much I lack of a man! (71)

Clve ground, 1f you eee him furious.

(72) Comwe, Sir Andrew, there's no remedy.” Come
on; -=to ¢4

I do assure you, 'tis againet my will! (73)

(74) Put up your eword. If thie young gentleman(?§)
Have done offence, I take the fault on me:

If you offend hlm, I for him defy you! (76)

You sir, why what are you?

(77) Sne, sir, that for hic love darcs yet do more(78)
Than you have heard him brag to you will,
Nay, if you be ¥ a meadler, I am for you! (79)

here come the officers!

. I'11 be with you anon.> (80)

Antonio, I arreest thee at the guit of County
Oreino!

You do mistake me, elr.

No, sir, no 1ot° I know your ” face too well.
Take him away.> (S1)



ACT II, SCLUE 4

Buglness Cues

2, Antonlo turns to Viola DL.

83. Second Officer lets go
Antonlo'e arm, Antonio X to
Firet Officer.

84, Second Officer X to Antonlo,
takeg his left arm., Antonlo
gtors him with a look. Firet
officer X to take Antonio's
right arm. He looks from one
to the other, then at Viola.
Then he sighs angrily between
his teeth, and the three exit
DR arCh .

¢, Andrew, Toby, Fablan look at
one another, and then at Viola.
She X to DC after Antonlo.

She turns to the three.

86, Viola epeaks tn herself,

A7, The exite DR arch.

88, Andrew draws his eword,

trots after Viola. Toby and WVarn Foregtage curtain
Fablan follow, exit DR arch.

Close forestage curtain



Antnnin:

Saeond Of?:

Antonio:
Viola:

Antonio:

Viola:

Antonios

Ceecond OfF:

Antonio:

Tirat OFf:
Antonio:

Viola:

Sir Toby:

Fablan:

Sir Andrew:

Sir Toby:
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I murt obey. Tnis comeg with geel:ing your (82)
Mt there'e no remedy; I ehall answer it.

¥hat will you do, now my nececelty

Y:xee me to aek you for my pursce? It grieves me
Yueh more for what I cannot ds for you

Than vhat befalle myrelf., You etand arazeqd;

Put be of comlort.

Come, eir, avay.

I miet entreat of you gome of that money,
What money, e1r? 7

W11l you deny me now?

Te 1t vogeidble ° my pgifta to you

Can now mesn nothing? 3

I ¥now of none;
Nor ¥now T yo by volice or any feature,’

0 hegveng themeelves!

Come, sir, I pray you, go.

Let me apeak a little., (83) This youth that you
see here 5

I snatched one half ocut of the javg of death=-

Yhat'e that to us? The time gnes by. Away! (84)

Lead me on. (R5)

Yethinks his words do from such passion fly
That he believes himeelf. So do not I. (85)
Prove true, imagination, 0, prove true,

That I, dear brother, be now taken for youl (87)
A very dishonest, paltry boy.3 His dighonesety
avvears in leaving his friend here in necessity
and denying him; and for hie cowardchipn, ask
Fablan.

A ocovard, a most‘fraacally coward,

7¥Faith, I'11 after him again and beat him!

Dose—cuff hin roundly, tut never draw thy sword! (88)



ACT II, GCLNE 5

Business

Cues

Onening: Sebastian enters DR
arch, X nurposefully toward DL
arch. Fegte entere R door,
tumbles down R staire and up

R anron stairs shouting.

1. Sebastian turns, stopns DC
to eee cause of commotion.
Feste catchesg un wvith him DC.

2. Annoyed, Sebaetian gives
him a slight ovush, sending
Feete across him to Sehastian's
L.

3. He bowe on the three
negatives.

L, He bounde backwards from
him, accenting the negatives
with his forefinger brought to
hie nose at the game time that
hig feet hit the floor.

S. Sebasgtian takes one esten
down onto C stairs,

A. He toseges him a gilver
dollar which Feste catches and
pockets,

7. Andrew, Toby, Fabian enter

DR arch, Andrew wvaves sword

above head, sgees Sebastian, stops,
showg Toby what he means to do.

He eteps behind Sebastian.

8, Andrew kicke him.

9. Sebastlan selzes Andrew by
front of doublet, boxes his ears.

10. Toby grabs Sebastian from
behind. They wrestle. Andrew
retreats to UL, Fabian X to him.
11. Feste rune out DL arch.

12. Sebastian strugglcs furiouely.

Lights at opening:
red, white, blue foots

red, blue, alternate
white bordere

photo spot-floods DC
epot on R door
bleacher gpot

Spot on R door out

Buginees cont.

13. Andrew jumps up and
down, bawling.

14, He shakes Toby off.
15. He draws and waves
his sword. Sebastian
dravws. Olivia enters DL.
Toby cees her.

16, His eword drops to
hie eside. Olivia glares.

Cueg cont.

Warn Olivia enter DR arch.

Enter 0livia DR arch.



Scene:

Clown:

Sedbastian:

Clown:

Sebaatian:

Sir Andrewv:

Sebastian:

Sir Toby:

Clown:

Sir Toby:
Sir Andrew:

Sebastian:
Sir Toby:

Sebastian:

Sir Toby:

ACT II, SCENE § 60

Before 0Olivia'e house

Vasgter Cegario, Master Ceesario! (1) Will you
make me believe that I am not sent for you?

(2) Go to, go to, thou are a foolish fellow:
Let me be clear of thee.

Well held out, in faith! (3) No, I do not know
you; nor I am not sent to you by my lady, to bid
you come epeak with her: nor your name is not
Master Cesgario; (4) nor this not my nose neither.
Nothing that 18 so is so0.

I prithee, (5) vent thy folly somewhere else.’
There's money for thee; (6) if {ou tarry longer
I shall give worse payment.’ (7

Now, sir, have I met you again? (8) There's for
youl

(9) why, there's for thee, and there and there!
Are all the people mad?

Hold, eir!’ (10)

Thies will I tell my lady straight: I would not
be in some of your coats for two pence! (11)

Come on sir; hold! (12)

(13)° I'11 have an action of battery against him,
if there be any law in Illyria: though I struck
him first, yet it's no matter for that.

Let go thy hand,

Come, sir, I will not let you go!3 Come onl!

I will be free from thee! > (14) If thou darest
tempt me further, draw thy sword!

What, what? Nay, then I must have an ounce or
two of this malapert blood from you! ° (15)
Madam! (16)



ACT II, CSCENL 5

Buginerce Cues

17. Obediently Toby makes a

gheenieh exit DR followed by

Andirew and Fablan who are 5

likewiee abached. Warn foregtage

18, She turns to Cebastlan.
He eheathesg hig sword,

19. She puts her hand on hile
am.

20. She nmulls him a eten to-
ward DL arch.

21. She extendes her hands to
him,

7?2, Fe gives her both hie hands,
epeaking earnestly.

23. She smiles up at him, and
exite DL on hies arm.

Oven forestage

curtain

curtaln
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0livia: Will it be ever thue! Ungracious wretch,

Fit for the mountaine and the barbarous caves,

Where manners ne'er were preached! Out of my
eight! (17)

(18) Be not offended, dear Cepario I prithee,
(19) gentle friend,

Let thy fair wisdom, not thy pagelon, sway

In this uncivil and unjuet extent

Againgt thy peace. ' Go with me to my house,

And hear thou there how many fruitless pranks

This ruffian hath botched up, that thou thereby

Yayet smile at this. Thou shalt not chooge but go.

(20) Do not deny. Besghrew hig soul for me,

He etarted one poor heart of mine in thee!

Sebastiant What relish is thie? how rune the etream?
Or I am mad,--or elee this 19 a dream!
Let fancy still my eenge in ‘dreaming sleep;
If 4t be thus to dream,--still let me sleepn!

Olivia: Nay, come, I prithee. (21) Would thou'ldst be
ruled by me!

Sebastian: Vadam,=-I willl (2?)
Olivia: 0, say eo,--and go be! (23)



ACT II, ZCENE 6

Buelness

Cues

Opening: VMaria and Feste are
entering from UR. She helps
him into a curate's gown,

l. She exits UR.
2. Fe pats his beard in place.

3. He runs to UL, places his
hands before him, the fingertips
just touching. Toby and Varia
enter UR,

L, Feste speaks in a deen,
resonant tone.

5. Malvolio's voice is heard
faintly vithin the cell.

6. Marla and Toby retreat into
the ehadowas UR., Fegte answvers
in hig clerical volce.

7. V¥alvolio eshowe hie face
through the bars of the window.

8. Feete gnes up atens UR.
Paces the nlatform to UC, his
hands before him, the fingertins

touching with every forward step.

9., WYe makep a deen bow directly
under Malvonlio's nose.

10. Ve pacee to hench L.
11. FHe gteps up onto the bench.

Makes an elgsbhorate geature to
the "south north*.

Lights at opening:
red, blue rear border
blue front border
blue foots

Warn Toby enter UR

Toby and Maria enter UR



Secene:

Maria:
Clown:

8ir Toby:
Clowns
r Tovy:
Malvolio:
Clown:

¥alvolio:
Clown:
Ur oy

Velvol :

ClO\vn-

Yalvolio:

Clown;
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ACT II, CCINE 6
Before a prison

Nay, I orithee, put on this gown and thie
beard; make him believe thou art Sir Topas
the curate: do it quickly. I'll call Sir
Toby the whilst. (1)

Well, I'1l put 1t on, and I will diseemble
myeelf in 1t; and I would I were the first
that ever dissembled in such a gown. (2)
The competitors enter. (3)

Jove blesg thee, Master Parson.

(4) Bonoe dles, Sir Toby.’

The knave counterfeits well; a good knave,
(€) Who calls there? (§)

Sir Topag, the curate, who comee to vielt
Malvolio the lunatic.

(?) 8ir Tcpas, SAr Tonas, good 3ir Topas, gO
to my lady.

(8) Out,? fierce fiend! How vexes thou this
man! Talkeat thou nothing but of ladies?

Yell eald, Master Parson.

Sir Topas, never wag man thug wronged, GCood
Sir Topas, do not think I am mad: they have
la1d me here in hideous darkness.

Fie, thou dichonest Satan! I call thee by the
mogt modest terms; for I am one of those gentle(9)
ones that will use the devil himeelf with courtesy.
(10) Sayest thou that house 1s dark?

Ag Hell, Sir Topae.

(11) Why, it hath bay windowe transparent as °
barricadee, and the clearstores toward the
south north are as lustrous as ebony; and yet
complainest thou of obgtruction?



ACT 1I, ZCRUE 6

Bueiness

Cues

12,
13.

hia
and

14,
15,

Malvolio showg annoyance.
reste X to R bench with
measured clerical pace,
climbs uo onto it.

He pgoes un UR atens.

He paceg acrose platform

to UL,

16.

He agcends L stens and X

toward Msria snd Toby UR,

17.

1R,
the

19.

Toby embraces him.

¥aria helpe Fegte reriove
govn and beard.

Ae wavea Feste toward

Malvollio, and he and Yaria
exit TR, Maria taking the
gown and beard with her,

20.

Fe e¥ins to C, singing.



¥alvolio:

Clown:

Malvolio:

Clown:
Yalvolio:

Clown;

¥alvolio:

(lown:

¥alvelio:

r Toby:

Clown:

¥alvolio:
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(12) I am not mad, Sir Tomas: I say to you,
this hnuee is dark.

(13) Madman, thou ¥ art in error: I gay to you,
there 18 no darkness but ignorance; in vhich
thou art more puzzled than the Egyptians 1in
their fog.

I say this house ie as dark as ignorance, though
ignorance were sg dark as hell; and I say there
wag never man thus abused. I am no more mad
than you are; make the trial of it in any °
reasonable question.

(14) what 18 the opinion of Pythagoras concerning
wild fowl?

That the soul of our grandam might harly tnhabit
a bird.

(15) what thinkeet thou of his opinion?

I think nobly of the soul, and no way annrove
his ovinion.

Fare thee well. (16) Remaln thou etill in darke-
nege! thou ghalt hold the oninion of Pythagoras
ere I will allow of thy wite, and fear to kill

a woodcock, lest thou disposecess the soul of thy
grandam, Fare thee well,

31ir Tonas, Sir Topas!

¥y most exquisite Sir Topas! > (17) To him in
thine own volce, and bring me word how thou
findest him. (lé) I would I were well rid of
this knavery. If he may bhe conveniently
delivered, I would he were, for I anm now eo

far in offence with my niece that I cannot
pursue with any safety this gport to the upshot.
Come by and by to my bed-chamber. (19)

(20) "Hey Robin, Jolly Robin,
Tell me how my iady dneg.
Hey, Robin, Jolly Pobin--*

Fool!



AC™ II, SCREUE 6

Migineeas Cues

2l. Jurme to L bench,

22, Fegte runs to UR epteps and
ontn platform under Malvolio.

?3. Ve tintoeg acrnes nlatfnm
under ¥alvolion, but out of his
gight, pausee at UL, assumes
hig eclerical volce, Valvollo
triee to cee.

2L, 24111 in the clerical volce.

25. Ye tiptoes under the window
to UR gnd epeag in his own
volce, Yalvnllo tries to gee,

7?6, X to UL, usea the clerical
voice, Yalvolio turns to try
to eee,

27. X to UR, epea¥s in hie owvn
voice, Yalvolio turns.

2%, Ye jurnpe to R bench.



Clown:
Malvolio:
Clown:
Malvolio:
Clowns

Malvolio:

Clown;
¥alvolio:
Clown:

Malvolio:

Clowng

Malvoiyo;

Clown s

Malvelto:

Clown:

¥Yalvolio:

Clown:

-3
N

(21) "¥y lady 1s unkind, perdy."

Fool!

"Alas, why 1is eghe go?"

Fool, I eay!

"She loves another"--vho calls, ha?

Good fool, as ever thou wilt degerve well at

my hand, help me to a candle, and pen, ink

and paper: as I am a gentleman; I will 1live to
be thankful to thee for 1it,

Master Malvollo? (22)

Ay, good fool,

Alas, sir, how fell you besides your five wits?
Fool, there vag never man so notorlouely abused.”
They have here propertied me; keeo me in darkness,
eend ministers to me, asees, and do all they can
to face me out of my wits.

Adviee you what you gay. The minigter ig at
hand. (23) Malvollo, Malvolio, thy wite the
heaveng restore! Endeavor thyself to eleep,

and leave thy vain bibble babble.

Sir Tapas!

(24) Malntain no worde with him, good fellow,
(25) ¥ho, I eir? Not I sir. God be with you,
good Sir Topas. (26) Marry, amen. (27) I will,
sir, I will,

Fool, fool, fool, I eay!

Alas, sir, be patient. (28) What eay you, sir?
I am % scolded for speaking to you.

Good fool, help me to some light and some paper;
I tell thee, I am ag well in my wits as any man
in Illyria.

YWell-a-day that you were, sir,



ACT II, SCENE 6

Bueiness Cues

29. He jJumpe to platform UR. Warn forestage curtain

30. Fegte X platform to UL,
Jumps to bench L, bows on the
last word of hies song, runs out
DL upstage of arch,

Cloge forestage curtain



¥alvolio!

Clown:

Malvolio:

Clowvn!

3

By thie hand, I am. Good fool, some ink, paper
and light; and convey what I will set down to
my lady; it ghall advantage thee more than ever
the bearing of letter did.

3
I will help you to it. (29) I will fetch you
l1ight and paver and ink.

Fool, I'11 requite it in the highest degree:
I prithee be gone. (30)

"I am gone, sir,
And anon, eir, 3
I'11 be with you agaln--"



ACT II, SCHNE 7

Puelnegs Cues

Opening: Lady II brings stralght Lights at opening:
chalr on through DL arch, vlaces
it DL, bowa as Olivia enters and red, blue, alternate
geats hergelf, exits DL arch. white borders.
Maria enters DR areh, X to C.

red, white, blue foots
1., Maria goes to DR arch,
signals rmisiciana. Lady I enters Warn foreetage curtailn
first, followed by woodwind trio.
Lady I X to C, trio grouns behind
her. They play and sing "Now Is
the Month of Maying." 0livia
speaks at 1ts finish.

2. Maria usheras them out DR
arch. Lady II enters DL arch,

3. ¢She exits DL arch, Lady II
bowe as she passes, removes
chalr and exite with it DL arch,
as Sebastlian enters DR and X

to DC.

L, He fingers a ring he wears.

5. He pees 0livia vho enters
DL followed by the priest. She
hurriee to him at C, places a
hand on his arm.

6. We takes both her hands in
hise.



Scene:

¥aria:

Olivia:

Lady II:
Olivia:

Sebastian:

Nivy g,

Sebagtian:
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ACT II, SCENE 7
A ronm in Olivia's houce.

Madam, the musicians awvalt your ledyehip's
pleasure.

Good, let them enter. I'll hear if thelr sweet
harmony be sulted to my nuptial ritea. (1)

It pleaseth me, Maria, lead them to thelr
stations. (2)

¥adam, the good friar awalts you in your chamber.
I thank thee. I'll come to him. (3)

This s the alr; that is the glorious sun; (4)
Thies pearl she gave me, I do feel it and see 1it,
And though !'tis wonder that enwraps me thus,

Yet 'tis not madness. Where's Antonio, then?

I could not find him at thz Elephant,

His counsel now might do me golden eervice;

For though my soul disputes well with my sense,
That this may be some error, but no madness,

Yet doth this accident and flood of fortune

So far exceed all ¢ reason, all good sense,

That I am ready to distrust mine eyes

And wrangle with my reason that persuades me

To any other trust but that I am mad

Or elge the lady's mad; yet if !'twere eo,

She could not sway her’ houee, command her followers
With such a smooth, discreet and stable bearing
As 1 perceive ghe does there's something in it
That is deceivable. (55 But here the lady comes.

Blame not this haste of mine. If you mean well,

Now go with me and with this holy man,

Into the < chapel here: there, before him,

And underneath that consecrated roof,

Plight me the full assurance of your falth;

That my most jealous and too doubtful eoul

May live at peace. He ghall conceal it

"Till you are willing it shall come to note,
And then we willl our celebration keep

According to my birth. Vhat do you eay?

(6) I'1l follow this good man, and go with you;
And, having sworn truth, ever will be true.



ACT II, SCELE 7

Buslness Cues

7. They exit DL arch. Open forestage curtain
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Olivia! Then lead the way, good father; and heavens so
shine
Tiat they may falirly note this act of mine! (7)



ACT II, SCENE 8

Buginesgs

Cueag

Onening: Viola and Crsino enter
UL, followed by Valentine and
Curlo. Antonio enters DR arch,
between the officers vho hold
him by his arms. Curio and
Valentine remain at UL. Viola
and Oreino X to DILC. Antonio
and officerg X to DRC,

1. X to Antonio.

2. X to L.

3. Oreino egeeg Olivia at DL
entrance, She is followed by
Feste and Lady I and II. Ladies
X to Join Valentine and Curio
UL. Fepte X upstage to below R
platform stevs.

L, He turns hack to Antonio.
5. Viola X to C.

6. Oreino turns to officers.

7. They X to UR. Orsino bowsg
to Olivia, who stops DL.

Lights at opening:

red, blue, slternate white
borders

red, vhite, blue foots
PAR 28'g L,C,F.
Bleacher gpot

Warn Olivia, Feste, Lady I,
II, enter DL.

Enter 0livia, Feste, Lzdy I,
ITI, PL.



Scenes
Violat
Duke:
First Off:

Viola:

Duke:

Antonios

Viola:
Duke:

Antonio:

Duke:
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ACT II, SCENE 8

0liviale garden

"Here comes the man, egir, that 414 rescue me.
That face of his I do remember well.’

Oreaino, this ie that Antonlo

That took< your frigate and her © goods from “Crete;
Here in the streets, desperate of ghame and state,
In private brabble 4id we aporehend him,

He did me kindnegs, sir, drew on my side;
But in conclusion put gtrange speech upon mne,

Notable pirate! (1) thou eslt-water thief!

Yhat foolish boldnesgs brought thee to thelir mercles,
¥hom thou, in terms so bloody and so"coetly,

Haet made thine enemiee?

Crsino, noble sir,
Be pleased that I shake off these nameg you give me:
Antonio never yet wag thief or pirate,
Though I confess, on base and ground enough,
Oreino's enemy. A witchcraft drew me hither:
That most ungrateful bny there by your side,
From the rude eea 8 enraged and foamy mouth
Did I redeem; a wreck past hope he was:
His 1ife I gave him ? and for his sake
Did I expose myself, © Just for his love,
Into the dangers of this “hogtile town;
Drew to defend him when he wag heset:
Where being aonrehended, his fal se cunning,
Not meaning to partake V1th me in danger,
Taught him to face me out of hie acquaintance.”

How can this be? (2)
then came he to this town?

Today, my lord; and for three months before,
No interin, not 8 minute'sg vocaney,
Both day and night did we keep company. (3)

Here comez the countess; now heaven walks on earthf(h)
Fellow, thy words are madness: (5)

Three months this youth hath tended upon me;

Put more of that anon. (§) Take him aside. (7)



ACT II, SCEIE 8

Buesinees

Cues

8. ¢She eees Viola, X to her at
C.

