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Introduction 

In recent years the enjoyment, study and teaching of Shakespeare’s plays have been greatly boosted by the creation of a succession of lively, imaginative and entertaining film versions.  These provide a welcome break from the rather static filmed Shakespeare that pupils and teachers have often had to rely on previously and which were largely attempts to capture theatrical performances of the plays on film. 

In keeping with this new generation of directors of screen Shakespeare, Tim Supple has directed a highly cinematic version of Twelfth Night for Channel 4.  In doing so, he as created a vision of the play that is more than merely contemporary – transforming Viola and Sebastian into refugees and placing them in a modern (though exotic) Illyria. They arrive in a land in which the palaces are occupied by withdrawn and emotionally distracted leaders, while the streets brim with life but also danger in the form of security police on the lookout for enemies of the state.  

Twelfth Night is not an easy play for young people to tackle.  Its multiple plots and dense language pose considerable challenges and it is in answering these challenges that this new version of the film comes into its own as a teaching and learning tool.  In combination with these notes, students will be able to explore in precise detail the way in which the director, his crew and, of course, the actors sought to turn the play into a dynamic, convincing and compelling drama.  

In particular, this web resource:

· invites consideration of the difference between staged and filmed Shakespeare; 

· attempts to tackle the problem of a specific film version becoming lodged in the mind as the ‘true and final’ word on the play by encouraging anticipation of the film version before viewing starts;

· provides a crash course in the basics of film grammar, but in a way that requires detailed analysis of the play – its themes and the depiction of its main characters;

· looks at the variations between this film’s script and the full text – inviting focused attention on the process of adaptation that is central to any production of the play; 

· hones in on a series of key moments or dramatic cruxes in the play, using the film as a means of exploring their impact and the film techniques used to solve the challenges posed by these pivotal scenes.

The resources conclude with a series of longer assignments requiring a fuller knowledge of the play and experience of the entire film version.  

Curriculum relevance

The following notes are geared to student use and are intended to consolidate their knowledge of Twelfth Night, as well as giving them a firm grounding in the basics of film grammar and film analysis.  As such the materials look both towards English Literature and Media Studies courses and are pitched for GCSE usage.  There is plenty here that will be of interest to teachers and students tackling Twelfth Night at Key Stage 3 – particularly given the emphasis on considering the play in the context of performance that appears in the guidance notes.  Teachers at A-level will also find helpful support here if they intend to use the Channel 4 Version of Twelfth Night as an adjunct to the teaching of specific scenes or the play as a whole.  

The SATS Scenes – 2003

The Channel 4 Twelfth Night should prove invaluable when teaching the Key Stage 3 SATS scenes.  The following section highlights what was removed from the script at these points for the film.  It also pinpoints some of the issues that might arise when studying the scenes using the film.

ACT II Scene 4

The scene has been considerably cut.  Feste’s presence in the scene is completely removed and there is only one musical interlude with the song ‘Come away, come away death’ featuring via a CD recording of Feste.  The scene is set at dawn after a long night of conversation between Orsino and Viola (as Cesario).  Orsino’s desire for yet more soulful music momentarily exasperates Viola.   The cuts have the effect of intensifying the growing relationship between Viola and Orsino at this point.  They also throw Orsino’s inconsistent views about men and women and his confused use of sea imagery into sharper focus.  Viola’s insistence that he must accept no for an answer and her ironic discussion of her own state of mind in the speeches about her father’s daughter are shown to move Orsino deeply – a special effect being used to suggest the fascinating pull Cesario exerts on him at this time.  The moment is fleeting and like a needle stuck in a well-worn groove of a record, Orsino insists that Cesario makes a further attempt to persuade Olivia.  Yet again, living life according to some preconceived and false pattern is seen to triumph over the possibilities that living in the present offer – though of course Viola’s male disguise renders Orsino’s evident attraction to her complex.  

Act III Scene 1

The scene opens with some of the Viola/Feste exchange preserved – though considerably pared down.  Feste’s discussion of the falseness of words is probably the most serious deletion, since this is a theme that is at the heart of the play and present in every plot strand.  The cuts also remove Viola’s comments in support of Fools and their quick-wittedness – an appreciation born perhaps of her own ambiguous status.  Finally, the removal of Feste’s ‘who you are and what you would are out of my welkin’ reduces the hint that Feste has penetrated Viola’s disguise sufficiently to suspect all is not as it seems with the young messenger Cesario.

Viola’s second encounter in the scene, this time with Sir Toby and Sir Andrew has been cut in the interests of speed and clarity.  However, the sense that Olivia is only to be reached after a number of hurdles is removed.  This brief section also has the function of pointing up the hopelessness of Sir Andrew’s cause and beginning the tension between him and Viola that will culminate in the duel in Act IV.