9. Olivia looks at her, then
X to Oreino at DRC.

10. The Duke turne, starts to-
ward PR arch. Viola X above
Olivia after him.

11, Viola turns back to Olivia,
gpeaks pnsslonately.

12, 0livia X to DIC.

13. Viola follows her.

14, 0Olivia signals to Lady II,
who exite DL arch.

15. The Duke sgpeaks impatiently
from DR, Viola X to him.

15. 0Olivia runs after her,

17. Fe gives her a threatening
gcowl.

18. Olivia sees priest at DL
arch, rune to him, brings him
back to C. ©She 1s on his L,
Viola on his R. Lady II enters
behind prieet, X to Valentine,
Curio, and Lady I.

Varn entrance priest,
Lady II, DL arch

Enter oriest, Lady II,
DL arch.



Olivia:

Viols:
Duke:
Olivia:
Viola:
Olivia:

Duke?
0livia

Viola:

Olivia:
Viola:

Olivia:

Duke:
Olivia:
Duke:
Olivia:
Dukes
Viola:
0livia:
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What would my lord, but that he may not have,
¥herein 0livia may seem gerviceable? (8)
Cesario, you do not keep promise with me.
Vadam?

Gracious Olivia,--

WYhat do you say, Cesarin? Good my lord,--
My lord would speak; my duty hughes me. (9)
If 1t be aught to the old tune, my lord,

It i8 as fat and fuleome to my ear
Ag howling after musiec.

8till1l so cruel?

St111 go constant, lord.” (10)
Vhere goes Cegario?

(11) After him I love

More than I love these eyes, more than my life,
More by all morees, than e'er I ghall love wife.

3
Ay, me, detested! (12) how am I begulled!
(13) Who does beguile you? who does do you wrong?

Hast thou forgot thyself? 1s it eo long?
Call forth the holy father. (14)

Come, away! (15)
¥Yhither, my lord?--(16) Cesario, --husband,--stay!
Husband!

Ay, husband: can he that deny?
Her hugband, sirrah! (17)

‘ . No, my lord, not I!

(18) 0, welcome, father!
Father, I charge thee, by thy reverence,

Here to unfold,~ what thou dost know
Hath newly paseed between this youth and me.



Dusinees

&1
o)

Cues

19. Ke glves Viola a pucgh to-
wvard Olivia. Prilest retires to
UR, estande watching.

20. He etarts for DR arch, Viola
followsg.

2l. Sir Andrew enters DL arch,
holding bloody handkerchief to
his head.

22. X to Andrew,
?3. X below Viola tn C.

2L, Vinla followe Duxm to deny
i1t. Fecte comeg RC to see better.

?5. Toby limps in DL arch, head
and one leg thickly bandaged
with handverchiefs. Fablan
helps him.

26. Feste comes DRC and Toby
addregses him.

27. X to him gnlicitously.

23. Toby places Andrew strategic-
ally before him. They X to DR
arch and exlit, Toby kicking
Andrew on each noun, Andrew
clapving hie hands over his
poaterior and bawling after every
kick. As they pass Feste at C,
he followe after, inmitating both
by kicking into the alr and then
clapoing his hands to his own
rear.,

varn Andrew enter DL arch

Enter Andrew DL arch

Varn Toby, Fablian enter
DL arch

Enter Toby, Fabian DL
arch

Warn Sebacstian enter DL
arch



Priest:

Duke:

Viola:

Sir Andrew:

Olivis:

Sir Andrew:

Duke:
Sir Andrew:
Viola:

Sir Andrew:

Sir Toby:s

Clown:

Sir Toby:
Sir Andrevw:
81r Toby:
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A contract of eternal bond of love,

Confirmed by mutual ° joining of your hands,
Attested by the holy ® kiss of lips,

Strengthened by the interchangement of your rings;
And all the ceremony of this ° ‘greement

Sealed in my function, by my testimony.

0, thou dissembling cub! ~(19)
Farevell, and take her; but direct thy feet
Where thou and I henceforth may never meet! (20)

My lord, I do protest--"

(21) For the love of God, a surgeon!
Send one pregently to 3ir Toby!

He has broke my head across and hae given Sir
Toby a bloody coxcomb too!~’

(22) Who has done this, Sir Andrew?

The count'es gentleman, one Cesario.
We took him for a coward, but he's the very devil.”

(23) My gentleman, Cegario? (24)
'0d's 1ifelings, here he 1313

WVhy 4o you speak to me? I never hurt you!
You drew your sword upon me without cause;
But I bespake you falir, and hurt not.

If a bloody coxcomb be a hurt, you have hurt me:
I think you set nothing by a bloody coxcombl!
Here comes Sir Toby halting; (25) you shall hear
rmore: but Af he had ngt heen in d4drink, he would
have tickled you otherwise than he did.

That'es all one: he has hurt me--and there's the
end on it. (26) Sot, didst see Dick surgeon, sot?

0, he's drunk, Sir Toby, an hour agone.
Then he's a rogue. I hate a drunken rogue!
(27)

¥Wi1ll you heln? (28) An ass-headl
And a kxnave! A thin-faced knave.

I'1l help you, Sir Toby.

And a coxcomb!
A gull!



Act II, scene 8

"0, Viola, my dearest sister'"
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ACT II, SCLKL 8

Pugsinesge Cuesg
2T« Che tuvns to Fchlan who Enter Cebastian DL arch
boewsg quickly, hurries out DR

arch,

30, Sebastian enters DL arch,
X to Olivia.

31. Cebacstian turne as Orsino
epeake, eeee Antonio, ¥ to him
at DR.

32, Ye indlecateez Vicla who gtands
C. Orsino retires to ULC.

33. He hurries to her, takes her
harde in hie.

34, She indicates Olivia and
Oreino, Sebastian pats her hand,
looks at her fondly, X below
Viola to Olivia at DL.

35, Fe takeg her hand. They X

to platform. He seats her, stande W¥Warn entrance DR arch,

on her R, Malvollio, Fablan, Marla,
Andrew, Toby, Feete.

36. e motions her to him,

37. He holds out hig hands.

3. She puts both her hands in
his.

39. ¥alvollo enters DR arch,
hatleege, canelegs, garters un-
tied, carrying crumpled letter
in his hand, X to platform ULC.
Fablan, Maria, Andrew, Toby,
Fegete follow, tormenting him.
Feste goes to UR corner of
nlatform. Toby, Maria RC. Fablan
URC.

Enter DR arch, ¥alvollo,
Fablan, Maria, Andrew,
Toby, Feste.



Olivia:

Sebastian

Duke?

Sebaetian:

Antonio:
Sebaatian:

Antonio:

Olivia:
Sebastian:

Viola:

Sebactian?

Duke:

Viola!
Olivia:
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(29) Get him to bed, and let his hurt be looked to.

(30) I am sorry, madam, I have hurt your kingman;
But had it been the brother of my blood,

I must have done no less with wit and safety.

You throw a strange regard uvon me, and by that

I do perceive it hath offended you:

Pardon me, sweet one, even for the vows

We made each other but go late ago.

3
One face, one volce, one habit, and two pereons! (31)

Antoniol 0, my dear Antoniol
How have the hours racked and tortured re,
Since I have lost thee!

Sebastian are you?
Fearest thou that, Antonio?

How have you made divielon of youreelf?
An anole” out in two, 1s not more twin
Than thege two creatures! (32) Which is Sebastlan?

Vost wonderful!
Do I stand there?'g(BJ) 0, Viola, my dearect sister!

If nothing ° prevents to make ug happy both

But this my borrowed masculine attire,

Do not embrace me till each clrcumstance

Of place, time, fortune, do“ prove indeed

That I am Viola: which to confirm,

I'11l bring you to a captain in this town,--

Yhere lie my maiden< clothes; by whose gentle help
I was preserved to serve this noble count.

All the occurrence of my fortune siace

Hath been between this lady and this lord. (34)

So comes it, lady, you have been mistook:?
You are betrothed both to a mald and man.> (35)

Boy, (36) thou hast eald *o me a thousand times
"hou never shouldet love toman like to me. (37)

And all those sayings will I over—ewear2%7(38)

(29) How now, Malvolio?



ACT II, SCENE 8

Business Cues

L4LO. Hands her the letter.
L1, X to platform etep, bows.

L2, 0Olivia looks at Maria, who
nods. Toby eelzes Yaria's
gshoulders, gives her a hesrty
smack. Andrew titters, celaps
his Y¥nees,

L3, Fecte advances to Malvolilo.

Ly, The comedians gurround
Yalvollo,

L5, Ye turns on them, shaking
hie fiegt in the alr, X to DL
arch, exits, followed by the
comedians who laugh and cat-call.

L6, Priest nodeg and exits DL
arch.

L7, Oreino X to top esten of
platform, speaks to Olivia.

L3, Ye calls Viola to hinm,

L9, Musiclans enter UR. Play

¥“gixteenth Century Calliard",

Viola places her hand on Oreino's

and they lead a proceescsion to DC,

and down C staire. On the floor

they turn to L, return to stage

via outside L door. Sebastlan

and Olivia are next, using R door.

Valentine and Lady I follow, using

L donr. Curio and Lady II next,

using R door. Antonio walks alone,

using L door., Officers follow, Lighte out excepnt for
using R door. At end of procegeion, bleacher spot
musiclans retire UL, Fegte enters

UL, X to platform, sits on steps, Clcee act curtain behind
guitar in hands. Lirhts fo out Ferte.

except for bleacher spnot. He comes

down to g1t on ton step DC. Sings

his song, ending with eweening bow.



Yalvolio!
Olivia:
Malvolio:

Olivia:
Fablan:

3ir Andrew:?
Oliviatg

Clown:

Sir Toby:
Marias
Comedians:
¥alvolios
Olivias
Duke:

Clownt

Madam, you have done me wrong--Notorious vrong!
Have I Malvolio?  llo.

Lady, you have. Pray ynu, poruse that lett
You must not now deny it is you hand. (L40)

er,

Alas, Malvolio, this 18 not my writing.

Good madam, hear me speak,3 (41)

Most freely I confess. Myaelf and Toby

Set this device agalnst M¥alvolio here, >

Maria writ

The letter at Sir Toby!s great importance;

In recompense whereof he hath married her,3 (42)

Good wench!
Alas, poor fool, how have they baffled thee!

(43) why "Some are born great, some achieve great-
nege, and some have greatness thruet upon them."’
"Madam, why laugh you at such a barren rascal?"s(L4)

"Some are born great--"

"Come achleve greatnegg--"

“And some have greatnees thrust urcn them!"
I'11 be revenged on the whole pack of you! (45)
Fe hath been moet notoriously abused.

Purgue him, father, and entreat him to a peace:” (L6)
(47) Meantime, sweet sister,

We will not part from hence. (48) Cesario, come;

For so you shall be, while you are a man;

But when in other S ec¢lothing you are geen,==
Oreino's mistrepse~-and his fancy's queen‘ (L9)

When that I was and a 1little tiny boy,
¥ith hey, ho, the wind and the rain,
A foolish thing was but a toy,
For the rain 1t reineth avery day.

But when I came to man's estate,
With hey, ho, the wind and the raln,

'Gainet knaves and thieves men shut their gate,
For the rain it raineth every day.



ACT II, OCENE 8

Meginceas Cues

50, Curtain call line-up from R Warn act curtain
to Lt Officers, Lady I, Valentine,

Antonlo, 0Olivlia, Sebastian, Viola,

Orslno, Lady II, Curlo, Iriaet,

*uelelans.

Sebastian brings Viola forward.

Then they etep back and malke Blacxout

room between them for comedlans

to enter in R to L line-up: O»en act curtain for
Fablan, falvollo, Toby, Maria, Curtaln call

Andrew., Malvollo and Tcdby make

room between them for Fegte who Zleacher svot, foots,
joing them from DC stalrs. boriers

Close act curtain

Housgse lights on



cH
48]

But when I ceme, alas! to wive,
¥ith hey, ho, the wind and the rain,
By swaggering could I never thrive,
For the rain it raineth every day.

A great while ago the world begun,
With hey, ho, the wind and the rain,
2ut that's ell one, our play 1s done,
And ve'll strive to pleace you every dayl! (50)



CHAPTER IV
AN ANALYSIS OF THE PROBLEMS
OF SCRIPT ADAPTATION

In adapting the script of Twelfth Night for high
school production, those elements that would make the most
acceptable production for the specific audience were
considered paramount. The cultural backgrounds, the read-
ing habitas, the entertainment tastes, the vocabulary levels
of the population of the school-community, ae indicated in
Chapter I, were integral audience factors which had to be
congidered. This production waeg to take placeé in a community
wvhere a Shakeaspearean play had never before been produced.
The need to give the play high entertainment value was there-
fore of first importance. For this reason a fast moving
production was deeirable. The staging had to be sgo planned
that there was no lapse of time from scene to scene; stage
movement had to be full and gay; dilalogue had to have brevity
and word content familiar to the ear of the audience. To
ald in achieving a production that would be a pleasant
introduction to Shakeepeare, the following criterion of
seript change was set up: scenes would be rearranged or
cut only wvhere such rearrangement or cutting would expedite

production; dialogue would be cut where such cutting would
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give greater speed to production; dialogue would be changed
vhere guch change would make lines more readily understood
by the audience; word changes or rearrangeméhts should when-
ever poseible preserve the meter of the passage. Thus any
change had one of these seven reasonsg for being:

1. Conmplete or partial scene rearrangement for
smoothness in produetion.

2. Addition of new material to permit time for
getting up of next scene, Additions were nade
only twice, and consisted largely of mueic of
the Elizabethan era.

3. Speech or gpeeches cut for faster movement.
b, Vvords or lines deleted to make speech more
acceptable to a school-community audience:
obscenities, profanity, innuendo.

5. Substitution for words or word meanings no
longer in common usage, or deletion or substitu-
tion because of vocabulary lack of cast and
audience.

6. Minor changes in sentence gstructure to make
dialogue more intelligible to the ear of the
audience.

7. Scene omission, or partial omission for speed
of performance.

The rearrangement of scenes may best be understood
if the gscheme of staging 1s considered. To achieve an easy
flow of movement from one ecene to the next, the production
wags played in scenes that alternated from full stage to
forestage scenes. The numeroue street scenes and the emall

interiors involving few characters and little movement were
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selected for the forestage scenes. The interiors where
freedom of movement was desirable, and the exteriors where
many charaocters would play were gelected for the full stage
scenes. Thus the problem of gcene rearrangement was one of
alternating full stage and forestage scenes. When a fore-
gtage scene was playlng, the full stage scene that would
follow was being set, as will be noticed in the Shifting
Plot, Chapter VI.

The chart below will indicate how scene arrangement
differed from the original. Identical sceneg appear on the
same line, The original texts used ln‘the problem of adap~

tation vere Tucker Brooke's editlonl and George Lyman

Kittredge's editlon.2

Adaptation Original
I,1 The Duke'sg Palace I,1 The Duke's Palace
I,2 The Seacoast I,2 The Seacoast
I,B A room in Olivia's House I,3 Olivia's House
I,4 The Duke's Palace I,4 The Duke's Palace
I,5 Olivia's Garden I,5 Olivia'e House
I,6 A Street I1,1 The Seacoast

‘ II1,2 A Street

I,7 A Wine Cellar II,3 Olivia'e House

1 Brooks, Tucker, John William Cunliffe, and Henry
Noble MacCracken, editors, Shakespeare's Principal Plays
(New York: The Century Company, 1924)

2 Kittredge, George Lyman, Twelfth N by William
Shakegpeare (New York: Ginn and Company, 155 5
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I1,1 Before the Duke's Palace II,4 The Duke's Palace
11,2 Another part of Olivia's II,S Olivia's Orchard

Garden III,1 Olivia'e Orchard

II1,3 Another Street ITI,3 A Street
III,2 Olivia's House

II,4 Olivia's Garden ITI,4 Olivia's Orchard
I1,5 Before Olivia's Houce IV,1 Before Olivia's House
11,6 Before a Prigon IV,2 Olivia'es House
I1,7 A Room in Olivia's Wouge IV,3 Olivia's Orchard
11,8 Olivia's Carden V,1 Before Olivia's House

The first five ecenes did not differ from the original. The
next two scenes were combined into one. The only scene
completely omitted was Act III, scene 1. Act II, scene 5,
was followed by Act III, ecene 3, and Act III, scenes 2 and
4, were combined into one scene. In the adaptation, the
firset scene of the play was full stare, a forestage scene
following. The scenes alternated in that pattern throughout
the produoction, This scheme followed, basically, the
Elizabethan pattern, with no time wasted for scene changes,
since setups could be made behind the forestage curtain
while action was going forward on the forestage. The floor
vlan of the basic set will indicate how thila was done.

An example of partial scene rearrangement may be
found at the beginning of the adantation., Since Act II,
scene 4, of the original, became a short forestage scene
(Act II, scene 1, Before the Duke's Palace) in the adaptation,
Feete's esong, Come Away, Death, was used to open the play.

New material vas twice added to permit time for

getting up the next scene. Act I, scene 6, of the adavtation



played only four minutes, an ingufficient tinme for striking
the garden acene and getting up the wine cellar scene. This
forestare escene was lengthened by the entrance of four revel-
ers, ir~mecdiately following Viola's exit. Their einging and
daneing provided the stage crew with needed time and in
ad4ition cet the moond for the wine cellar scene which follow-
ed. "It wag a Lover ani his Lage" was the gong ueeds The
other instance when new material was added was found in Act
II, scene 7, of the adantation. Act IV, acene 3, of the
original played three and a half minutes. The addition of
a few lines and a eong lenthened the scene, thus giving the
crew gufficient tirme to gtrike the prison scene and get the
garden socene, The lines which wvere added were proge, and
served only to introduce the song. The gong was a madrigal
of the Elizabethan period. It is included, with the wood-
wind trio accompaniment which wés used for 1t, in the nuasical
gcore gection of Chapter VI,

¥any speecheg were cut for faster movement, Lines
wvere not cut unlesgs the following four questions could be
ansvered in the negative: Does the speech contaln necessary
expoeition? Doesg it contribute essentially to plot develop-
rment? Does 1t contribute esgentially to character develop-
nent? Doea 1t eontain laugh lines so readily underetond that their
humor should not bs gacrificed? Or, conversely, does the

Yuror go basiecally hinge on Flizabethan word-play that the
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modern audience finde nothing humorous in the 1line? For
instance, Maria ani Feste onen Act I, scene 5, with en
exchange of witticisms on the word ¥colour'., Cutting of
theee lines was justified on the baeis of negative answers
to the first four questions above, and more important, an
affirmative ansver to the fifth question. Feste's first
two long speeches to Olivia which follow early in thie
same scene were gimilarly cut. Wherever such meaningless
word-play slowed action, 1t was cut. VMany cuts for faster
movement were made in Act II, scene 2, of the adaptation.
Deleting lines of Sir Toby, Sir Andrew, and Fablan as they
watched Malvolio read the letter, provided a chance for
much pantomime. In the adaptation Marlia remained on the
gtage at this point to add to the fun. It was necesgary,
then to cut the lines in which she wag greeted upon her
return to the scene. In thie eame scene a number of
Malvolio's lines were cut, nutting the emphasis on attitude
and movement, rather than line.

Worde or lincs were deleted to make speeches more
acceptable to a school-community audience. The Grand Ledge
Righ Sehool Aramatic department had been advised by the
administration that obscenities, profanity and innuendo
wvere not acceptable on its stage. The department was in
agreement with the adminisgtration on this policy, recognlz-

ing that characterization may break down when obscenities,



profanity or innuendo are used, since the momentary shock
of thelr use immedliately assoclates them in the mind of
the audience with the student, and not the character he
ie playing. For this reason a number of Sir Toby's, Maria's,
Sir Andrew's, and Feste's lines were cut. Examples of such
cuts will be found in Act I, scene 3, of the adaptation, as,
*By my troth, I would not undertake her in this company,*
or "...and I hope to see a housewife take thee between her
legs..." or "I would not so much aes make water but in a
gink-a-pace. "

Substitution for words or word meanings no longer
in common usage, or deletion or subetitution because of
the audience's and actors! vocabulary lacks were frequent.
The following are exampleg of such changes: "My brother,
he is in Elysium," wae changed to "My brother, he is in
Reaven." Fegte's "I am shent for epeaking to you,"* became
"I am scolded for speaking to you." Furness' A New Varjorum
Edition of Shakeepeare was consulted in making changes of
thie sort.3 Haﬁy deletions were made with regret. Certain-
ly to the trained ear, one of the delights of Shakespeare 1s
to catch words no longer in common usage, the connotations

of ﬁhich add much to the Elizabethan flavor of the production.

-? Furness, Howard Horace, editor, A New Variorum Edition

%,: Shakeepeare, Volume XIII, Twelfth Night, or, What You Will
Philadelphia: J. B. Lippincott Company, 1901}
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The writer had conestantly to remember that the untrained ear
wvearies of that which it cannot undersetand, and that many
linee, although flavoreome, would have to go. Hamlet's
counsel that the oensure of the Jjudiecious must overwvelgh
a theaterful of others had to be viewed in the light of what
the writer knew of the school-community. Almost totally
inexperienced with Shakespeare as cast and audience were,
the need for making an understandable, and therefore accept-
able, script was of firet importance. Sir Toby's reaction
to Sir Andrew's dance, Act I, scene 3, has the following
unfamiliar worde and vhrases in 1t: *like Migtress Mall's
picture®, "galliard", “coranto®, "sink-a-pace*, “under the
star', The student actor ocould have learned theéo, time
permitting, and perhape with appropriate gesture could have
given the audience a general idea of the meaning of the
passage. Yet since this production aimed to introduce the
school-community to the enjoyment of Shakeepeare, all
efforts were made to make thls first acqualntance an easy
and pleasant one.

An example of word meaning no longer in common use
is found in the next scene, Act I, scene 4. The duke adviges
Viola, "Therefore, good youth, address thy gailt unto her."
The wrlter'knev the word "galt" would be a mental hurdle,
becauee of eonfusion with the word “gate" in both its
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normal and glang meanings. This line became in the adapta-
tion eimply, "Therefore, good youth, addrees thyself unto
her.*

Minor changes in sentence strué¢ture to make dlalogue
more intelligible to the ear of the audience were occasion-
ally made. An example of such a change is Viola's line,
*What else may hap, to time I will commit," which became
“What happens else, to time I will commit." Orsinots linss
which close Act I, scene 1, presented problems both in
vocabulary and gentence structure:

0, she that hath a heart of that fine frame

To pay this debt of love but to a brother,

How will ghe love when the rich golden shaft

Hath killed the flock of all affections else

That live in her; when liver, brain, and heart,

Thege sovereign thrones, are all supplied and fill'd,

Her sweet perfections, with one self king!

- The double sppogitive was omitted, and the lines became:

0, she that hath a heart of such devotion

To pay thies debt of love but to a dbrother,

How will she love, when Cupid'g golden dart

Hath killed the flock of all affeoctiong else

That 1live in her; when she has given her heart

To me, and all her sweet perfections mine!

The writer was pleaged that the adaptation produced a script
with vocabulary suitable for the cast. That this was true
wag evident when the students found the script understandable
at the firgt reading rehearsal. No further changes were
needed, and occaesional changes which occurred in rehearsal

vere accldental.



Scene omigsion for speed of performance occurred
once., Partial omigsion was used twice. Act III, scene 1,
wvas completely omitted, since it did not contribute to the
plot, and since similar exchanges hetween Olivia and Viola
took place in a later scene. One partial scene omiesslon
vas the shortening of the ecene which is Act II, soene 1,
in the adaptation. This scene (olloved the pattern of
brevity which had been established for all forestage ascenes
to évoid holding the eye of the audience on a plain drape
background for a long period. The other partial scene
omigslion was the opening of the last scene of the play,
an omisasion which, aithough 1t cut some of Peste's comedy
lines, hastened the denouement.

Every soript change fell into one of the seven
claessifications listed and described here, and all are
degignated in red ink in the script, Chapter III, by their
appropriate number aeg listed on the eecond page of this

chaoter.,



CHAPTER V
AN ANALYSIS OF
THE DIRECTING PHOBLEN3

The rehearsal limitations in the direction of Twelfth
Night at Grand Ledge High School were these: the stage was
not usable immediately after eschool because of dally basket
ball practice in the gymnasium; the gtage wag not usable on
Wednesday and Friday evenings because of basket ball practice
and games; three cast members 'ere involved in band rehearsals
every Wednesday evening; some of the cast were unavalilable
on Thursday nighte because of the school poliey of reléaeing
etudents to church choir rehearsals; some cast members
lived at great distance from the school; some cast members
worked at after-school jobs until six o'clock.

The full cast, then, was available for rehearsals on
¥Yonday and Tuesday evenings only. The stage was in use by
community groups on a number of Monday and Tuesgday evenings;
the large rehearsal room in the music building was then used.
A total of seventeen full cast rehearsals were held on the
stage. At the latter end of the schedule, a Wednesrsday re-
hearegal was arranged, two Thursday rehearsals were made
possible by pre-arrangement with church choir directors, a
Friday rehearsal was made nossible by reeserving the gymnaslum

two months in advance.
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An eleven-week rehearsal echedule was set up, with
full cast rehearesals every Monday and Tuesday evenings, epot
rehearsals on Wedneeday evenings for non-band members and
on Thursday evenings for actors who had no church choir
responsibility, and line and spot reheareals during the third
and egixth periods of the school days. Since a number of
cast members had study reriods during the third or sixth
periodes of the achonl day, it was possible for them to leave
the study hall for scheduled spot or line rehearsals. Actore
were not permitted to leave claeses for such rehearsals. If
they were to report for rehearsals from their study halls,
the director vrovided a study hall pass which the study hall
teacher turned in at the principal's office. The diroctoi
was permitted to use her conference period, the eixth hour
of the day, for either gpot rehearsals or stage craft. che
could frequently use the third period for small group rehear-
sals or stapge craft since that was the hour vhen her oclass
in dramatic arts met. Since five students in this class
were members of the caest, it was posrible to work lines with
them, while the remaining members of class, under the euper-
vision of a student teacher, worked on the technical sspecte
of the production.

A copy of the rehearsal schedule which was placed in
players' prompt books and malled to parents is found at the
end of this chapter.
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Since the rehearsal period covered a total of eleven
weeks, a rather glow pace waas set at the beginning. The
first evening meeting began with a cast dinner at the
director's home, folloved by a reading of the play. The
director emphasized the fun of the play, and pointed out the
prestige the cast would enjoy in this first thakeepearean
production. Reading was begun by the director, with the
students asking t6 read their parts as they caught the spirit
of the play. The evening closed on a note of confidence.
During the remainder of the first week and all of the second
veek reading rehearsals continued with small groups. At
these rehearsals the director worked very carefully with the
student actors on vocal interpretation and characterization.
She 414 not urge memorizing until the vocal interpretation
was consistent. When the stage was avallable, blocking was
done with small groups in the first and second weeks during
the third and sixth perilods.

The first comvlete blocking rehearsal for Act I
was held on Monday evening of the third week. Entrances
and stage areas were ochalked on the stage floor to ald
inexperienced cast members. A temporary platform was placed,
and substitute furniture was used. The stage manager and his
assistant were respongible for shifting furniture for each
scene, Théy had prepared a large chart which showed all
stage settings. This they used until they had learned the
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setups. Before the rehearsal began, all actors were called
to the stage. Experienced actors were directed to go in
and out exits, to take crosees, to use the fumiture. After
the inexperienced actors had been given thie chance to wétqh,
they, too, were directed in movements about the stage until
all unfamiliar terme had been learned. The director had
discovered that this learning method, plus an accurate prompt
book in the actors' hands assured a smooth blocking rehearsal.
The blocking of Act I was reviewed again on the following
evening, and learned in the spot rehearsals which were held
during the third and sixth study periods of that week.
Meanwhile reading rehearsals of Act II had been taking place
in third and sixth hours, and some scenes of Act II had been
blocked in those hours when the stage was avallable,

The entire cast was called for a blocking rehearsal
of Act II on Monday evening of the fourth week. This block-
ing was reviewed the following evening and learned in spot
reheargals the rest of the week. Business for Act I wae set
in sgpot rehearsals.

On the firfth Monday night the blocking of both acts
was again reviewed. A complete run-tﬁrough of the production
wvag done the following night. The comedy scenes 3 and 7 of
Act I were rehearsed on Wednesday night. On Thureday night

of the fifth week a complete run-through was done for
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members of the Dramatice staff of Michigan State College.

During the sixth week business was get for Act II
and reviewed for the comedy goenes of Aect I.

On Monday evening of the geventh week bloocking and
business in the last scene of the play was polished. On
the following evening practice costumes horrowed from the
Grand Raplde Civic Playere were worn for the firet time.
Theese coestumes were incomplete but useful, since they gave
the boys many rehearsals in tights, and the girls experience
with long dresses. BShoes were not worn on stage from this
reheargal until drees rehearsal. FEach student kept a pair
of heavy dark gox in his locker to put on over his tights
for rehearsals until the final dress rehearsal when shoes
vhich had been made by the costume committee were worn.

For this first costume rehearsal the entire evening was
svent in instructione on movement. The cast walked about
on the gymnasium floor learning to time movement to epeech.
Bowing, sitting, and rising were practiced. Following the
practice on the gymnasium floor each actor was directed
about on the stage, giving some of his speeches where much
movement was desired. Spot rehearsale of scenes in both
acts continued during the third and sixth periode of the
remainder of the seventh week.

Technical rehearsals of both acts were begun on
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¥onday and Tuesday evenings of the eighth week. Since the
etage was not available, substitute furniture was used in
a cleared area of the lorre rehearsal room in the musie
building. The cast now began to funetion as stage crew,

The lack of snace in the wings of the stage had made
neceegsary the deocieion to diespense with a stape erew eepardte
from the cast. The only backstage erew other than actors
vere the stage manager, the property girl, and a boy on the
forestage curtain. Since actors were uged to shift scenes,
very eareful vlans had to be worked out. If an actor was
playing forestage on a given scene, he obviously could not be
used to set up the next scene. For these first technical
reheargals each actor was given a copy of the ghifting plot
which aporears at the end of this chapt;r. Each actor marke
ed his name wherever 1t occurred. In these firet technical
rehearsals he wvas permitted to keep thie shifting plot with
him to consult 1t Quring scene changes. Spot reheareals

for polishing scenes in bdoth acts were held during the third
and eixth hours of the remainder of the eighth week.

On Monday evening of the ninth week a technical
rehearsal was called for six-thirty o'clock. No coples of
shifting plot were permitted, since scene setups had to be
learned as perfectly as lines. The director called ecene

changes and the cast rehearged them untlil they were able
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to do them without undue bhacicstage eonfusion. Now the
furniture vhich vould be usged in production was on the
ctage for rehearsale, and the cart learned exactly vhere
to place each piece both on and off the gtage. On Tueeday
evening of the ninth week ¥r. John Jennlngs of Michigan
State College cgerved ss critic for a complete run-through,
with cast, of course, rerving ac stage crew as they would
for performances. Lighte were handled, exeept for those
which would be borrowed at a later date. Musical effects
vere complete except for the woodwind t™Mo. In the next
two days the lacst scene was worked in reheareals third and
gixth houre. Another long technical rehearsal was called
for Friday evening of the ninth wveek, and agaln ecene ghifts
wvere rehearged, At thies point the cast began to function as
an integrated crew, The complete co-operation of every
individual essential to any stage production had been achieved.
The technical aspects of the production were now running
eaglly and a smooth rehearsal of the entire play wae thus
poesible in this last reheareal of the ninth week.

Four evening rehearsals were held in the tenth week.
By this time lineg were so well in hand that third and alxth
hour spot rehearsals were canceled for the balance of the -
rehearsal period. The evening rehearsals vere polgéging

rehearsals accomplighing growth in characterization wvhiech
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had been somewhat at a standstill in the eighth and ninth
weeks when technical problems were of major concern. The
voodwind trio was called for rehearsal in theee evenings.
They had, of course, rehearged previously numerous times
with the egingers. The only spot rehearsals now necegsary
involved the singers and the trio. The full cast was dis-
migsed early on two evenings while a dancing instructor
prolished the performance of the revelers in the dance she
had taught earlier,

The week of production began with a complete run-
through on Monday evening. Tuegday evening was given over
to ritting costumeg., Vednegday evening was drese rehearsal.
The costume committee had worked all dasy to get ecostumes in
complete readiness. Hand properties had, of course, been in
use for many rehearsals. Every preparation had been made
for a dregs rehearsal that would be a performance complete
in every detall except the presence of an audience. The
director had invited a few disocriminating students to see
the rehearsal. One of them served as meseenger to take
written messages either to actors who needed greater vocal
projection or to the gtage manager or his aseligtant wvhen the
director dtascovered defects that could be remedied as the
rﬁheareal progressed. The dress rehearsal thus was one free
from harrassment for both director and cast. The director

took notees which ghe quietly discussed with the cast at the



end of the rehearsal. As the director talked the costume
chairman, the stage manager, and aselstant stage manager

listed those things that were thelr responsibility. The

smoothness of the rehearsal, followed by this quiet die-

cussion, gave the cast a feeling of confidence.

The firet performance wag a matinee on Thursday
for high school étgdentn of the surrounding area. Actors
vere excused from their classes at 11:00 to be served an
early lunch in the cafeteria. They reported for makeup
at 11:45, The performance began at 1:15.

Evening performances were the following Friday
and Saturday nights. Makeup began at six-thirty o'clock.

Costume and property chalrmen and etage manager and assis-

tant reported at the same hour.

How the problems of blocking, interpretation of

roles, and development of character were dealt with in the

eleven week rehearsal schedule described above should now
be reported.

The problems of bloeking were relevant to the
limitations of the stage, as desceribed in Chapter I. The
plan of playing alternate full stage and forestage scenes
eet a pattern for the general blocking for the play, and
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gave a basis for detalled blocking from scene to ecene and

within the gcenes.
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The Airector blocked the plaw on raner with the use

of floor plans which had been drawn up. The floor plans
which are found in Chapter VI together with the floor plan
of the stage which 18 found on page 166 of Chapter VI
show the following general acting areas:

Aot I, scene 1, An Apartment in the Duke's palace:
steps and platform up left; Feste's bench, down left;
Orsino's chair, right; Curio's bench, center; Valen-
tine's entrance, down left.

Act I, scene 2, A geacoast! entrance from outside
door, right; the right apron stalrs; the center
forestage; the forestage arch exit, left.

Act I, scene 3, A room in Olivia's house: ateps
and platform, up right; bench, down right; table
and chair, down left; serving table, up center.

Act I, scene 4, A room in the Duke's palace: the
Duke'g chair down right; entrances right and left
through forestage arches; the center forestage.

Act I, scene 5, Oliviale garden:t the platform and
steps, up center; Olivia's chalr on platform, up
center; benches, down right and left; entrances down
right and left, and up right and left.

Act I, scene 6, A gtreet: the outeide right door;
right apron stairs; entrances and exlts through
forestage arches, right and left.

Act I, scens 7, A wine cellar in Olivia's houtse:
the platform and steps up left; Feste's bench and a
table right; large table and two chairs, lert.

Aet II, scene 1, Before the Duke'!s palace: entrance
outeide right door; the right apron stairs; the center
foregtage; the center stairs; exits before act ocurtaln,
right and left.

Act 1I, scene 2, Another part of Olivia's garden:
platform, up center; steps, right and left on platform;
chair, up center; benches, left and right; hedges, up
left and right; entrances, up left and right, down left
and right through forestage arches; right apron stairs.
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Act II, scene 3, Another street: entrances through
forestage arch, right; exits through forestage arches,
right and left; the center forestage.

Act II, scene 4, Olivia's garden: the same as Act I,
scene 5, an? the center stairs and right apron stalirs.

Act II, scene 5, Before Olivia's house: the outside
right door; the right avron etailrs; the center stairs;
entrances through the forestage arches right and left;
the forectage.

Act II, ecene §, Before a prison: platform and steps
up center, the steps at right and left on platform;
benches, right and left; entrance and exit, up right;
exit, down left,

Act II, scene 7, A room in Olivia's house: Olivia's
chair, down left; entrances and exits through fore-
etage arches, right and left; the forestage.

Act II, ecene 8, Olivia's garden: the eame as Act I,
scene 5, and the center stairs.

The maln objectives in blocking were these: Tfull,
uninhibited movement; long crosses, much uge of the platform
to nrovide a second level, and in the garden scenes to ret
Olivia apart from the others; use of acting areas outeslde
the proscenium arch to give variety and scope to movement;
entrances and exits timed for speed between gcenes, A few
exampleﬁ of each of thege objectives follow, Other examples
will be found in Chapter II in the left-hand puages of the
gserint, under business.

Uninhibited movement wae blocked for scene 3 of Act I.
When the scene opened Toby wae rseated down right. VMarla
entered on the platform up right, estood center with hands
on hips regarding Toby, took a quick crose to him, removed
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the drinking mug from his grasp, crossed quickly to serving
table up center. He pursued her, and goon had dlsengaged
the mug from her hande to leap upon the chair down left,
raising the cup on his line, *I'1ll arink to her as long as
there is passage in my throat and 4rink in Illyria.* Sir
Andrew's entrance on the platform up right was elaborate,
and the three played the whole stage as Sir Toby egged him
on to flirtation with Maria., On the exit, with Sir Toby
brandishing his whip at Sir Andrew!s ankles, they circled
the entire center stage, hurdling the bench, and leaped
out the platform up right.

Long croesses were frequently used. Minor charso-
ters, as well as major characters, were given plenty of
movement. In Aet I, ecene 1, Valentine made a long cross
from his entrance down left to the Duke's chalir at right.
Crosses for both major and minor characters who played
forestage scenes were frequently from one arch entrance
to the other, giving them a full stage cross, whenever the
action, plot, or dialogue indicated that the actor was
progressing from one location to another, For example,
Violal!s action of leaving Olivia's home, being halted by
Malvolio with the ring, and then continuing on her way,
presurmably back to the Duke's palace, was shown by her
full eroses from the down left arch to the down right arch.

The platform eserved as an entrance or exit in the
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full stage interiore, and as a epot where attention could
fooue on Olivia in the garden scenes. In Act I, scene §,
1t pointed up her gedate removal from the disorderly conduet
of her kingman Toby, and emphasized her position as reign-
ing beauty when Viola made her entrance. At the end of the
play Sebastian jJoined her on the platform, as he took his
rightful place as lord of her life. Sir Todby, Maria, and
Feste occasionally usged this garden platform area when
Olivia was not on the scene, indicating that they were an
impish trio vwho respected authority only when they had to.

The acting areas outside the proscenium arch were
the outside right door, the right apron stairs and the
center stairs. The first two were used for entrances such
as Viola!s first entrance with the sea captain and seamen,
or the first entrance of Sebastian and Antonio, or the comie
entrance of Fegte as he gcrambled after Sebastian in Aet II,
scene 5, The center gtalrs provideﬁ an area for playing
Act I, scene 2, with Viola sitting on the top step, Orsino
standing above her, as ghe gave her lines, "My father had
a daughter loved a man, ae 1t might be, perhaps, were I a
woman, I ghould your lordship." Another example of use of
this area was Sir Andrew's bawling flight down them as he
tried to avoid dueling with Viola. Again thls area was used
in the next scene as Antonlo entered from the outeide right

door and dashed up the center stalre to intercede in the duel.
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Blocking was planned so that movement from one scene
to the next was continuous. A forecstare scene began as the
curtain cloeed on the preceding full stage scene. An exanple
of thie was found at the beginning of Act I, scene 2, As the
Duke and his retinue took their exit up right at the end of
scene 1, the forestage curtain was closing, and the eea cap-
tain, with Viola in hie arms, wae already ascending the stalrs
from the outside right door. A full stage scene began immedi-
ately as the actors took their exit from the forestage ecene
while the forestage curtain was opening. For example, as
Viola spoke her line, "I thank thee; lead me on%, she, the
captain, and the geamen were taking thelr exit down left. At
the same time the forestage curtain was opening to disclose Toby
seated on the bench down right, drinking deeply from his mug.
The physical limitations of the gtage vere a factor
in planning blocking. Lack of adequate off stage space had
to be always considered. The stage floor Blan which 1is
found on page 17 in Chapter I indicates the limited off
stage space., The stacking and shifting rlnt found on page
168 in Chapter VI indicates how muech of the off stage space
wag needed for storage of furniture. A large table, a small-
er table, two chaire, and a hedge took up so much room off
gtage left that little remained for actors when they were
not on stage. The boys' athletic office which adjoins the

stage off right was a convenient place for actors to stay



107

vho were awalting entrancee right. However, since the

director wished to uge the left entrances as frequently

as right entrancesg, she had to find a way to provide

additional off gtage room at the left for actors. Conse-

quently the top of the grand plano caee was cleared of the

scenery flats which were normally etored there. Thece

were temporarily stored in the loft above the boys! athletile

office. A set of get-away etevs was securely fastened to

the piano case, Thue an actor who had made an exit down

left and vho would not re-enter directly could, by using

thege stairse, reach the top of the pnilano caee where he

‘ecould git until his next entrance. In the event that

blocking called for him to enter up left, he could crose the

top of the plano case, get down it from one of the tables

or chalirs stored there, arriving at a point back stage where

he could make his up left entrance dbehind the tableau curtain.
The lack of a back stage cross-over influenced block-

ing plane. Because of the stage depth of -only eighteen feet,

the back cycloramie curtain was hung directly at the back

etage wall, The resulting galn of an additional foot and a

half was more desirable than the retention of that footage

for a croes-over. In all cares but one, it was vractical

to have actors re-enter on the side of the stage where they

had taken their exit. In Aet I, scane 2, 1t was desirable

that Viola exit left and re-enter right in Act I, scene 4,
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Since the full stage scene, Act I, scene 3, came between
thege two forestape scenes she had more than enough time
to go through the hall, off stage right, go down to the
shower rooms and up through the athletic storeroom and
office to take her entrance at stage right. Actors, could,
of course, get from one glde of the gtage to the other
vhen a forestage scene was playlng, by crossing well back
of the forestage ocurtain.