The encounter between Olivia and Viola is more or less preserved intact.  The scene occurs in daylight and Olivia has changed into a light summer dress.  The effect of love is clearly starting to unthaw her.  Her passionate appeals to Viola take place in the bower and the maze-like walks of Olivia’s garden, where sensual abstract sculptures provide a suggestive backdrop to her words.  The setting, though light, is still claustrophobic. 

In order to accelerate the Sir Andrew/Viola conflict, Sir Andrew is given a ringside seat to these events – spying in on Olivia’s clearly affectionate dealings with Viola through the garden hedge.

The scene will be useful when it comes to exploring  the treatment of Olivia’s inability to accept Viola’s refusals and the sudden impact of a clock striking, which suggests the passing of time and the sheer waste of energy and life all this fruitless passion represents.   

Key Stage 4 (English)

En1: Speaking and listening – opportunities for group and whole class discussions are integral to most activities.  Most sections would benefit from a plenary session to draw conclusions together ahead of written work.

En2:  Reading – throughout these notes students are invited to reflect on their understanding of how meaning is conveyed in texts containing moving images and sound.

In particular these notes will support the development of students’ skills in:

· extracting meaning beyond the literal

· analysing and discussing alternative interpretations and ambiguity

· considering how meanings alter when texts are adapted for different media

· reading and appreciating a complex dramatic text

· comparing texts – written and film

· judging the values and assumptions that underlie texts

En3: Writing – the emphasis throughout is on the analysis of complex literary and visual texts.  Students are invited throughout to experiment with writing that seeks to review, explain and comment.

Key Stage 4 (Media Studies)

These notes provide an ideal means of boosting students’ understanding of film.  They do not provide enough material to warrant studying Twelfth Night over a prolonged period on a Media Studies course – but the building block exercises (Sections 4– 8) are ideal for developing or revising students' knowledge of the following elements of media language:

· image analysis

· film grammar

· camera movement 

· editing

· lighting

· sound

· combining all these in the deconstruction of a scene.  

English  – Standard Grade (Scotland)

These notes should prove an ideal tool for meeting the coursework need for an extended piece of written work on a media text or contributing to a coursework assignment on a literary text.

In particular they will meet the needs of pupils in the following core areas:

Reading:

· forming both overall and specific impressions of texts;

· grasping feelings and ideas expressed in texts;

· evaluating the possible attitudes and arguments contained in texts;

· appreciating the playwright’s (and film director’s) art;

· enjoying and gaining enrichment of a text by studying it in a variety of forms.

Writing:  

· conveying information;

· deploying ideas, expounding; arguing and evaluating.

Talking:  

· conveying information;

· deploying ideas, expounding; arguing and evaluating.

Key scenes considered in these notes

In an effort to make these notes as accessible as possible, the opening ten sections that deal with the nitty-gritty of film language draw mainly on the early scenes of the play.  In this way students with knowledge of Acts I and II will be able to use them – although this is not a prerequisite.  The intention in many of the opening exercises is to develop students’ expectations of the play in performance and so come to the film with a developed perspective of their own.

	Section 
	Twelfth Night Scene

	1.  
	Act III Scene 3

	2.
	Act I Scenes 1,2 & 3

	3.  
	Act 1 Scenes 2 & 3; Act 2 Scene 5

	4.
	A variety of scenes 

	5.
	A variety of scenes

	6.
	A variety of scenes

	7.
	A variety of scenes

	8.  
	Act I Scene 2

	9. 
	Act III Scene 1

	10.
	Act II Scene 4

	11.  Dramatic Cruxes
	a. Act I Scene 5

b. Act II Scene 2

c. Act II Scene 4

d. Act II Scene 5

e. Act IV Scene 2

f. Act V Scene 1

g. Act V Scene 1


Synopsis

A summary of the full text: 

Twelfth Night is a complex play involving no fewer than six distinct plot strands that at times overlap and ultimately come together to resolve a number of the play’s loose ends.  

Strand One concerns the plight of Viola, stranded in Illyria when the ship carrying both her and her brother sinks in a storm.  Viola is convinced that her brother has drowned.  She is rescued.  The captain who saved her life agrees to fall in with her plan to disguise herself in men’s clothes and seek employment at the court of the local ruler, Duke Orsino.  

Strand Two involves the unrequited love of Orsino for a young noblewoman – Olivia.  She has suffered a double bereavement, having lost both father and brother in quick succession.  In her grief, she has declared that she will remain in isolated mourning for seven years.  The messengers sent to her from Orsino with declarations of his love are all dismissed.   This does not deter Orsino.  He decides that the recently arrived Viola, disguised now as Cesario, should go to her.    Viola (Cesario) is successful – too successful.  She gains an audience with Olivia and tells her what a fool she is hiding her beauty away in darkness.  Olivia falls in love, not with the master but the messenger.  