The problem of actors getting cues while walting in
the boys' athletic office was easily solved by installing a
microphone behind the first border curtaln and feeding 1t
into the sound system of a Bell and Rowell novie projector
which was placed on the loft. The sneaker was removed from
the projector and hung in the athletic office. This sound
gystem was abaolutﬁly eseential to the succeseful blocking
of the show, since an actor who stood at the outside right
door, walting for his cue to make an entrance there, could
neither see nor hear wvhat was taking vlace on stage.

Interpretation of rolee began with the reading re-
hearsals. After the play had been read through, the cast
and director discussed the spirit in which it would be
played. In subsequent rehearsals, then, the cast worked
congtantly for a mood of lightnese and galety. This mood

was set early in the rehearsal schedule by the two ex-
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verienced actors who played Sir Toby and Sir Andrew. By
wvorking Act I, scene 3, with them and the girl who played
¥aria, the director wag able to demonstrate to the rest
of the cagt the abandon and sheer nonsense with which ghe
wished most of the play to be acted. The general inter-
pretation was planned to fit Willianm Hazlitt's description
of the play:

One of the moet delightful of Shakegpeare's comedies.
Of a pastoral and poetiocal cast. Folly is indigenous
to the soil and shootes out with native, havny, un~
cheoked luxuriance. Absurdity has every encou{agement
afforded it and nonsensge has room to flourish.

The introductory and sunnlementary records to the
Mercury Text Records were ugeful. In the prologue Shakespeare
and Richard Burbage converse about the play which Shakespeare
ie writing as a diversion from Hamlet. Burbage urges him to
get on with Famlet and disparages the new play:

Burbage: Oreino, Viola, Antonio, who are thece people
and who careg for them? Bah! Fools out of an
Italian farce.

Shekegpeare: No. Engliesh foole, Dickie, like you
and me ... Titled fools, and tipsy fools, and
foole in love. Our Englieh veonle ... the eallor,
the gerving-man, the squire, the sultor, our own
idle knighthood, the priest, the amorous gentleman,
the noble laedy and her strutting steward...

Burbage: T™he vailn steward! I ¥now that play. The
Deceivers they call it in Italian and the steward
is VMalevolti!

1 Haz11tt, Willlam, The Complete Works of William
Hazlitt, Vol. 4, Characters of Shakespeare's Plays
(London: ~J. M. Dent and Sons, Ltd., 1930) p. 31k
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Shakegpeare: I call him Malvolio and I make him
a Puritan and he's English ... Oh, most Englilsh,
Dickie! There are hundreds of him glive in
London tonight, eniffing through their long,
thin ¥ngliceh noses at English players and poests
like you and me. Oh, Dickle, beware Malvolio!
Oh, England, beware Malvollo, and laugh a2t him,
ag I do, I laugh at him because I fear him,
Dickie. Look! 1I've put him into a comedy and
I've pet 2ll England against him to gull and
endure him and finally for hig presumption to
cast him back into his own darkgess ees into a
medman'’e cell where he belongs.

This vrologue gerved to interest the actors in the Elizabethan
gcene,

Marchette Chute's Shakeepeare of london was ueeful

in giving the cast an appreecistion of the Elizabethan popu-
larity of "dukes and comic serving-men and examnleg of
croas~wooing“.3

The student-actor in high echool does not have un-
limited time for regearch that might be helpful to his
characterization. The director 414, however, request that

the comedians read J. B. Priestley's comment on Twelfth Night
in The Englieh Comige Characterg,u The girls who played

2 Yelleg, Orson, and Roger Hill, The Mercury Shakespeare,
Twelfth Night (New York: Harper and Brothere, 1939), pp. 3,?

3 Chute, Marchette, Shakespeare of London (New York:
E. P. Dutton and Company, 1949), vo. 21

b Priestley, J. B., The English Comic Characters (London:
John Lane, The Bodley Head, 1937), pp. 43-69
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Viola and Olivia found help in The Women in Shakespeare's

P1azs,5 and Characterigtice 2;,Wogeg.6

As rehearsals progreesed the director discussed

with the ocast the very neat conestruction of the play. An
understanding of the interweaving of the plot and sub-plot,
and interplay of characters olarified interpretation of roles.
Individual problems of interpretation and character-
ization were dealt with in conferences with the student alone,
or in small groups. The dirsctor made frequent use of her
eixth hour conference period to work with actors who needed
help. This type of help was given in the firet nlne weeks
of the rshearsal period. The director who is able to work
individually with cast membera helpe them to grow in their
roles, gives them the confidence they need in full cast re-
hearsals, and saves an infinite amount of time which can
otherwise be po easlly wasted on individual coaching during
a full rehearsal.
The 4irector'sg ever-pregent problem of making teen-
agers convinocing in mature roles was partially solved by
pulling down the entire age scale. Viola can well be one

of the younger of Shakespeare's heroines, perhaps no more

5 Yackenzie, Agnee Mure, The Women in Shakespeare's Plays
(Londont Villiam Heinemann Ltd., 192L), ppo. 152-173

6 Jameson, Mrs., Characteristics of Women (Boston:
Houghton MAfflin and Company), pp. 181-187
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than eighteen. The Duke and 0livia, then, may be thought
of as being in thelr early twenties, rank, rather than years,
giving them dignity. Sir Toby wae placed in hile early fiftiees,
vith Sir Andrew a foolish thirty. Malvolio was thouplt of as
a stuffy "oldster* at forty-five. Marla, Feete, and Fablan
veres under twenty.

The individual problemg of interpretation and char-
acterization were, as often with high school actore, problems
of pereonality. Shynees, lack of concentration, poverty of
experience background, vocabulary lack, and the pecullar
teen-age inhibitiona of “conformity" in volce, action, and
attitude are characterietics which the high school director
knows well. Influence of the peer group is so strong in the
teens that the average youngster hesgitates to do anything that
will call attention to himgelf. When the director can get
acrogs the idea that indifferent acting does exactly that,
gshe 18 on her way to implanting a desire for learning tech-
niques that will make an actor of a high school student.

The wipe dlrector casts a few non-conformiets, individualists,
or exhibitionists. These studente, who have usually previously
earned the regpect of the student body, are a gtimulus to the
more timid caet members. How the difficulties of individual
interpretation of roles were overcome in thig production may

beat be 4esoribed by conkidering the probleme of each actor.
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Feate was played by an inexperienced actor. How-

ever, his ability to take hold of his part was most grati-
fying. He constantly sought waye to improve hls interpre-
tation. At the beginning, his vocabulary lack was noticeable,
yet once he comprehended such s passage as the one in vhich
he refers to Pythagoras in the prison ecene, he was able to
interpret with a falr degree of intelligence. When he under-
stood the place of the court jester in Elizabethan soclety,
he sav himeelf aes a light-hearted fellow, living by his wits
and talenta. The blocking had been planned to give him much
movenent; permitting him to bounce about in uninhibited
ocrossges added to the frolicsome nature of his characterization.
Hie initial 4ifficulty was one of movement. As soon as he
removed his ghoes during rehearsals he began to move more
easily. The director gave him a little rhythmioe pattern he
could incorporate into much of his movement. It consisted
of a quick, short-stepved little run on the balles of the feet,
ending with a bounce that threw the weight evenly on the balls
of both feet, the knees slightly bent, and the arms spread
open, palms up. This gesture had to be keyed to the line,
as in the opening of Act II, scene 5. Sebastian entered the
forestage from the arch down right, crossing purposefully
toward the arch down left. Fegte entered from the outside

right door, and, catching sight of Sebastian, tumbled down
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the stairs and up the right apron stairs calling "Master

Cesario! Master Ceeariol" As Sebastian turned to see the
cauge of the ecommotion, Feste avproached him on the run with
the 1ine "¥Will you make believe that I am not sent for you?*
The bounce and the gpread arm gesture came quite naturally
on the word "“gent"., Two epeeches farther on in the same
scene Feste was given another rhythmie pattern for the line
... nOor this ies not my nose neither.* Backing away fron
Sebaetian in short Jumpes that kept his weilght evenly on the
balls of both feet, he brought his finger to his nose at the
game time that his feet hit the floor on the words "this",
"not®, “noee", and the firet syllable of "neither". The
director found that when actors were given gpecific examples
of places where they could time geasture with line, they
began to find other gpots where they could use a similar
timing. An example of blocking that permitted Feste free
movement is found in the prison scene. The prison unit was
placed up center on the platforme; the gteps were placed at
the extreme right and left on the fronte of the platforms.
The benches were so placed that a single jump down from one
of the steps brough Feste to a point where a eingle leap got
him on top of one of the benches. Then he eould jump to the
platform again, tiptoe acroas it, almost under Malvolilo's
nose, and plague the prisoner from the other steps or bench.

At the end of the pcene he made a dlagonal running cross
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from the steps up right to the bench down left, ending in
a mocking bow standing on the bench, using the sgecond
syllable of the word "again" to punctuate his bow on the
sung line “I am gone, eir, and anon, eir, I'll be with you
again.*

Fecte had no great problems of facial expression.

As eoon as movement was unhamnered the actor's rather moblle
features were in constant animation. The only spot at whiech
he required help in faclal expression was in Aet I, scene 5,
where he needed to be blank-faced on Malvolio's line “Look
you now, he'sg out of his guard already," ¥hen the actor
understood that, having made his point with 0livis and being
back in her graces again, he could afford to relax, he fell
quite easlly into a egitting poeition on the steps, knees
spread, elbows on knees, hands dangling loosely’rrom wrists,
feet erossed, Jaw dropped, mouth open.

Duke Orsino needed much help 1n vocal interpretation,
since some of the moast poetis passages were his. The actor's
musical trailning had given him a quick ear so that he was soon
able to use suggestions which the director made. WYorking for
resonance and full vowel sounde was rewarding in the degree of
maturity it brought to the actor's too-light volce. The diret-
tor worked alone with him on the three long poetlic passages
of the first scene. Y¥When his attention was called to what he
could do voeally with the o's in the speech that dbegins *If
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rugic be the food of love..." he began to see that with his

own voice he oould give the licstener a glimpse of the depth
of feeling for musiec which he truly has. That 1t was no
more than a glimpse, the director attributed to the student's
immaturity, and her own inability to find ways to help hinm
to achieve the compnleteness of character development which was
needed. The next speech came smoothly when he again worked
for roundnegs of tone in the o's; vhen he placed a stress on
the word{Olivia, neceggary gince this is the first time sghe
is named; and when he intensified final oconsonants. The
actor'g good vocabulary helped him: words like “purged",
“pestilence", and "hart" gave him no trouble. He readily
ga¥ that since he was of the nobility his speech ought to

be more ocareful than his normal diction. At the beginning
the director corrected 1little errors like carelese final
consonants and mispronunciations such as "“crool® for "cruel".
The director showed the acfor how to use his good breath
control on the poetic passages to keep them smooth. For
instance, he was ghown that in some places if the breath

is held over to the next line, degvite a comma, or if only

a ghort catch breath 1s used for the ending comma, the read-
ing of the whole passageé may be sustained. In the passage
which follows, he was instructed to use such breathing on

the comnas after Y“feeding on i1t," and "like the sweet sound,'.
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If music be the food of love, play on;

Give me excess of it, that, feeding on 1t,

The apvetite may eicken, and so die.

That strain again! it had a dying fall;

0, 1t came o'er my ear like the gweet sgound,

That breathes upon a bank of violets,

Stealing and giving odor!

Oreino's gesture and walk were at first inhibited,
but became more free-flowing as he wasg able to see himgelf
as the 1dle nobleman, in love with love. Having him geated
as the play opened set the lanpguid mood of the scene and
helped the actor in his characterization of idleness. The
large arms of the chair and a footstool aided the actor in
etriking a pose for the opening. FKeeping his walk and ges-
ture rather deliberate added dignity and maturity., His walk
vas & swinging stride, the gtepe rather long, with the toe
of the rear foot remaining on the floor as the weight wasg ad-
vanced to the ball of the foreward foot. His gestures wvere
broad, the arm swinging out from the shoulder to its full
length. Such a gesture was used to command a subordinate as
in his lines "Away before me to sweet beds of flowers: love
thoughte lie rich when canopled with bowers." The actor here
wae directed to make a sweeping geeture with his left arm,
palm up, toward the up left exit which they would take. In
theee lines the direoctor asked for bodily movement to follow
through on the gecond line with the weight well back on the
right foot, the right hand, palm up, coming up to chest

height on the word "gweet", as he contemplated the beauty of
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the place where he would 1lie. At this point Curlo and
Valentine were pointing up his line by an exchange of
glances, shrugs, and inward groans. Orsino understood his
characterization better vhen the director asked him to
gketoh hig past. FHe liked his role better when he saw that
normally deer hunting was a favorite pastime, one to which
he had frequently devoted all his energy, to the delight of
his courtiers; he understood his role better when he saw that
now he was devoting himself as completely to languorous con=~
templation of his unrequited love, to the velled displeasure
of his following. Another example where the dirsctor showed
the actor how to follow free gesture bodily was the line to
Viola, "Get thee to yonder cruel Olivia." Here the actor was
directed to make his body follow arm gesture. In this parti-
cular line, as the left arm went out in full gesture, palm
up, on the word "oruel®, the whole body followed, with.the
weight shifting to the left foot, and the right hand, palm
up, eoming up to chest heilght. The director found that when
the actor was given exact direction for a few specific ges-
tures and lineeg, he found uege for similar gestures with
other lines. '

Valentine and Curio were boys quite similar in their
charascteristies. Eoth had the ungraceful gait of the average
teen-ager; both were prone to mumble their lines. Neither

of these bad habits was completely overcome. The director
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encouraged them to make proper use of their very good
volces; the wearing of tights eaély in the rehearsal period
overcame self-consciousness and enabled each of them to de-
velop a fine strut. Their part in the revelers'! song in
Act I, ecene 6, which involved mild flirtations with Olivia's
ladies in walting, helped them to interpret roles of gay,
young indolent hangers-on in the Duke's court. Probably
thege characters were more poorly developed than many others
in the cast, the result of a lack of serioueness on the part
of the actors, combined with the director's failure to take
as much time with them as was needed.

The girl who played the part of Viola had perhaps
greater problems of interpretation and characterization
than any other member of the cast. Her self-consciousness
greatly inhibited projection of personality. Although this
need for projection was partly supplied by the gelf-confidence
she gained in the rehearesal period, enough of the student's
uncertainty remained eo that ae complete a Viola as wished
for never quite came through. A gecondary problem was the
lack of experience in affalrs of the heart. The director
believed that the gtudent's superior intelligence, her
complete co-operation, her sensitive nature, and her imagl-
nation would in time produce a satiefaotory characterization
of the role. In this the director ware not altogether dis-
aprointed. The student and director worked together for a
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number of hours in the firet weeks of rehearsal. The
etudent wag painstaking in her determination to understand
every shade of meaning in the script. She learned to use
her pleasing voice effectively. She listened to the Mer-
cury Text Recorda,7 taking a few ideas from the interpretation
of character which ghe found there, but dlscarding most of
it because ghe thought it too brittle. Gradually the inter-
pretation of an intelligent, independent, and lovely young
girl began to emerge. She was, however, playing the part
much too seriously. The director pointed out the many
evidences of Viola'e sense of humor, the ability to laugh
at herself even vhen ghe was most hopelessly in love. The
tender regard she felt for Sebastian was easy for the stu-
dent, since Sebartian wae played by her own brother with
wvhom she enjoys a very fine brother-gister relationship.
The relationship with Orsino was difficult. The gtudent
vas one of these intelligent and lovely - but dateless -
girle wvho find little companionghip with the opposite sex
dquring their high school yeare, perhaps because of the
comparative immaturity of boys their own age. For the
interpretation of a girl head-over-heels in love with a

man who loved another, she had to ¢all upon all the forces

7 orson Welles, Mercury Text Records, Twelfth Night,
Columbia Masterworks Set O~7
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of her imagination, and thege, it must be admitted, were

insufficient to the tagk., The director has learned that
' although the actor may feel an emotion, to a limited de-
gree, through a proper mental concept of his role, his
inhibitions will not let him implement it. With Viola
the director had to give very definite directions on ges-
ture, particularly in the two scenes with Oreino. The
director worked with the actors alone on these scenee,
saving both time and embarrassment, and giving the actors
confidence for full cast rehearsals. The gtudent who played
the part of Orsino was helpful. He 4id nothing to embarrass
the girl and co~operated with her in taking direections.
Thelr firet scene together, Act I, scene L4, was made eaaler
for both of them by giving him a chalr with a footetool for
her. Although this was a foreegtage scene, the problem of
getting furniture on was easgsily solved. Action began with
Viola making a purposeful eross from the arch down left to-
warde the arch down right. She was met down center by a
servant (one of the mueicians) who carried a small jeweled
dagger on a 1ittle pillow, presenting 1t to her with the
words: "Master Cesario, from my lord, the Duke." Mean-
wvhile Valentine had entered down right, summoned two other
servants (the other two musicians) to place the Duke's chalr
and footestool down right. When Oreslno entered down left he
took a full eroes to his chair, seated himself and called
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for Cesario. ©She advanced to him, and he dismissed the
othera from his immediate preeence with the line "Stand
you avwhile aloof." Ve urged her to ta%e his suit to Olivia.
On the iine "Say I do speak with her, my lord, what then?"
Viola took a step tovard his chalr, getting close enough so
that he could take her right hand with his left and seat her
on the footstool on his line "0, then unfold the passion of
my love ..." When he was directed to keep her hand in his
on the arm of the chalr they were brought in closer, so that
her face could be turned to his on his speech. Doubting her
effectiveness as a megsenger with the line *I think not eo,
my lord," ehe averted her face from his with a 1little smile,
withdrawing her hand from his in the esame movement. On his
next lines "Dear lad, believe it; for they shall yet belle
thy happy years that say thou art a man ..." he was direct~
ed to place his left hand affectionately on her right
shoulder, and as the line continued with "a baby's 1lip 1is
not more smooth and rubious ..." to place his right hand
under her chin pulling her face closer to his. At that
point the only diroption asxed of her was that she lean into
him slightly. Thie iitﬁlo scene had been made to look charme
ing and graceful by the director's giving rather specifio
instruetions to Viola on her geated posture. Since the

footetool was low, she could sink to 1t with her right foot
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on the floor, the right knee sharply bent. The left knee
then could be almost on the floor, the left foot out behind
her. Ags she leaned toward the Duke ghe moved her whole body
in a forward inclination, her right foot giving her balance.

The director has found that when a scene such as this
13 rehearsed over and over privately until gestures come easily,
the actors have no reticence about it when they do it for the
first time at a full rehearsal. The other actors recognize
a smooth, easy performance, and there are no disturbing
titters. The director recognized that her solution to the
problems of these two actors was a very mechanical one. A
pretty pioture was achlieved, even though depth of feeling on
the part of the actors was lacking.

Viola's other scene with Orsino, Act II, scene 1, came
easily enough after the one described above had been worked
out. Directing Viola to seat herself on the top step of the
center stairs with the line "Ay, but I know ..." gave her an
easy posture for her story of the heartdbroken sister. From
this position ehe could turn sidewige to look up to Orsino,
or out to the audience as she describdbed her own love pangs.
Rather serious underplaying resulted from thie blocking of
the sgcene, destroying the effectiveness of some of Viola's
most famous lines. The director justified thie underplaying
because she felt that the student's awkwardness with the
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emotion would have been more apvarent had she been on her
feet,

The sea captain needed little help in interpretation.
He was an experienced actor who moved well on the stage.
Vhen he and the director established him as a vigorous man
in his rifties he soon found a characterization that indlcat-
ed strength of character and virility. The director asked
him to read his linee at a slower pace than he had used in
hie last role. Since his voice was well-developed and he
projected well, the slower pace was all that was needed to
give him a falr degree of maturity vocally. As soon as he
realized that hie llnea'éarried important exposition he was
careful to pcint them. The same actor played the priest, a
holy, slow-moving grey-beard. Here he decreased rate of
snpeaking even nore, and introduced a slight quaver.

The boys who played the seamen doubled as officers.
Virility is a quality high echool boys assume most eagerly;
these characterizations wers therefore easy.

The boy who played the part of Sir Toby needed help
in characterization. He was an experienced actor whom the
director knew very well, His complex pergonality required
A& firm hand from the director. The combination of high
intelligence, exhibitionism, conceit, extroversion, extreme
gregariousnees, and a prankish sense of humor produced an

individual who wap hoth exasperating and rewarding to the
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director. The teacher of such a student neede his total
trust; he nmust reepect the director!s intelligence, imagina-
tion, and authority. The Airector has found that genuine
mitual respect, which 18 the best basis for any pupil-teacher
relationship, 1s especlally necessary with students like this
one. Thiles complex personality had in the past produced a
most variable characterization, wvhich finally resolved into
one that was all of one plece. Waliting for charaoterization
to develop in thieg fashion took experimentation on the part
of the student and much patience and guidance from the direc-
tor. J..B. Priestley's commentary was helpful.8 The student
at length saw himself as the indolent and seedy nobleman who
wvhiled away his time extracting in full measure the joy of
living, disporting himself in the companionship of other fun-
loving charactere who were not quite so intelligent as himsgelf,

Specifically the dirsctor helped the student develop
a deep laugh, guided him in the degree of drunkenness with
vhich he was to act, and showed him how to move in the scenes
which required bodily contact with other actors.

An example of a line where a hearty laugh was needed
followed Maria's departure in Act I, scene 3. As Maria stood

on the steps she slapped Sir Andrew on the cheek. At this

Prieatley, op. e¢it., pn. 43-69
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point Sir Toby was seated down left watching with amusement.
As she took her exit he broke into uproarious laughter at
Sir Andrew's discomfiture. The laugh came easlly enough
wvhen the director asked the actor to sit well forward on
hie chalr, his knees apart, his feet firmly planted. Then
with correct dAlaphragm action the laugh could seem to come
from his very toes.

The director and student agreed that the peak of
hilarious drunkenness should be achieved in the wine cellar
gaane. Therefore, although he had a mug in his hand in Act
I, scene 3, he obviously was not at all drunk. Since his
appearance in Act I, scene 5, was brief it was decided that
he could be quite inebriated here without detraction from
the later wine cellar scene. He therefore preceded his
entrance with a monstrous hiecough, bowed elaborately at
the entrance to Malvolio, who was just leaving; then gobered
by the latter's disapproving glare, he wheeled about in a
turn vhich gent him reeling across the stage to be brought
up short by Olivia's line, "By mine honor, half drunk!"

Then seeing Feste, and greeting him in a wide-armed gesturs,
he fell flat on his face rising on one elbow on his line

"I defy lechery!" Feste helped him to his feet, and, with
hig ald, he took a staggering exit.

Through the wine cellar scene the director asked Sir
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Toby to play hilariously drunk, letting Sir Andrew become
dead 4drunk, establishing the idea that 3ir Toby could hold
his liquor the better. Boisterous drunkenness was sghown
by the actor vigorously keeping time to the musie with his
mug, rising to swing ﬁaria around in greeting, and frolicking
about Yalvolio with the clown Feste. In contrast to Toby's
hilarity, Sir Andrew!s action throughout the first of this
scene was a tittering self-conscious imitation of Toby's
antice, which was followved by a period of sodden self-pity
after Maria's exit, ending in slumber on the table and floor.

Secenes involving bodily contact or confliet of two
or more charactere are alwaye a problem with high school
actors. The sgstudents' tendency ie to want to play the
ecene without rehearsed movement., It then loses artlstry,
and becomes, to the eye of the observer, mere teen-age horse-
play. All the scenes involving bodily contact were very
carefully rehearsed, with all movement planned. Such palna-
taking rehearsal both maintains a pleaeing etage pleture and
minimizes danger of injury. At the beginning of rehearsals
the actor who played Sir Toby was too vigorous in his treat-
ment of Sir Andrew. ¥When the director made 1t plain that
Sir Andrew needed to have his movements under hle own control
at all times, the two actors were able to coordinate move-

ments for an artietic effect. An examnle of euch movements
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was found in the dueling scene of Act II, scene 4. Sir
Toby and S8ir Andrew entered from down left, Sir Toby push-
ing Sir Andrew. The director instructed Sir Toby to permit
S1r Andrew to lean back onto Sir Toby's hands. Then 3ir
Andrev advanced his own feet in reluctant, awkward steps
with knees bending high. At the point whers Sir Andrew and
Viola wers finally pushed together, both Sir Toby and Fabian
vere directed to give only a little push; then, with Viola
and 3ir Andrew having control of their own movements, they
oould shoot forward as if the push had been tremendous, but
they could check themeelves as they met at center, avoiding
injury.

The director had no great problem in helping Sir
Toby aessume age. The actor had played the doddering,
vacillating XKing Arthur in A Connecticut Yankee. 8ir Toby
was thought of as a much more vigorous man, his movementa
eprightly in epite of his age and obesgity. The actor was
directed to acquire the wide-gpread stance, the spread-kneed
sitting posture, and the gtraight-backed, straight-kneed
~rolling gait of obesity. He had to be helped to a mental
concept of his seedinegs: hig financlal dependence on his
niece, his greed-inspired golicitude for Sir Andrew, his
lack of fastidiougness with his drinking mug. The costume
helped a great déal, his beautifully plumed hat seeming to
be a symbol of past glories in contrast to the present untidy
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lacing of hls doublet over his sagging walstline. Voecally

the role pregented n» great problems since the actor had
one of the nore nature volceg of the cant.

Maria had trouble with her characterization in the
first weeks of rehearsal. She was catching the spirit of
mischief and fun in her novement, but ghe continued to con-
vey the imoreerion of being dainty and lady-like. Devslop-
ing a coarse laugh, and using postures and geetures that were
broad and earthy, gave a characterization of a echeming,
lusty, and gay wench. The laugh was delivered from a wilde
stance, on a deep breath with plenty of disphragm action,
uging the gyllable "ho" rather than "ha“. Wands on hips
with feet wide apart vas a useful posture. Familiarity
with the opposite sex wag gshown in physical contact with
other characters, as Sir Toby's arms about her as he tries
to extricate his drinking mug in Act I, scene 3, the hand
holding and glapping of Sir Andrew in the game gcene, the
little pugh of reprimand she gave Ferte in Act I, ecene 5,
and of course all of the greeting, lap and tadle sltting,
and affectionate farewell of the wine cellar gcene.

The atudent vho played Sir Andrew developed his
characterization very readily, WYe played him as a eimple-
ninded, vain little fop of a man, of enormoues cowardlce,
but too weak-willed to resist Sir Toby's blandishnents.

The actor was able to develop a»Qide range of pitch, squeak-
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ing in terror vhen he found himself in a bad situation, or
shouting with bravado to solicit the apnrobation of Sir Toby.
The student, who had a great deal of imagination, had a
thoroughly good time with this role. In Act I, escene 3, he
tittered in nervous delight with his forwardness with Maria,
sunk to a dolorous lower pitch on “Methinks sometimes I have
no more wit than an ordinary man has," rose to a cheerful
note on "I'1ll etay a month longer," and was back to his hlgh
pitch of self-delight on "Faith, I can cut a caper.' He
developed a fine bleating squeak for lines like "Pox on 1%,
I'1l not meddle with him," drawing the "him" out in a thin
wail. that lasted throughout his frantiec attempted escape
down the center gtairs. After Sir Toby's and Antonio's
fracas wvhen he was convinced his opponent was but a paltry
boy, he attempted a deep-throated roar on *Faith, I'll after
him again and beat him!*

Olivia was played by a perfectionist. £She was not
gatiefied until every inflection and geeture seemed right
to her. Her excellent concentration was a help to other
members of the cast during rehearsals. Her careful and
delicate diction, dainty gestures, and winsome smile helped
her characterize a lovely, gracious lady who tried to govern
with decorum a mogt unruly household. As the rehearsals

progreseed she developed the i1dea that in spite of her back-



131
ground she was tossing discretion aslde as carelessly as
might a girl of more common subgtance in pursult of the
youth with whom she believed herself to be in love. The
student played the role with a light touch, perceiving
that Olivia's paseion of love was perhaps no more deep than
the aura of nourning with wvhich she attempted to surround
hergelf in the early scenes.

The student who played Malvolio had to overcome a
tendency to underplay the role. Thig was a personality
problem stemming from the gtudent?s native dignity. It
was several veeka before he realized that dignity, 1if
excessive, can be very funny. When he lost his inhibitlones,
becoming a caricature of dignity and coneceit he arrived at
a characterization that was well correlated with that of the
other actors in the inter-action of his comedy and that of the
other comedians. As soon as he had rid himeelf of inhibited
movement, his volce, too, became uninhibited. The most
helpful technique to his characterization was a proper walk.
This was attalned with the whole body completely in character:
the chest and shoulders were high; the head was slightly
turned towards one shoulder with the chin held high enough
8o that he geemed always to be looking down his nose; the
eyebrowg were frequently ralsed in disdain; the stride was
fairly long with an upwvard swing to each side from the ball

of the foot as 1t struck the floor on each step. The stance
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was an exaggerated "dancing master" pose. The use of a slender
black staff waeg a help in walk and poeture. It was placed
tip down on the floor with each advancing step, and then
swung out to the side from the perpendicular, with the hand
that held 1t moving out in full sweep to the side of the body.
Walk and gesture wers intensified when he apneared yellow-
stockinged and cross-gartered.

Fablian understood quite readily that his characteri-
gation needed the light touch of prankishness. Mobile facial
expression and free gesture contribut &1 to this characteriza-
tion. His larger problem was one of line interpretation. A
vocabulary lack and a rather slow memory made his mental con-
cept of lines somewhat vague. Individual assistance with the
vocabulary and concentrated memory work helped solve this
problem, enabling him to go on to the happier task of charac-
terization.

The problem of elow memory may be dealt with by a
number of 4ifferent approachegs. If the student is a good
reader he may find that concentrated silent re-reading, then
oral reading, then oral reading with someone to ocue him will
be useful techniques. More often than not he will be a
below-average reader. The director has found the auditory
approach better in such cases. When the student has time
at home the director may solicit help from someone at his

home. In thies particular case the director knew the
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memorizing had to be done entirely at school. The estudent

had home reeponsibilitiee which needed all his at-home hours.
Since the student was a member of the dramatic arts class 1t
was possible for the director to work with him in that hour
or to aésign another egtudent to workx with him. Hie own
lines were read to him while he followed the soript, until
he himeelf could read them readlly. After geveral days of
reading, the serint was put aside, Then the director or

the gtudent vho worked with him went over and over trouble-
some gpote, vatiently prompting until the lines could come

to him without assistance. With thie student of slow memory,
the assigtant usually needed to give the entire cue. Since
his helpere could glve him an uninterrupted hour dally, the
gceneg in which he played were always read in entirety.

The ladlies in walting to Olivia were characterized
mach like Orsino's attendants. Although they deferred to
Olivia'as expectation of decorum, they were not above
enickering at Sir Toby hehind her back. They were graceful
in movement, flirtatious in their scene ag revelers.

Since Sebastian's appearanoces were few and his lines
short, he needed to inteneify his characterization 1if he
were to convey any impact of personality. An intelligent
interpretation showed a sensitive, adventurous, romantic

youth. Build-up of character was done in his impetuous
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challenge of S8ir Andrew and S;p Toby, his whole-hearted re-
ception of Olivia's overturee,.his tender greeting of Viola.

The boy who played Antonio characterized the Shake-
gpearean ideal of man-to-man devotion. He played him ag a
vigorous man of fifty. The characterization was physically
convineing since the actor had a short stocky figure built
out into barrel-chested proportions with padding. His heavy,
mature volce alded interpretation. He characterized an open-
handed, rugpged man of the sea who felt great bitterness when
he believed his young friend had denied him.

Thus each actor golved or partially solved his in-
dividual problems of interpretation and characterization
through many hours of work by himeelf, with the help of small
groups of other actora, and in full cast rehearsals.

Ae has been indicated, business was almost completely
get by the ninth week. In the tenth week actors made increas-
ed growth in characterization through intensification, develop~-
ment of mannerismg, reaction to other actors, and mental con-
cept of the play as a whole. Two evenings spent in the cos-
tumes which had been rented for the show helped actors feel
comfortable in their clothes. That character growth in the
last week was definitely at its peak was evidenced in the
fact that, when actors were in costume, they behaved in
character both on and off the scene. They strutted, pranced,

bounced, obr glided as became their partiocular role; they
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aidregsed each other with Elizabethan salutations. A

few of them thought of small additlone t» characterization
vhich they might make. When they checked these with the
director sghe was able to approve their consistency with

the role. Although the rehearsal period had been from three
to four weeks longer than had before heen customary, both
cast and director felt the time had been well enent in the
edded maturity which actors brought to their roles.
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CHAPTER VI
AN ANALYSIS OF
THE PRODUCTION PROBLEMS

I SCEVE DESIGN

The problem of scene design was to provide sultable
and attractive foreastage and full stage acting areas. This
was accomplished through the construction of a falee pro-
scenium, rearrangement of and addition to the existing
cyeclorarmlie curtain, and the use of two movable platforme and
two sets of stairs.

The false prosceniun consgleted of a wide ecenter
arch with gmaller arches on either eide, The larger center
arch Openihg wae twenty-geven feet wide and eleven feet high.
The emallerlarch openings on either gide were three feet wide
and seven feet high., To conetruct thig false proscenium
as eaelly and cheaply as possible, two exiting flats, five
by eleven feet, were extended to a height of fourteen feet.
New muslin was used to cover the additional three feet on
each. Arches were cut and fitted wlth asix inch thicknees
of masonite. The only new scene construction was a plece
which formed the top of the wide center arch. Since this
wag hung on ropeg from screws in the oceiling and then lash-

ed to the flats that formed the smaller arches, 1t was



148
desirable that it be of light construction. Two inch by
five~-eighths inch spruce was used., The piece was twenty-
seven feet long, three feet at ite narrowest width, curving
to six feet at its ends. It was covered with new muslin
and fitted with a thickness of six-inch wide masonite.
After 1t had been hung and lashed to the slde arch flats,
thicknesses were fitted to the latter, to continue the
large center arch. The outside edges of the arch flats
vere set at angles of thirty degrees to the line of the
center arch, Two three-foot wide flats were extended to
fourteen feet in heicht, and lashed to the outside edges of
the arch flats parallel to the curtailn line. A coat of
bright pink scene paint was applied, then completely
epattered with light pink, blue, lavender, oream, and rose.
The effect under lights was a soft pink.

The back section of the tan eycloramic curtain,
with the traverse on which it was hung, waer moved %o a
location directly behind the falge proscenium. Screws were
placed in the stage celling for its new location., To take
its place at the rear of the get, a black velour curtalin
wag borrowed from the display demartment of a Lansing
Ainduetry, and hung on a new rod of inch pipe suspended by
vires from the ceiling wvith the screws whioch had held the

traverge, Two widths of the side sections of the tan
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cycloramic curtain were removed from their battens and hung
on short lengths of inch pipe on a line parallel with the
forestage curtain. These curtain gections in this arrange-
ment effected a more gultable backing for the side arches.
The remalnder of the tan eycloramic curtain stayed in ite
accustomed place on the side battens.

Additional curtains, hung on line with the front
edge of the movable platforme, added variety. They were
hung up right and left on an empty batten. These ourtains
were made of 0ld pleces of a worn-oui cycloramic curtain.
They were laundered in the home economics department, dyed
black commercially, and resewn into two curtains each six-
teen feet wide. Théso ocurtains, rigged by celiling pulleys,
could be pulled into tableau drape, left hanging straight,
or taken completely out. The shifting plot found on page
148 of this chapter indicates the arrangement of these
curtaine for each scene.

The movable platforms were two feet high, three feet
wide and five feet long. The two gets of matehing steps were
two steps high, as long as the platforms were wide, and glx-
teen inches high. They were used with the platforms in five
di1fferent arrangements as will be seen in the floor plans on
page 167 of this chapter. Each platform was fitted with a
bar at one end to hold awning polee, and each had sorew eyes

for ordinary screen door hookes which held a railing upright
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on the platforms in the wine cellar scene. Platforms and
steps were painted maroon.

Furniture wae keyed to the scene in style and color.
Two shower benches borrowed from the athletic department were
painted maroon. The furniture which was borrowed from the
Grand Rapide Civioc Players had been used in their production

of The Taming of the Shrew and was therefore correct in style

and detall for Twelfth Night. It had been palnted maroon
with gcroll and lion head designe in gold and black., It need-
ed only minor paint repairs and the re-covering of a footstool.
The large arrmchalir, high-backed chair, footstool, two small
tableg, and large table were used in a variety of combinations
as will be geen in the shifting plot.

Two hedges large enough to hide Maria, Sir Andrew,
3ir Toby, and Fablan were oconstructed of chlcken wire and
dark green crepe paper on a framework of sorap lumber. They
vere splattered with light green paint when finished,

. A collapsible unit for the prison scene wag made
entirely of 0ld material. It concisted of a forty inch flat,
two thirty-six inch flatg end two éighteen inch wide wall-
board pleces. A emall round window was cut in the wide center
flat, and fitted with a eix inch thickness into which dowels
were incerted to form Lkars. The elghteen-inch wide pleces
were hinged to either gide of the wide flat, and the thirty-

2ix inch flates were hinged to these, The hingee were so
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arranged as to permit the unit to collapee completely flat
for storage. It was painted grey, stippled dark grey and
green with cellulose asponges, lined with dark and light grey
to simulate the apvearance of large stone block construction.

Stage dreesing, although simple, was quite effective.
The display department of a Lansing department store lent
eight lengths, each about ten feet long, of a forty-five inch
wide rayon sheer, turquolse in color, with circle designs of
cerige ocolored iridescent spanglee.l Four of these were used
as drapes in the small arches. The others were sewn together
in two long lengths which were hung in three different arrange-
ments through a large ring, twenty-seven inches in dlameter,
cut from scrap wallboard and painted pink. This ring was hung
on a rope painted black to make 1t inconepicuous againsgt the
black eyeloramic curtain. The rope was pasced over the iron
pipre on which the eycloramie curtain was hung. Thus the ring
could be lowered for sceneeg vhere needed and raised out of
gight when i1t wag not decired. In the first scene of the
play, one end of a length of rayon gheer was draped into the
ring and the other end tied into the tableau curtain. In
all of the garden scenes but one, the two long lengthe of

1 Fantasy Spangle Sheer, 17th Edition, Coetume Fabric
Revue (Chicago: Maharam Fabric Corporation, 1951), p.
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sheer were criss-croesed through the ring and alloved to fall
in four corners of an awning pole arrangement which consisted
of four classroom window sticks painted pink and wired in
pairs to light wooden crogsbars. Each pair could be folded
for storage. The poles were held upright by insertion into
holes drilled in bars which had been added to one end of
each of the platforms. Additional color was added with long
streamers of bright pink and blue ridbbons, pre-tied and sewn
80 as to be easlly slipped over the tips of the two front
window gticks. In the garden gulling scene only one length
of gheer wag used, dropped straight from the ring over the
ocrogs-bars of the awnlnglpolea. For this scene a eshort length
of wvhite picket fence wae placed before the platform.

To dress the areas outside the proscenium in colors
keyed to the get, the center stalrs were covered with maroon
velvet ecrape from an old aot curtain. The outeide right
door was completely covered with an awning made of a plece
of the sgame o0ld velvet curtain,

The ground plan of the ctace, showing the set for
Aet I, zcena 1 of Twelfth Night 1e found on vege 166 of
thie chavter. The flcor plane s1d ghifting prlot imredliately
follow.
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II LIGHTING

The 1lnadequate exigting lighting was supplement-
ed with small additional purchases and borrowed equipment.
Three PAR 38, 150 watt bulbes were bought and placed with
borrowed alligator clﬁmgé behind the falese prosceniun to
light the platform and upstage right and left. They were
covered with amber gelatines. The photogranhie combinations
were made more gerviceable by exchanging their metal tripods
for two heavy mierophone stands from the publie¢ address eyestem.
These were set on the gymnasium floor at the apron on elther
side of the center atairs. They served to light the center
forestage. The two center troughs of footlights were not
in uge, of ocourge, since action took place up and down the
center atalrs at this location. A spotlight to light the
outclde right door and stairs and the right avron stalirs
wag constructed from a eection of stove plpe mounted on a
square of one inch board and fitted with porecelaln socket
and R 40, 150 watt bulb. Thie spotlight was hung on one
of the basketball baskets at one end of the gymnasium.

A borrowed 2000 watt spotlight”’ with heavy standard was

2 Nunmber 95, FAcos Catalogue, (New York: Schoen

and Crowe Lighting Equipment, 403 West 47th Street) p.9.
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rlaced on the next to the top seat of the center section
of the bleachers, wired in place, and pre-~focused to cover
the center stairs, center stage, and platform. All of the
exterior lights could be controlled from the switchboard.
The lighting plot is found on page 172 of this chapter,
and the 1ight cues are found in the script, Chapter IIT,

under the heading Cues.
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III PROPERTIES

Properties were few in number, and borrowed or
nurchased. Although swords could be borrowed from members
of the Masonic Order, the firgt rehearsal with them in-
dicated that their use would be empathically detrimental,
presenting as they 414 an element of anxlety. Fenecing
foils were therefore borrowed from members of Delta Gamma
Mu at Michipgan State College. The property plot ies found
on page 173 of this chapter.
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IV COSTUMES

Costumes were harmonious with the colors employed in
the set. They were rented from the Hooker-Howe Costume Com-
pany of Haverhill, Massachusetts. Since they were ordered
well in advance of production dates, the director could specify
colors and styles. The girle in the cast wore ballet shoes.
The costume‘committee made shoes for the boys, except for Sir
Toby, for whom boots were rented. The homemade choes were
contrived from maroon velvet scraps of the old stage ocurtain,
brown scraps from the 0ld cycloramic curtain, and colored felt
from 0ld pennants. Large finger rings were made from bitsg of
0ld jewelry and beads mounted on large buttons with Duco Cement,
with finger bande of small pearlas threaded on wire. All the
characters who carried swords wore belts and holders which the
costume committee made from ruslin ecraps. The belts were
worn under the doublets and the holders were covered by the
foldas of the trunk hose. The costume committee had charge of
repairs and pressing of oogtumes. They ingieted upon their
orderly return by the actors. The costumes used for rehearsals
were etored by the chairman in boxes kept in the girls' athletic
office. ¥hen the rented cortumes arrived they were hung on a
large hanger rack which was brought into the office from the
shower room. The copgtume chairman recorded return of costumes
for ghipment when the productions were over., The cosctume plot

1s found on page 175 of this chapter,
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V MAKE-UP

Make-up wag supervieed by the directorts student-
teacher, a drama major at Michigan State College. He epent
several weeks training nine girls from the dramatic arts
clase in the technique of make-up. Thlas committee served
at all performances. The boys' athletioc office served as the
make=up room. Since 1t wag used during performances for a
place for actors when they were not on stage, it had to be
cleared of make-up and supnlies and most of the chalirs be-
fore a performance began. The director found that expensive
naterials, time, and tempers were saved by instructing the
make-up chairman to prepare a xit of make-up for every
character. This was done by cutting heavy cardboard into
five by five inch squares, writing on each the name of &
character and the bage, liner, and rouge numbers he was to
useé, The chalrman then arrived for make-up well ahead of the
actors and the rest of the committee. She put a sufficient
quantity of each designated make-up material on each card.
Then the cards were placed on a large table, Ag soon as an
actor arrived for make-up he found hig card, began hls own
make~up 1f he was competent, or waited for the committee
person vho had been assigned to him, as the case might be.
The make-up plot is found on page 182 of this chapter,

/
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VI ¥USIC AND CHOREOGRAPHY

Mugical scores were from three sgources: the musioc
used in the Mercury Text Recordaj s the Voecal Mugie to Shake-

‘ 4
gpeare's Plays , and original compositions and arrangements

by Dr. J. Murray Barbour, Michigan State College,

The melody for Feste's song Come Away Death which
opened the play was taken from the Mercury Text Records.
Gultar accompaniment was arranged by Gayla Dills and Thomas
Perfitt, Grand Ledge High School students. Dr. Barbour
arranged It Was a Lover and Hlg Lags for vocal quartet with
woodwind trio accompaniment. O Mistress Mine was taken
from the Samuel French score with guitar accompaniment
arranged by the two Grand Ledge gtudents. The c¢atch sung
by Sir Toby, Sir Andrew, and Feste was from the Samuel French
soore. Sir Toby's songs There Dwelt a Man in Babylon and Fare-
well, Dear Heart were from the Mercury Text Records. Feste's
Hey, Robin was from the Samuel French score and his I Am Gone,
Sir from the Merecury Text Records. Now Is the Month of
Maying was arranged by Dr. Barbour for goprano with woodwind

3 Orson Welles, Mercury Text Records, Twelfth Night,
Columbia Masgterworks Set G=7

b
The Vocal Musie to Bhakesveare's Playg - Twelfth
Night (London:  Samuel French, Ltd., 192



159

trio accompaniment. His Sixteenth Century Galliard was

arranged for woodwind trio and used as a recessional as
the characters on atage at the end of the play left by
way of the center stairs. At the conclusion of the re-
ocegsional Feste sang his Eprilopue Song which was taken
from the Samuel French score, the gultar accompaniment
arranged by the Grand Ledge students.

8ince Feste was unable to play the guitar, he wag
taught to strum and finger one in a convineing manner while
the guitarist, seated in a spot where he could see Feste,
played off stage left. The gultariet used a small micro-
phone pick-up on hls inetrument which feed into an amplifier
placed behind Feste's bench in the first scene and behind
the large table in the wine cellar scene. For the epllogue
song which was sung before the act curtain, the amplifier
was placed behind the curtain as it closed.

To save the gultarist the need of coming to every
reheargal, a tape recording of accomnaniments was made and
used in all except final rehearsals. The recorded accompani-
ment was deemed too inflexible for the performance; the sensi~
tive accompaniment of the guitarist off stage gave a superior
effect.

Mugical scores are found on page 187 of this chapter.
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Miss Elinore Thompson, girls! physical education
teacher at Grand Ledge Righ School, arranged the choreo-
graphy for the revelers! dance in Act I, scene &, It 1is

found on page 195 of this chapter,
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VIII PUBLICIZIKG

Twelfth Night was publieized through the same
mediums the director had found succeseful for other per-
formances. The school campaign served to interest the teen-
agerg; a city campaign etimilated interest aﬁong the ajults.

The school paper served to inform and interest the
gstudent body. In addition, one large banner dieplay done by
an art gtudent was hung over the entrance to the study hall
in the lart two weeks. The school public addresa system was
uged to ask for needed property items early in the rehearsal
period. This in itself was good publieity, since contributors
felt a personal interest in the show. In the last two weeks
the public address system was used dally for a fifteen second
attention-getting announcement on the play. Large photo-
graphs of cast members were dieplayed in a hall display case,
before being taken to a store window.

The director found the use of publicity pictures
to be valuable., Thegse pictures were taken from three to
four weeks before production so as to be effectively uesed.
This early date presented problems since rented costumes did
not arrive until the weekx of production. Five pictures were

taken for Twelfth Night publicity, using costumes which had

been borrowed from the Grand Ravids Civic Players. Thege
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pletures were finished in sixteen by twenty inch mounted
printe and dievlayed on easels in the school bullding and
later in a large etore window, Four by five inch prints
of them were mounted on commerclally printed window cards
and displayed in store windows. The variety offered by
the five different pictures added interest to the window
cards. Prints of these publicity pictures are found on
page 197 of this chapter.

The director requested the presidents of the
women's clubs and service clubs to announce the dates of
productions at meetings. Three cast members who were Junior
Rotarians pregented a skit at a Rotary luncheon. The
large pictures were prominently dieplayed before the large
crowd which attended the Child Study Club style show a
week before ths play, and the president of that organization
announced the dates of the production at the style ehow,

Newspaper publicity was earried in the 3tate Journal,
The Grand Ledpge Independent, and the Grand Ledge Reminder.
Advertisements as wvell as news items were carried in the
local papers., Emphasis on the interest of Michigan State
College and the Grand Rapids Civie Players in the production
had pudblicity value. Newspaper publicity will be found on
page 200 of this chapter.

A gpecial high school matinee performance was play-

ed on Thursday afternoon of the production week. Mall



1563
publicity was used for this performance. The director

gsent letters with postoard returns to epeech and English
teachers in the area. The letters stressed the education-
al and entertainment values of the production, and briefly
described some of the intereesting aspects of 1ts staging.
Two hundred and fifty students and their teachers were
brought by their school buses from Vermontville, Dimondale,
Charlotte, Williameton, Potterville, and Belleview.
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VII ORGANIZATION

Proper committee organization is an essential of
every successful production., Thespian members and those
who sought membership were invited to sign up for the com-
mittees of their choice. In addition to serving on the
\ committess for which they were listed, studente could spend
voluntary houre on the stage in construction or painting.
They could leave their study halle to work on the stage,
using a etudy hall permit signed by the director. Many
studentes put in hours after school and evenings and Satur-
days. All hours worked were reported by the workers to the
business manager who posted a weekly reckoning of the hours
worked by every student. She later posted the total hours
and the corresponding number of Thespian points earned by
every student and actor. Hours epent in stageoraft totalled
four hundred and five. Total number of Thesplan points
earned through stagecraft and roles were two hundred and
firty.

The 4duties and personnel of the committees are sum-
marised below:

Construction and painting: under the super-

vision of the director, stage manager, and

assistant stage manager. Any student who wigh-

ed to spend time on the stage as carpenter or

painter earned membership on this committee.

Set dressing: the sgame set-up as for construo~

tion and painting. Many hours wvere earned by
girls who laundered and sewed curtainas.



Properties: in charge of a Thespian.
Lighting: 1n charge of the gtage manager.

Yakeup: under the supervision of the direc-
tor's student-teacher. Members were gtudents
from the clsee in dramatic arts.

Stage crew: the stage manager, twvo assistants,
and the cast under the direction of the stage
ranager,

Business: 1n charge of the businese meneger
who supervised ticket sales, banked with the
central office, kept account of houre and
Thesplan pointe, and supervised house committee.

House committee: girls of the class in dra-
matioc arts vho served as ushers and ticket
takers.

Publicity: esupervised by the director who
worked with cast members vho were journalism
students.

165
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Ground Plan of the Stage
Crand Ledge High School
Twelfth Night

Act I, scene 1
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Floor Plans



7 NS

i N o NG
Vv (e Valas (A4 V.Y AN
azza Wiz A zzzz

Act I, scene1 5 Areom 1 The Duke's palace

Jf\m === A S
= L

(%2 Vv VaV VaVa V)
7 AN
B ANl
AN (G2 PN
7 wz
Act I, scene 8, A voom 1n Olivia’s house
e T
C:j — | %
f e =55
vV v/ VAN VLY
7 RN
s N
NN (Ve
77 ZZzz

ActI, scenes, Olivia’s Garden

Floor

Act L iscene sy : /4 wine cellar in Olivia's house

/\’\MMMVW
f = 77372'
= —
/ W

==

RS R

A\NAN AN
77772 77777

Act IL, scene 2, Anothar part oc Olivia’s Jarden

JINNAANANNNNSISVIVNOANNAN
Bl
W | Y
_ W
= Rsn
(%272 % L.
a7 w22z

Act Il  scene ¢, Begore a prison

Plans ST







Shifting Plot
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SHIFTING PLOT
I-1 The Duke'sg palace

Place piatrorm and steps
Armchalir, table, footetool,R.

Bench U.CQ l
Bench L
Tableau drapes (—
Sheer drapery through ring (‘\
and tied into L. tableau 1P %
Faull and Antonio
I1-2 Forestage The seacoast
1-3 A room in Olivia's house

Place platform and steps
Faull and Antonio
Release L tableau to hang
straight - Antonio
Raise pink ring - Antonio
Remove sheer to plano case
8ir Andrew o
Remove armchair to off U.L. r"' -
Sebastian
Place C bench to R
Sebastian ‘ 0
Remove L bench to off U.L.

Sebastian .
Place server U.C.- Orsino C::3 Qn
Place straight chair L

Valentine
Place small table from R

to L - Curio

I-4 Forestage The Duke's palace
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I-5 Olivia'g garden
Place platform and steps
Faull and Antonio A

Remove gerver to platform o - —
Sir Andrew ]3 ’1\ T
Remove straight chair to

platform - Sir Toby | — —]
Remove small table to off L O Q
Pla Lsg Ttoxb’ 8 I, 11
ce nch - u-on
Place hedge U.L. é %
~Place hedge U.R.Print,
Sebdbastian
Raise tableaus to ceiling
8ir Toby
Fix gheer - Andrew, Toby
Place poles - Lady I,II

I-6 A street

1.7 A wine cellar
Remove table from platform
to R - Priest
Remove straight chair froam
Platform to L - Maria
Remove bench, hedge L to
off U.L.-8eamen I,II
Remove hedge R to off U.ﬁ. R —
Orsino L an e
Lower tableaus to straight
Sir Todby
Remove gheer to piano case (8] D
Sir Andrew,Fablan
Remove awning poles to off é
U.L.- Maria,Olivia
Place platform, steps
Faull, Feste
Place railing - Maria, Olivia
Place armchelr, big table
Seamen I,II
Place wine barrel - Priest

Ir.y Before act curtaln Before the Duke's palace
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I1-2 Another part of Olivia's
Remove raliling to off U.R. Garden
Lady I,IX
Place platform and steps
Faull, Antonio
Remove big table and arm-
chair off UR -Priest,

Yalentine : ‘ PN ,
Remove R table to off UR -

Seanman I
Remove wine darrel to off

U,R - Fablan = ()
Place poles - Lady I,II ‘@)
Raige tableaus to ceiling  — [ —
Toby, Fabian

Fix sheer - Andrew,Sebastian
Place picket fence -Antonio
Place straight chair UC -*
Place bench, hedge L

Seanen I,I1IX
Place bench, hedge R

Priest,Valentine
I1I-3 Forestage Another street
I1-4 Olivia's garden
Place steps -Faull Andrew e
Place straight chair on Ay~
platform -Andrew l [
Change sheer -Andrew,Orsino
Adjust bench, hedge R | — — |
it ragq TTL08t, Valentine C; Q
Just ben edge
Beamen I,II > NS
Remove picket fence to off U.R.
Priest

II-§ Forestage Before Olivia's house
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II-6 Before a prison
Remove straight chair to
off DL - Lady II

Remove poles to off UL :
Lady I,II I ¥
Place steps -Faull,Priest
Raise pink ring - Faull E :
Remove sheer to piano case
Priest
Place prison unit - Curio,
Valentine,Orsino
Place stool behind flat
Malvolio

Ajust bench L - Seamen 1

Ad just bench R - Seaman II

Remove hedges to off UR,UL
Seamen I, II

II1-7 Forestage A room in Olivia's house

I11-8 Olivia's garden
Place steps - Faull ,Antonio
Remove prison unit to off

-Curio,Valentine, AN ——
Oreino r-q
Remove ;tool to off UR
alvolio
Lover pink ring - Malvolio 0 == %
Place a\vv:ing poles - Viola,
entine
Fix sheer -Andrew,Feste & %

Place armchair on platform
Viola, Oreino

‘Place hedges R and L
Seamen I, II
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PROPERTY PLOT

ACT I
SCENE 1 ’
fruit bowl on table R. with:
pineanple
grapes
apples
SCENE 3

whip on  3ir Toby
drinking mug on bench R.
lace handkerchief for Sir Andrew

SCENE L
dagger brought in on pillow by servant from D.L.

SCENE §
cushion, Lady I from D.L.
book, Lady II from D.L.
etaff for Malvolio
puree on belt with coin on Clivia
ring on Olivia

SCENE 6
magks on girl singers

SCENE 7
candles on small table R.
tankard on small table R,
bowl, dipper, two mugs on big table L.
lantern for Malvolio from U.L.



PROPERTY PLOT

ACT II

SCENE 1
ring on Oreino

SCENE 2
letter on Maria

SCLIE 3
purse on Antonlo

SCENE &
swords ong
Antonio
Sir Andrew
Sir Toby
Viola
Sebartian
letter on Sir Andrew
cameo locket on Olivia

SCENE §
purse with silver dollar on Sebastian (Can be purse
given him by Antonio)

SCENE 6
lantern, gown, beard for Maria from U.R.

SCENE 7
pearl ring on Sebastian

SCENE 8
bloody bandage on Sir Andrew's head from D.L.
bloody bandages on 3Sir Toby's head and leg from D.L.
ocrushed letter for Malvolio from D.R.
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Sir Andrew-

2ir Toby-

VYalvolio-

Doublet -

Trunk hoee-
Hose -
Shoes -
Cape -
Hat -

Jewelry -

175
COSTUME PLOT

yellow satin wvith gilver brocade
and red bows.

yellow satin

red

red felt with red rosettes

yellow gatin with red satin lining
silver brocade with red plume

rings, long neck chain with medallion

Lace hand¥erchief - to carry

Doublet -

Trunk hose-
Hose -
Boots -
Cape -
Hat -
Shirt -

Doublet -

Trunk hoseé-

Hose -

Shoes -

brown leather with thong lacing, brown
velvet sleeves with leather bands
decorated with brass nailheads.
brown velvet

light brown

brown, knee-length with wide cuffs
brown velvet

brown velvet with large black plume
white esatin ballet

black satin with black velvet and
braid trim

black satin with braid trim

black; yellow, for change, with black
ribbons for cross gartering )

black velvet with bead trim



VYalvolio~

Antonio-

Orsino-

Curio-

Cape -
Hat -
Jewelry =
(for Act I,

176
black satin
black velvet with black plume
large silver badge of office on chain

gcene 7)

Long white night gown

Tasseled white night cap

Doublet -

Trunk hogeé-
Hosae -
Boots -

Cane -

Hat -

Shirt

Doublet

Trunk hose=
Shoes -

Cave -

Hat -
Jewelry -~
Doublet -
Trunk hosge-
Hose -

brown leather with thong laeing,
red cloth sleeves with leather
bands with brass nallheads.

red eloth

light brown

high brown leather

red cloth with black braid trim,
long armhole style

pork pie black velvet with black plume
white cotton with wide round collar
purple eatin'and velvet with gold braid
and jewel trim

purple satin with velvet slashings
maroon velvet with purple gatin rosettes

purple velvet with eatin lining and
wide ermine collar, short armhole style

purple satin with jewels and lavender plume
large finger ring

1ight blue and gold brocade with maroon
trim

brocade with maroon velvet eglashings

maroon
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Shoes - maroon velvet with blue brocade rosette
Cape - maroon velvet with blue brocade lining.
Bat - blue brocade with maroon nlume
Valentine-
Doublet - blue velvet with light blue and silver
brocade trim
Trunk hoge- gilver and blue brocade with blue
velvet slashings
Hosge - blue
Shoes - maroon velvet with brocade rosettes
Cane < blue velvet with blue satin lining
Hat - blue velvet with large white plume
Fablan-
Doublet - dark blue velvet with yellow and rose
ribbon trim
Trunk hose- dark blue velvet
Foge - dark blue
Shoes - maroon velvet with dark blue rosettes
Cape « dark blue velvet with satin lining
Hat - dark blue velvet with yellow and rose
ribbon trim
Feste~-
Doublet ~ green and white gtriped satin with bells

Trunk hose-
Hose -
Shoes -

Cap -

Bauble -

green satin
one green, one white

green felt with pointed toes

green and white gtriped sgatin with peak,

bells on neock plece and peak
fool's head with bells
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Sea captain-
Doublet =~ brown leather with thong laeing,
brown cloth sleeves with leather
bande decorated with braess nallheads

Trunk hoge-~ brown c¢loth

Hose = light brown
Boots - high brown leather
Cape - brown cloth
Hat = brown ¢loth pork ple with small brown
plume
Priest-
Gown - long brown cloth with rope belt,

cowl for head
First and Second seaman
Doublet =« plain, straight-hanging tuniec style,
green cloth with black and red brald trim

Trunk hoge- red cloth

Hoae « light brown
Boots - high brown leather
Caps -~ green cloth with black tassel and

red and black braid trim
First and, second officer-
Doublet =~ brown leather with thong lacing, red
cloth slashings on sleeves, nallhead trim
Trunk hose-~ use those worn as seaman
Hosge - use those worn asg seaman
Boots - uge those worn as seaman

Helmets - gilver



Sebastian~

Olivia-

Maria-

Doublet

Trunk hose-

Hoge

Shoes

Cape

Hat

Gown

Hat

Shoes

Gown
Hat
Shoes
Gown
Apron
Cap

Stoekings
Pantalets

Shoes

L
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white satin and maroon velvet with
£0l4 braid and jJewel trim

white satin
white

maroon velvet with maroon velvet
rosettes

maroon velvet with white satin lining

white eatin with large wvhite plume

black velvet with braid trim

small black velvet tricorn with
black veil

black ballet

white gatin with elaborate white brald
trim

small white gatin tricorn with white
vell

white ballet

bright blue cotton with white sleeves
and bodice front with black lacing,
black brald trim

wvhite cotton

white cotton

heavy white cotton

a cotton muffle sewn on elastic and
worn above the calf to peek below skirt

black strap
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Lady I-
Gown -~ tan brocade with gold satin and blue
braild trim
Rat - Julliet can of tan brocade with brald
trim
ghoes - = blaek ballet
Lady II-
Gown - green brocade with tan brocade and
black braid trim
Hat - Juliet cap of green brocade
Shoesg « dlack ballet
Viola~-
Gown - gimple light blue brocede with dblack
brald trim
Hat -~ Juliet cap of blue brocade
Cane - long, drad brown in color, with large
cowl
Shoes - maroon velvet
Boy'e costume - exactly like Sebastian's
Flutist-

Doublet - brown satin with velvet trim

Trunk hose: brown eatin

Hose - brown

Shoes - maroon velvet

Cape - brown gatin with light green lining
Hat - gmall brown velvet beret style with

small brown plume



Choist-
Doublet -
Trunk hose-
Hose -
Shoes -
Cape -
Hat -

Clarinetist-
Doublet -
Trunk hose-
Fose -
Shoes -
Cene -
Hat -
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black velvet

black velvet

black

black ballet

black velvet

gmall black velvet beret style
with emall black plume
dark blue velvet

dark blue

dark blue

black ballet

dark blue velvet

small blue velvet beret style with
small blue plume



8ir Andrew-

8ir Toby-

Malvolio-
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MAFE-UP PLOT

(Numbers are for Stein'e make-up)

Base 2%

Rouge light

Powder 4

Arch eyebrows for effeminate look
Age lines around eyes

Wig blond

Base 4 and 5%
Powder 11
Rouge dark

Nose putty, large and turned up on end
Age lines around eyes

Eyebrows, grey crepe hair

Wig grey and balding

Base 4

Powder 9

Rouge light

Small, dark brown moustache and goatee
Accentuate thin nose

Age lines on eyes; mouth, forehead

Wig comb-back dark brown
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Antonio-
Base 5% and 7

Powder 9
Rouge dark

Beard and moustache full, grey, trimmed in round
shape

Age lines eyes, forehead, mouth

Orsino-
BageS5#

Powder 6

Rouge dark

Darken eyebrows

Drop hairline in front of ears

Curio-
Base 5%

Powder 6
Raugeydark
Drop hairline in front of ears

Valentine-
Base 5%

Powder 6
Rouge dark
Drop hairline in front of ears

Fabian-
Base 5%

Powder 6
Rouge dark

Drop hairline in front of ears



Feste-
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Base 2 and 5%

Powder &

Rouge light

Exaggerate eyebrow droop

Sea captain-

Priest-

Base 54 and 7
Powder 9

Rouge dark
Darken jaw line

Base &4
Powder &
Rouge light
Age lines mouth, eyes, forehead
Beard sparse, grey

First and gsecond uiun-

Pirst and second officer-

Base 7
Powder 6
Rouge dark

Darken jaw line

Add emall dark beards to seaman make-up,”l 7
Drop hairline in front of ears
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Sebastian-
Base 5%

Powder 6

Rouge dark

Darken jaw line slightly

Halir was allowed to grow very long. Under hat
1t looked much like Viola'se since hers was

rolled up short.



Olivia-

Viola-

Maria-
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Base 23
Powder 4
Rouge light

Eyebrows brown with delicate arch

Base 3

Powder 4

Rouge light

Eyebrows light brown '

Hair in page boy style, rolled under

Base 3 and Stein's stiok, bright pink
Powder &

Rouge light

Eyebrows dark

Hair in stiff 1little ringlets under cap

Ladies in waiting-

Musicians-

Base 3

Powder 4

Rouge light

Darken eyebrows, intensify arch

Hair in long page boy style

Same make-up as ladies in waiting, but make
eyebrows straight
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Mugical Scores



Co»uz /‘lwa% Dea th

grom Mercory Theater Records ,
Goitar Arrangement - Thomas [erg it
= and Gayla Dills

este

- oz o = X : = = B e
307 g 5 B Sy v e : 5l o 5oy
O S e e S e E S R “ Ly

Come a- wey , Come a- way DFL,—— and in  sad cy- press /et me be /4)}(5__
Not a  (lowr, hot a flow'r sweet— Oa ~y black cog- gin /et theve be Strown;

— - B i S — 4 - - — 4 — - e S S e m—

T
S, e S ) (el

e — e ey T S— W— S SIS TS R IRIEEL LR ISt S 8 I e P T

# p: Vi /:_,5,,, CoELC e Es ol pm.

i
4"1 -

o AL s # _Av;w‘ -k = e I i A TSR i ,‘;
e Nt PP , e 4o
f‘ o

— B WM s 65 (o 2 S : : -1 O g — - v
59 Fly it way, ¢ly a- way, breath—, L am slambya gair cro-el maid. M shrovd “op white, stvek all  with yew, 6, pre- pare if, oy
Not & priend, 'het 4 Criomd reet my rmcnfnumufs bynes shatt be throwm . ‘A thou- Shad, thov- sand Siphs  te save, La, me O, where Hle

T VT I B V5 SRR (DR 8 [ i . ] S RS AT = j i =5
Z.%TT‘LTT_'F Yo i A A Ea] I:m%_:]z’?: — B ettt = e

Death =o ohe — So +ree oo Share 1F.

lov- er he'er SIhC =R g SR rat s le WES RS aeRe,
Gkl En | Fa P B CaCaiF e £k




k24

od: na
It Was afover and Ais Aass

Hadei Pttt rrh =

Sttt




/F7

O M'\STKC»' ,1 ine,»

Fosda AJJ-Son Gouitar u:;z:hg:smﬂ.;:ff;-# 2 6‘7“ Dills
) Hf — o TR R — » e - o ‘ o : ] | 8
T - : - wewres mse & e . e w1 IR
SRS SR T & Bs ==
J 0, mis- tress hine, aere art- thos- m;-u! ?  Sfay, and hear — , qyovr +hve loves — com- ing,
What 15 leve? ‘tis  mef- Keve- ag-ter, Pre- seat o rth — hath pre— sent — lacgh- ter;
. N ., =Y 2 S - R S — IS 7 =i s A T ) W R R PR ) IR R A T S e = T
i:@f_‘f___{z___yl )7 = G tf 4 _——_% A g'flff;i:.“g&::_’_,.-,:_ e e e e e

T — — g L A - s -+ o e
T —— 8 il e % e J ?;'_' - : ] s
That can .‘iing both high and 1 w3 i T'if N cyb- ther . }Teﬂ#?;’w;ncf— ing EHJ,A,',;. ¢‘7:~c.l . Lo- s i f-u'ng

| whats to  come s sbill  vu- sore G 7 F lay bhere lies no  plen-fqs R R Sl

== D ﬁ?lr—f—“——n—;j—‘l———m__ y 7™ = T 70, Y
T M =7 b =17 % SoouT 7 <

) e S A=A 5 P |© o — PR e st e
— pm—— ———sea—— .
- S - — = - —
- £ > i 2 =
, s f = F SSEE e
wise=  mans son doth Know. 'an ne  cor- ther pref- ty  sweet-ing, JOvr-. neys end 1n Lov-ers meet-in
Stugy- will - hot Cn- dore Tu Ae- lay there lies na Plen-#z & Then Come K53 me Sweefand M-#,,
—AA PR . 2 = e -~ ER A - s
i 11_} ™M En_m::Fv : M Do G l,' = . Pz G
Creésc 5
e ' e AV RS P R el i 842 ~ 3 P - &
S = R L e FJ Bl g B e ' =
3 e t — . S 1t
EV‘ "Y1 wise - ”“_“.5"‘ son d"- Khow, Ev- 'H’ wise — mans — Son Aotk know.
Youth's ‘a stesf- will=  net en- dvre | Yovths 'a Stege - will — not en- Avire

[1iil
f-u

1
{1
|
1]
|

T T e = e A M e e X et
o _E'Z_g e s St ETG % G 177 o E




/190

Catch - Feste, fn'r,lo.écnr.(};-ﬁb, There Dwelt « Man in B‘by/on. - S fobf
A k/ }\ A

Trir b L SR

A \/f.A_

Hold thy peace, and I} pr i- thee hold thy pesce, Theve Awelt & man 1n Ba- by- lon, la- dy, la- ‘1 O' the +w¢l?fk&‘.1 o De- cem- ber,

thov Knave; HoU— H--, P““ Uuu Khave la- 4101, la- J.u,

3 gf e . =

——N-
— O

S st _“_',f_’iq; _"___"i}'_" ‘1 —_-:,-; e

ey (R Ve S S Pl e e
L= o = i = - oSS - —— P 43 e - rels o

thov Knave,

Farewo“ Dur Hc‘-rf' Siv T&u, and Fest

) &

|

= j 10

JIE i R gt e

r—p:riif:

2 {9‘7\‘:‘5— J‘ a e ——— g NET Tod E0C IR N SIS e
— L;J — S =% S

107 S‘uﬂ I ‘u( ‘Am go A.MCSFK M’*7 0 hp ho,no, llc dare uaf.

Hey , Ro bim - Feste

— n A A
] ¥ o ) e e (S B T ey b R ) 6 ~
— F?‘—i&fy _'ng ', i e e e | ji_f—Fl i Preoneern
—1y = ] et T L_Y Seeey .5 l', ¥

=Zansss 5‘};{~‘~— ———— =

I Aw Gone, Sir - feste

I 1

1 1

. d

R

S T Eeeg IR

L aw gone, Siv, edva) now,Sir, L1 be with you & - gain.




g/
d =9 /

Now 1s the Month of M""I""g
by Thons As Nw/u, ArVA.n!C/ }7 J Morray 54*/0&#

T = e s
“szﬁ = = e =il /e et A2 Wi

‘ﬂhw 's thewontbor May-ing, When mervy lads ave phay-ing. Fola hila la la o fjala

R EmSEEEE S EEAT e R e {:iéﬂcwf“{ = =

™y
RF

S - e-<ipm -«

b ra—— < { T R e e 1 e o e . -

& & X I < = = > <cod &) ) (ol e | | | 1 I~ 1
Sl D = .7 BT - ‘ | d“ PN P 1 :

g s S =T O 1) R ] - i D= ji -

o s y i L 1 1 1 1
- ) | 1 1 |
i 5 e 3 ¢+ - F5F 3 v *3 7
—y* -}‘ll‘:;i‘}' ) Lx‘} e b S "—r—*‘T t_i I =t t LR
k ufi\" lt l ‘:é_; S | = m =—= o Y ‘% i
a & &l a & . a u;}h\\ishu-ln' ass, A d‘u-cﬂs on the grﬂ“. nfﬁh la la “, ‘,‘,l g la la o (7% o la laa o ton
- R re L rsslaine
R el e 5 - ke mrgy =5 2 ] 5 1
2T [T B T’jf‘, [ ! 10 s i | et | /' = ) ) X :
3 PO 3 7 el PCITIT 1 bt
erede. 5 Al
e ot el | [ /D
I 1 1
— ' ] L} i
cmte- § 3 "
- '{;I' = i) eI == e

Fve §

T/nc Sf’rn;g clad all tn g/aduess Aud to $he be.g- f}f;e& sovnd
Do#‘, ,ngk A, W('n"'el".s Jnlness T‘( “1.‘(’"’ f,—e‘( OU# f/'eﬁ— {700“(.

,F; (a [a lal{a da la la /& Fala la [a [a, Fa la la [a (2 la /(& P
"Fa la [« fa [a [a /a Fa la la [a /a.

1l
Q4
P







LiFonl
ProccsSl'on (I“H\» Cu\fun' Galliard arranged by J. er47 Bﬂ'j‘"“")

© Sele
=e ; S B e TT i Ak Fe oo
o B 78 1 e, o 4 S e I 5 EERREW 5 LT t | i i i 1 | 5% 05 S G | il e i ooimiacs .
ey 4 t t g =, S e s
S S.'. ;.,’ ; 61 4 3 SO/O kT 2 3 Jﬁ\l\
éﬂlr ; ! I !' = % o 1] G = Il[EE - £ ST G I 7 e | | ~ P ‘T‘_tsﬂ,
| —.F —r[ | 7 I = }’ jL = i i -
J G ST

Bm
e

d
|
EFF
. - |
l
Q
e
|
H
Ll
P
-T‘
|
y
|4
1~% r

i
| - ik
L

i :
|
| 1

1 2

19

&
h
-JH-*
i
..h
d-..,‘P

4..%

A4

-1-1;-‘

|
5
.,
1:*"
18
-~ .-4..* e
l
——
=
?-Hr
~+ s
X
TTe
i
)
| 18

ms

Jl I (< i s 3¢ [ b | 4

Seripti D 1 el e : >

- iy r =4 =

% ¥ nf P S

D.C.

.— F F ’—\ "\ SD’O ’- |

- £ — :E#F L < e n <
:ﬁg ) I 1? x x 2 e s rﬁﬁ -+ — { = ,P 1 X i
t 5 = e | =1 | — L
?
Sele Slo’n
s "'7:'.22'?,;~ : S 1 e 1 i

%

|

«-I
i

ey
(a8
bn
| 28

i

4 ' g Sﬁ'o
S : 4 "y _

L]

|
|

e

el
!
el
n

B F)
X
X
mr
-e
-







Epilogve S ;
P gv oy Goitav Arvangement- Thonas fergitt
anA &Ay/a D /s

— b 7,,:,_.,‘."27_ o e - — e P 1] TEE—. A
S RS EFTiaE S TR AMART *‘t“cfs*t;:?zg.fff S Bepldlall

4 Whew |T wasa lit-tle - '
o " as a lit-tle t1-ny bo\’ With o I\e", ho, h¢7, ho, the wyna and fhef rain, A— Fool- 15k {4,’,‘.’? was bet a foy - for the rein
i*

=  i<7€;1-; : ’t?;‘riﬁi — 3 1 — ;' 2 — s e e = : :

Cresc,
) hf

S ST ERe a e T SieD Pr

Ml.u- C*‘\ er- " d‘. e w ‘A a /’C Ao hc () A b\ f
e 4 a ral fb t o
, ’ V V3 ", LZL A N ¢ rat rain-e h Cr- "7—-— d‘t? o?. &

i» - hA ‘g* ‘_‘j';’ - :::‘ ._',.;. ) PN e e [ SR T ) R 7 P SR e e Ty e | g 7 st
=% e e e e e R aR R







195
CHOREOGRAPHY FOR REVELERS

Enter dancers laughing and singing. The girlg
are masked, x represents boy; o represents
girl.

"It wag a lover and his lass,
Dancers skip through DL arch to DC in couples.

c x x DL
« 6o

*With a hey,
Girls curtsy to boys.
X0 ox
YAnd a ho,
Boys bow to girls
X0 ox
"And a hey-no-ni-no
Boys half-ecircle girls, flirting.
Gox xo@
"That o'er the green corn field did pass,

Four join hands, balance forward and back at center.

4

%

«0

*In the epnring time,
Boys take partners back to first poeitions.
xo0 ox
"The only pretty ring time,
Boye elip masks from girls' faces.

X0 OXx



"When birde do sing,
Boyes replace masks on girls' faces.
X0 OX
"“Hey ding-a-ding-ding-ding,
Girls half-circle boys.
Sxd dx @
"Hey ding-a-ding-ding-ding,
Boys quarter-circle girls.
S o

"Sweet lovers love the spring!*

Exit DR with step-close, holding hands and
swinging arms.

DR | x X
N o o
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Publicity Plctures
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- COVERS ALL

G.L.H.S.

Vol. V, No. L

Ootober 11, 1951

THESPIANS LAUNCH SEASON

Stace Quiz

SHE'S 1in iove with
HER B0OS8S, but HE does-
n't know 1t and SHE
can't tell him--80--
since HE thinks SHE'S
a boy- HE sends HER to
another woman
thinke HE™ 1in 1love
with, to tell thet la-
dy that HE loves HER--
BUT-~ gince B8HE'S 4in
boy's oclothes and re-
eembles a very hand-
somé young man, SHE
falls in love with HIM
(or 1s it HER?) until
HER brother ocomes a-
long, and then SHE
decides that SBHE real-
ly loves HIM, By that
time HER BOS8 decides
that HE really loves
HER(or is it HIM?) now
that HE knows SHE'S
(or 1s 1t HE'S?) a
girl. AND THEY ALL
LIVE HAPPILY EVER APF-
TER.

Can you unsoramble
thie?

whom HE

The Triret student
s brine the ~ditor @&
correct solution, sub=
etitutine nomes for
he's ond she's will
receive two free tioke
ets to the <‘rametic
goﬂprcgcnt°- . orodvo-

jon o :;il th

Merch on&‘i&%

It's no mag, The 18
stvdents who are in
the oast of
Night know the ane
$ver , 8nd o 4o most
of tne olesos in (ree-
natic arts., They're
s~cluded from the oon=

Yeo:t,)

-
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‘COVERS ~ ALL"

Volume V, No, 8

GO LQ Ho s.

Fedruary 28, 1952

“Twerr TH NigHT* CAST

One Or LARGEST SeEN

"Twelfth NIght, the
Shakespeereen play to de
presented March 21 and 22,
is a hilerious comedy
which is expected to equal
Cherlie's Aunt in pro-
ducing leughs,” stated Mrs
Bllis, coaching the pro-
duction., This play elso
boests one of the largest
casts seen on the GLHS
sterge,

In order of their ap-
pearence, those in the
ccet! are: Feste the jester
a spritely figure in many
colors, Bod Drexler;
Orsino, the youthful, ro-~
wrrnticelly handsome duke,

Jerry Eough; Curio and
Velentine, the duke's
gentlexon, Roger Hewson

end Stuart Shelly; Viola,
a shipwrecked ledy who de-~
comes disguised as a page
to Oreino, Bardara Nodle;
a sea crptain, Tom St:rk;
Sir Toby Belch, the Count-
ess Olivia's uncle, & fun
and liquor loving 0ld fel-
low, very fut end very
her rty, John Peck; Mcria,
Olivia's first mnid, a wee
plump perheps or a little
vixenish, bdDut certcrinly a
€ay little mischief, Con-
nie Kingeley; Sir Andrew
Aguecheek, &a week witted,
strutty 1little men, Jerry
Fortino; lady Olivie, a
lovely. refinsd countess,
Gayla Dills; Melvolio, the
head of Olivia's house~
hold, « dry, sellow faced,
overly digrified personsgé
Larry VenderMcere; Sedas-

tian, o shipwrecked gent-
leman who is mistaken for
his twin seister, Viola,
Gary Noble; Antonio, a sea
captain, Dick Sheren; Fab-
ian, Olivia's young serv-
ing man, Ken Lehman; the
priest, Tom Sterk; First
Officer, Bill Sterkweather
and the ledies in waiting,-
Eleanor Phillips and Jack-
13 rinn.yo

Students from the music
department, under the di-
rection of Mr, Moe and Mr,
Gilbert, will furnish mmus-
ic. Ronnie Moe, Dorothy
Overholt, and Nina Husted,
will form an instrumental
trio, Guitar errangments
will be by Tom Perfitt
with vocal and instrument-
al susic arranged by Dr.
Murrey Berbour of M.S5.C.

Mr. ¥ildur Dorsett, al-

's0o of M.S.C,, is seene de-

sign consultant, Jurani-
ture will de odbtained from

the Grand Rapids Civic
Theater.

Tickets for "Twelfth
Night" will go on sale

next week,
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IweLFTHNIGHT SeT™ARCH 2192

Double Trouble “Funniest Play Ever
' | | Given,"Claims Stark
- When esked for his
opinion of the spring play
Twelfth Night, to be pre-
sented March 21 & 22, Tom
Sterk replied: "I really
believe this play will be
one of the funniest pleys
the GLHS Thespians have
ever produced, You en-
Jjoyed the wine cellar
scene yesterday, Now come
to the play and see Jerry
- Fortino, es Sir Andrew,
Viola and Sebestian, quake in his boots at the
twins in the comedy thought of fighting the
"Twelfth  Night", are duel which he was forced
. played by Barbera and  jpto, You will also see
. Gery Noble, other hilarious siturtions
these comedizns have in
' store for you.,"
MANY HOURS SPENT
Many long hours bhave
| been spent in rehearsal
and -on stage work, Bobdb
Faull, stage monager, has
worked long on carpentry,
peinting, 1lighting, and
organizing his crew, Dick
| Sheren is assistant stage
.meneger; Delores: Nelson,
properties; Joyce Merrill,
costume, Moke-up is by
'the class in drametic arts
and Thespinne,

Others working herd to
‘meke the play a success
are: Joyce Merrill, Bev-
erly Tasker, Ann Huhn,
Grace Pitchford, Dale Mid-
daugh, Mary Jane "Durst,
Dick Scott, and Larry Van-
‘derMo are.

R
t




College Educators
Assisting with
High School Play:

Tn encouraying sood d:amatic

Productions in high  schealy,
Mich can State eolls se §S assiste
T 0L a0 Isory can iy tor the
Girand  Loeoge  perforigance  of
Shakespenre's “I'welfth Nizht”
Mapeh 2102

Under the diietion of Nires,
Muam Fliis < cn~or of the hich
school Toaespians, the plav is saxd
10 be the furst Shak. 1me work
to be produ. -d in the community,

and. in its innovati n, is expected

to draw viaters from adioining
schonis,

M:s I'lLs names Don Buell,
director of dramatic: at M S C.,
as  assisting in plannnge  the
piece. Wilbur Dorsett. scone de-
sign specialist, and Dr. J. Mur-
ray Barbour of th» nusic fac-
ulty, who has composed inci-
dental music, are also guest ad-
ViNOrs A vocal gnar'et with
woudwind  accompaniment  will
be weard for the well known

“It Was a Lover and His La-s"
in Dr. Barbour's original sot-
ting.

|
|

!
;

To Be Presented

(Special to The State Journal)

GRAND LEDGE, March 15—The
high school Thespians will present
Shakespeare's “Twelfth Night” on

the high school stage Friday and |

Saturday night.

Mrs$. Miriam Ellis, director, has
had experience in Shakespearian
drama, and is receiving help from
the drama department of Michigan
State cgllege and the Grand Rapids
Civic players group.

There is a cast of 24 consisting
of Dorothy Overholt, Ronnie Moe,
Nina Husted, Bob Drexler, Stuart
Shelly and Roger Hewson, Jerry
Hough, Barbara Noble, Tom Stark,
Bill Starkweather, Dick Scott, John
Peck, Connie Kingsley, Larry Van-
dermoere, Ken Lehman, Eleanor
Phillips, Jackie Finney, Gary Noble
and Dick Sheren.

The local Thespian club, No. 356,
is a member of the national honor
society and includes six national

jmembers, with Larry Vandermoere

as president.

— - —

.|Wilbur Dorsett of Michigan State

In Shakespearean Play

- % A 5 . - BN
' —~e——4& Leads in the Grand Ledge high

;‘Tu—f;;lfth Night’

WT
|

N

T 5

school presentation of “Twelfth
Night,” a William Shakespeare
comedy, will be played by (left
to right): Larry VanderMoere,
as Malvolio; John Peck, as Sir
oby Belch; Connie Kingsley as
Maria, and Jerry Fortino as Sir |
Andrew Agueckeek.

High School Play
Set for March 21

R I

M. S. C. Faculty Members
i Aiding at G. Ledge

(Special to The State Journal)
| GRAND LEDGE, March 12 —
|'The Grand Ledge high school will
|present Shakespeare's “Twelfth
| Night” on March 21 and 22. Bar-
|bara and Gary Noble will be cast
as the twins, Viola and Sebastian.
Comedy roles will be played by |
|Larry VanderMoere, John Peck, |
|Jerry Fortino, Connie Kingsley, |
Bob Drexler and Ken Lehman.
Jerry Hough plays the Count Or-
|sino with Stuart Shelly and Roger
| Hewson cast as his attendants. The
lady Olivia is played by Gayla
I Dills with Jackie Finney and Elea- |
[nor Phillips as her attendants.
|Dick Sheren plays Antonio, Tom
|Stark doubles as a sea captain and
‘priest. Bill Starkweather and Dick
|Scott double as seamen and oifi-
| cers.

Music has been arranged for the
lproductiun by Dr. J. Murray Bar-
bour of Michigan State college.
Gerald Gilbert and Arthur N, Moe
|direct the instrumental and vocal|
|arrangements with high school
|band members, Ronnie Moe, Doro-
|thy Overholt and Nina Husted and
|chorus members Jackie Finney,
| Eleanor Phillips, Roger Hewson
and Stuart Shelly. Guitar arrange-
ments are by Tom Perfitt.

Don Buell, John Jennings and

college have served as direction
|and design consultants, Mrs. Miri-
|am Ellis, Thespian sponsor, directs
the show with Bob Faull serving
|as stage manager.




'Ihespnans Present

‘Shakespeare Play
'Here March 21-11

'Twelfth Night Promises
'To Be One of Best of
i All Productions

The Grand Ledge high school
Thespians have goue far back into
| the past for their annual winter
presentation when William Shake-
speare’s Twelfth Night makes its
appearance on the high school stage

Friday and Saturday night, March
21-22
The playv. in rehearsal for many

weeks, 1s expected to be one of the
best in the long list of dramas put
on by the club, and an enormous
amount of work has gone into the
production, by the cast, directors
and stage hands alike.

Miriam Ellis is the director. and
is making good use of her exper-
fence in Shakespearian drama. She
is receiving help from drama de-
partment at Michigan State college.

The Grand Rapids Civic players
group is also aiding in the task of
making the difficult play a top
notch production.

There is a cast of 24 in the play,
which is composed of two acts,
with seven scenes in the first and
eight in the second.

The cast in order of its appear-
ance. includes Dorothy Overholt,
Ronnie Moe and Nina Husted, musi-
cians; Bob Drexler, a jester;
Stuart Shelly and Roger Hewson,
the Duke's attendants; Jerry
Hough. the Duke Orsino: Barbara
Noble as Vioia, Tom Stark, who
doubles as a sea captain and a
priest; Bill Starkweather and Dick
Scott. who double as seamen and
officers; John Peck as Sir Ague~
cheek; Connie Kingsley as Olivia,
a countess; Larry Vandermoere
and Ken Lehman, attendants to
the countess and Eleanor Phillips
and Jackie Finney, ladies in wait-
ing; Gary Noble as Sebastian and
Dick Sheren as a sea captain.

The local Thespian club, No. 3566,
is a member of the National honor
soclety and includes six national
members, with Larry Vnndermoon

| as president.

High School Thespians

Pictured here are four of William
Shakespeare's characters who will
come to life Friday and Saturday

the Grand
Thespians

evening when
high school

auditorium. Reading left to right:
Larry VanderMoere as Malvolio;

Kingsley, Maria; and Jerry For-
tino, 8ir Andrew Aguecheek.

cludes Dorothy Overholt, Ronnie !
Moe, and Nina Husted, musicians;

School Play . . .

The Grand Ledge high school
Thespians nt a play,
“Twelfth Night,” in the high
school auditorium Friday and|
Soturday. March 21 and 22, at 8:15
p. m. 1 matinee perform-
ance tor 200 students from area

schools will also be given Thurs-
| day afternoon.

y

Cast of characters for the event
is as follows:

Musicians, Ronnie Moe, Nina
Husted and Dorothy Overholt;
Feste, Bob Drexler; Orsino, Jenny
Hough; Curio, Ro Hewson;
Valentine, Stuart elly; Viola,
Barbara Noble; Sea Captain, Tom
Stark; Sir Toby Belch, John Peck;
Maria, Connie Kingsley; Sir An-
drew Aguecheek, Jerry Fortino;

Olivia, Gayla Dills; Malvolio,
Larry Vander Moere; Sabastian,
Carry Noble; Antonio, Dick
Sheren; Fabian, Ken Lehman;

Seamen, Bill Starkweather and
Dick Scott; Ladies in Waiting,
Eleanor Phillips and Jackie Fin-
ney.

Mrs. Miriam Ellis, director, has
had experience in Shakespearian
drama, and is receiving help from
the drama department of Michi-
gan State college and the Grand

, Rapids Civic players group.

Ledge '
present |
“Twelfth Night” in the high school ' Stark

The cast of 24 in the play in-|tured:

: Bob Drexler. Feste, a jester: Jerry
' Houxh, rhe Duke Orsino, Stuart
Shelly, Valentine, and Roger Hew-
son. Curio. both attendants of the
Duke: Barbara Noble. Viola; Tom
doubling as a sea captain

and w priest, Bl Starkweather

fard Dick Scort doubling as seamen
John Peck. Sir Toby Belch; Connie |

Connie
and Larry
characters  pic-

Olivia, a coun-

Ken  Lolnnan, Fabian, ser-

to Olivia.  F!lvanor Phillips
Jackic Finneyv, ladies in wait-
ing to Olivia. Gary Nolle. Sebas-
tian. twin to Viola: and Dick Sher-
en, Antonio. sea captain.

A natinee performance will be
given on Thursday and invitations
have been extended to high n(-hooll
students in surrounding towns to
view the play. ’

and otficer John Peck
Kingsgley. Jerry Fortino.
VanderMoere  as
Gayl Dills,
LCSK
vent
and
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408 West Jefferson Street
Grand Ledge, Michigan
March 23, 1952

Grand Ledge High 8chool Thespians
Grand Ledge, Michigan

Dear Thesplans:

We deeply appreciated our invitation to attend
your presentation of "Twelfth Night®. To say we enjoy-
ed 1t thoroughly seems hardly enough.

The settings were beautiful, the colorings were
lovely.

It seemed to us that all entered into their
roles with sincerity, and I might add abandon.

It was good to see a Shakespeare play again.
May you present many more!

Again, our thanks.

04

| WMWJM’(



7. CARL. HOLBROOK, ress.
GERALD KRUPP, vics rres
LEON HAVES, sicv

OZAN B. DOTY, vasas
FRED E. QUNLD, vavstae

_07

KENNETH T. BEAGLE,

GRAND LEDGE L e

PUBLIC SCHOOLS o 1. sramE

GRAND LEDGE, MICHIGAN THOMAS .;::'"':“‘" "'""".L
Nay 15th, 1983

Mre. Miriam Ellis,
Dramatics Department,
Grand Ledge High School,
Grend Ledge, Michigan.

Dear Mrs. Ellis:

During the past seversl years, the dreamatics
department under your supervision has produced many
excellent stage productioms.

However, your efforts in the presentatioa
of the Shakespearean comedy "Twelfth Night® reached
a aev high for Gread Ledge. This presentation not
only bdrought to our school and community a new and
better appreciation of Shakespeare, dut was a tridute
to the careful planning, good organisatiom, and direc-
tion ¥y you personally. The character portrayals,
staging, and eostume work were all most commendabdle.
This type of production is particularly preiseworthy
in viewv of the physical limitations that are part of
our coabined gymasium and auditorium stage.

I trust that the persenal satisfaction that
you have received from this production may be partially
rewvarding to you for the effort and time expended.




TWELFTH NIGHT

by

WILLIAM SHAKESPEARE

Presented by

THE GRAND LEDGE
HIGH SCHOOL THESPIANS

MARCH 21 & 22, 1952




CAST OF CHARACTERS

(in order of their appearance)

Musicians . ______ ____________.. Dorothy O
Ronn
Nina
Feste, ajester . ___. .. ____ Bob |
The Duke of Orsino .o oo o . Jerry
Valentine, attendant on the Duke ... _________ __ Stuar:

Curio, attendant on the Duke .____ _________. __ Ruoger t

R TE Y Y Batbar:
A S€a CAPLAIN - i o e e m e e e . Tor
Seamen .o . ol alo__ - Bili Sterky
DITS
Sir Voby Beicho oo o oo . ... __ .__ Joh
Marma _ ___ o ___.___ - Connre K
Sir Andrew Avuecheek oo o . ____ .___ Jerry

Olivia, a countess —o. oo oo oo Gay
Malvolio, Steward to Olivia.__..—___—__. ____  Larry Vande
Fabian, servantto Ohvia_ o ______________. - Kenl

[.adies in waiting to Olivia .. __ .. .. .___._____. Eieanm

Jackie

Sebastamn, twin to Viola o _________. Gary
Antonio, asea captail .o oo oo ... Dick
Oficers oo o o o . Bl Srark:
i

APpriest ..o oo . cccie e e oo T




RACTERS

1ppearance)

......... Dorothy Overhuolt
Ronme Moe
Nina Husted
Bob Drexler

Jern Hough

Siuart Sheliy

Rover Hewson

Rarhara Noble

L Tom Stark

Bili St rkweather

Dick Scort

John Peck

Connte K ey

Jerry Fortno

Gayla Diils

[Larry \ anderMoere

Ken Lehman

- Eieanor Philips
Jackie Finney

Garv Noble
Dick Sheren

B. srarkweather

Dick Scott

Tom Seark

SYNOPSIS OF SCENES
ACT |
Scene 1. llivria. An apartment in the Duke’s palace. Orsino, the
voung romantically handsome Duke of lilyria, in love with
love, amuses himself with sad music because the lady Olivia,
in mourning for the death of her father and brother, will have
none of him.

Scene 2. A seacoast. Viola, orphaned daughter of a wealthy
citizen of Messaline, reaches lllvria after a shipwreck in
which she had lost her twin brother Sebastian and all her
nassesstons. She determines to digsuise herself as a boy and

take employment with the Duke Orsino.

Scene 3. A room i Olvia’s house.  Sir Toby Belch, uncle
10 the ladv Olinvaa, spends his time i idle sport with Maria,
Ohvia’s mard, and Sir Andrew Aguecheek, an unsuccesstul

suttor to )livia.

scene 4. A room in the Duke’s palace.  Viola, who 1s now
disguised as a page boy to Orsino, 1s sent by him to speak

hic words of love to the ludy Olivia,

seene 5.0 Olivia’s garden.  Viola appears before the lady Olivia,
who believing her to be a young man, falls in love.

Scene 6 A street. Sebastan, Viola's twin brother, reaches
Hlyra o the company of Antonio, a sea cantain,

Scene 7. A waine cellar i Olivia’s house. A midnighe carousal
s witerrupred by Nalvoho, and a plot s faid ro trick him into

makig a fool of lmself.
Act 11
Scene 1. Before the Duke’s palace. Once more the Duke
sends Viala to «peak hs Jove to the iad, Ohvia.

Scene 2. Another part of OQinvia’'s gerden. Maria tricks Malvolio
with a letter which he beiteves to be a steret declaration

of love from Oivia.




scene 3. Another street. Antonio, who fears arrest a
enemy, gives Sebastzin his purse, and arranges to
later.

scene 4. Oiwia’s garden. Sir Toby and Fabian pers
Andrew to duel with Viola, The duel is mtertunt
Antonio who mistakes Viola for her twin brother
Antonto is apprehended by the police, and Viola
them to learn of her brother Sebastian.

Ncene J. Sebastan encounters Mir Andrew, and 1s m
for his sister. Olivia, oo, mistakes him tor the |
page boy.

Scene 0. Mialvolio. believed by Ohvia ta be mad, s
in his prison by Muana, Toby and Feste.

Scene ;. Olivia makes arrangements for her wedd
Sebastian most willingly talls 1a with her plans.

Scene 8. The twins meet, and confusion s resolve

The Grand lLedge High Scheol Thespran T
number 356
is a member of the Nauonal Thespian
Honor Soctety
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G.L. Thespians Shew |-ong History OF Success

Thanks,Fneﬁds

So many vpeople

have

helped us we'd have dif- -

ficulty 1listing them all.
Our grateful avppreciation
goes to Fortino's for the
use of their truck 1in
transvorting furniture, to
Mr. Hooker, who upholster-
ed a footstool, to Knapp's
display department for
dravery material, to Olds-
mobile ZEngineering Divi-
gion for use of black cur-
tains, to Mr, Deuel, vwho
helped us hang curtains,
and to Mr. Beagle for his
understanding, co-opera-
tion, and patience  with
us.

AscuT Cur Pic TuRES

The photographs of the
cast which have been on
display for the vast two

weeks are the work of our -

director's husband, Mr.
Herman D. Ellis. Mr., El-
lis 18 an educational mo-
tion picture producer., He
recently filmed a motion
picture with members of
the Lansing Civic nlayers
serving as the cast.,

WELCOME THESPIANS

A nurmber of high school
Thespians from other
schools are usually pres-
ent in our audiences. We
are glad to have them see
our shows, and we welcome
them Yackstage after the
performance.

It's a pleasure, too,
to welcome backstare the
GLHS Thespians of vrevious
years.

Thespians Have
Active Year

September found six Na~
tional Thespians enrolled

in Grand Ledge High School.

The in-school Thesvnian
club was organiged with
Larry VanderMoere as pres~
ident. The club has vis-
ited the Sun Theater pro-
Jection room, enjoyed
talks on T.V. acting and
T.V. career possidilities
by George
Wes Lambert, MSC students,
Three trips have been tak-
en to see Lansing Civic

Players vroductions. On -

February 20, several Grand
Ledge students enjoyed a
trip to MSC mhich included
a visit to the T.V. studio,

WKAR studios, stage vorke
shop, and the term play,
Rose it rn.,

[ake A Bow

‘Stage Crew

A most efficient stage
crew overated behind the
scenes tonisht. Bob Faull
serves as stage manager,
with Dick Sheren and Bur-~
ton Fooker as his assis-
tants. Delores Nelson is
property chairmen and
Joyce Merrill sgerves as
wardrobe mistress. Every
member of the cast becomes
a member of the stage
crew, making srift and
smooth (ve hove) scene
changes. Connie Forsen
heade the make-up commit-
tee composed of members nf
the class in Dramatic
Arts,

Latchford and -

. and sewing,

Tonight'!s performance
of Twelfth Night 1s only
one of a number of fine .
plays vperformed by the
students of Grand Ledge
High School. - Little could

.be learned of the history

prior to the formation of
the Grand Ledge troupe of
National Thesplans in 1939.
Since that time fairly
complete records have been
kept. Thus we are able to
renind "old timers" in our
audience of such plays as
Ice Bound, Little Women,
Y T th_You,
Seven Keys to Baldpate,
and Lavender and Qld Lace,

Outstanding students in
dramatics in those earlier
days of the Thespian troupe
were Marilyn Bendell,Janet
Doty, Carroll Farrod,Bruce
Kingsley, Don Forward,Neal
Torner, .Curtis Wheaton,
Clarabelle Toaz, and Mar-
Jorie Frits.

Students tarn

Thespiar: Points

Every stage production
is the result of many
hours of planning, carven-
try, vainting, decorating,
The Dramatic
Arts class, Thespians and
Thesvian understudies have
worked hard to make at-
tractive settings for
Twelfth Night.

Students earn points to-
ward Thespian membership
at the rate of one point
for every ten hours of
work. Ten points, repre-
senting 100 hours, are re-
quired for national Thes-
pilan membership.
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Thespian News Letter

Many_Tranks M.S.C,

The drama depertment of
Michigen Stete College hcs
been wnost helpful 1in to-
nights production, Mr, Don
Buell, department head,who
watched our first run-
through in February, - gave
pany helpful sugeestions
to Mrs,.Ellis and the cast,
Mr, Jennings, acting de-
partment head, assisted us
at a leter rehearsal, Mr.
Dorsett, scene design spe-
cialist, served as a con- .
sultant on our setting.
Miss Roselle Gluch, a etu-
dent teacher at Greenwood
elementary school hes giv=:
en fencing instructions.
Mr, Frank Bredly, student
teacher with Mrs. Ellis,
has been most helpful with
rekeup instructions. Mr,
Chris Klinedinet who was
stege nrn2ger for the col-
lege production,Rose With-
out A Thorn, has assisted
vwith peinting,

Our Director
“And Spcnscr

Mirien Eills, our thes-
pian sponsor and director,
of tonights show cores to
us with a good background
in Shekespearean drara, A4
5reduate of Milton College,
Wisconsin, noted for its
Shakespearean tredition
for 50 yerrs, she has act-
ed in several Shakespear-
ean plays, She is current-
ly tcking work on her nrs—
ter's degree in drana at

Michigan Stete College.
Grand Rapi
Cwvic  Theater

Lends a Hand

The furniture used in
tonight's show is on loan
from our Grand Rapids
friends, Mrs. Frank Ta-
trean, James Mitchell and
Jezn ©Collins showed our
production manager and his.
wesistant thelr workshop
and nmck strge _area,

March 21, 22, 1952

Music . Seecially ARRANGED

Musicel arrangenents, wind instruments, and vocalists
are by Dr. J. Murray Berbour of Michigan State College.
It ¥es a Lover and his Lsgs is Dr, Berbour's original
setting of a popular song of the Elizabethan period,

Our own Ton Perfitt is behind the scenes as guitar-

ist tonight, Thise

ig the second time Tom has lent his

rusical tzlents to a Thespian production. His guitar
will be remembered on "Showpick's own song" in the
Greaf Blg Doorstep. Mr, Moe has eassisted us by the

woodwind trio, Mr.
Thompson has teught
FESTE'S - SONGS

Act I, scene 1

Coue _Away Death
Cone away, death,
And in sad cypress let
ne be laid; .
Fly away, fly away, dbreath;
I am slain by a fair
cruel maid, .
My shroud of white, stuck
all with yew,
0, prepere 1it!
part of death, no one
80 true
Did share it. :
Not a flower, not a flower
sweet,
On ny bdlack coffin 1let
there be strown:
Not a friend, not a friend
greet
My poor corpse, where Ly
bones shall be thrown,
A thousend, thousand sighs
to seve,. o
lay me, O, where
Sad true lover, never find

ny grave,
To weep therel

My

Act I, scene 7

0, Mistress Miﬁq,i

0, mistress nine, where
art thou roaning?
0, s8tay and hear; your

true love's coning,

Thanks to Shirley Acker
jend Polly McCrimmon of the
Eournalism class and Mies
Douma  for publishing this
[News Letter,

Gilbert has coached the singer.Mise
the dencers,

Thet can sing both high
and low;

Trip no further pretty
sweeting;

Journeys end in lover's
rieeting,

Every wise man's son doth
know,

What is love? 'tis not
hereafter; ’

Present nirth hath present
lauvghter; . '

What's to ‘come is still
unsure;

In delay there 1lies no
plenty;

Then cowme kiss me, sweet

" and twenty,
Youth's & stuff will not
" endure,

het II, scene 8

‘When That I Was a Little

_Tiny Boy_

When that I was and a 1lit-
tle tiny boy,
With hey, ho,

and the rein,

A foolish thing was dut a
toy, .

For the rain it raineth
every day, ’

the wind

A great while ago the
world begun,

With hey, ho, the wind end
the rein,

But that's all one, our

pley is done, .
And we'll strive to please
you every day.,
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