Meanwhile, Olivia’s household is a place in some turmoil.  Her drunken Uncle Sir Toby Belch has invited a foolish and lanky knight called Sir Andrew Aguecheek – a man with more money than sense – to live there and attempt to woo Olivia.  It quickly emerges that Uncle Toby is encouraging Sir Andrew to stay in order to trick him out of his money.  The return of Olivia’s Fool Feste   – whose wordplay and singing make him a favourite of these lowlife characters – increases the chaos.  Their rowdy behaviour is a cause of distress to Olivia – something that the serving maid Maria is at pains to point out to Sir Toby.  They also fall foul of Olivia’s steward Malvolio, who is clearly contemptuous of them all.  Maria decides to play a trick on Malvolio by counterfeiting a love letter to him from Olivia.  This is plot strand three.  

Plot strand four concerns the growing love of Viola for Orsino, despite being disguised as Cesario, Orsino's love of Olivia and Olivia’s clear preference for Viola (as Cesario).  She decides that only time will be able to unravel the confusion.

Malvolio finds the letter.  It fools him completely (he thinks it is from Olivia), and he resolves to follow the instructions it contains – that he should show his love for her by wearing yellow stockings with cross-garters, continually smiling and behaving rudely to those around him.  

Viola, as Cesario, returns to Olivia.  Olivia dismisses everyone (including Sir Andrew) from her presence so that she can be alone with her favourite.  Olivia declares her feelings and Viola explains how hopeless is her cause and how no woman has her heart – a private joke shared only with the audience.  

Meanwhile, a discouraged Sir Andrew resolves to leave Olivia’s home.  Sir Toby and another of Olivia’s servants Fabian persuade him that the only reason she appears to like Cesario (Viola) is because she wants him (Sir Andrew) to be even more determined.  Sir Andrew – a quarrelsome but also cowardly man – suggests he write a letter challenging Cesario to a duel.  And so strand five of the plot begins.

Strand six involves Viola’s brother Sebastian, who has also survived drowning and ended up in Illyria.  His saviour is Antonio – a native of a nearby country called Messaline. Antonio is a wanted man in Illyria because of his thefts from Orsino’s shipping at some point in the past.  Despite the danger, such is Antonio’s love for Sebastian that he accompanies him.  Although Antonio feels he cannot safely join Sebastian in a tour of the sights of Orsino’s city, he gives Sebastian his purse and arranges to meet him later on. 

Malvolio comes to Olivia dressed and behaving as the letter instructed.  Olivia thinks he has gone mad.  A servant brings news that Cesario has arrived again and Olivia hurries away, leaving instructions that Malvolio receives ‘special care’.  Sir Toby, Fabian and Maria decide they will look after him by tying him up and locking him in a dark room.

Again, we witness Olivia’s fruitless attempts to win Viola’s heart.  Viola (still disguised as Cesario) leaves her and is waylaid by Sir Toby and Fabian, who tell her she must fight a duel with Sir Andrew whom they represent as a ferocious and skilful duellist.  Meanwhile, Sir Andrew is alarmed by equally blood-curdling tales of Cesario.  The joke of pitting two such terrified foes against one another backfires when Antonio enters and leaps to Cesario’s defence.  Antonio is identified and arrested.  He is convinced he has just intervened to save Sebastian and asks for his money back.  Of course, Viola knows nothing of this.  She offers Antonio a few coins which he rejects.  He rebukes her for betraying their friendship.  During the confrontation Antonio mentions the way he has rescued Sebastian. Viola ends the scene beginning to hope that her brother is still alive since she has dressed in clothes identical to those he was wearing when they were last together.  

Act IV begins with Sebastian being mistaken for Cesario, first by Sir Andrew and then Sir Toby, who attempt to renew the duel.  To their amazement he hits back.  Olivia breaks up the fight, firmly rebukes Sir Toby and invites Sebastian into her home.  Much to her joy Sebastian happily agrees to follow this lovely woman, although he admits to feelings of utter confusion.  

Meanwhile, Malvolio has been tied up and imprisoned.  Sir Toby and Maria encourage Feste to tease Malvolio by pretending to be a curate called Sir Topas.  Tiring of the game, Sir Toby admits he could end the business because he is already in Olivia’s bad books.   Feste sings to Malviolio who recognises him and asks that he take a letter to Olivia.  

The story returns to Sebastian.  He is amazed at Olivia’s behaviour, but is convinced she is not mad because her household servants follow her orders.  Olivia enters with a priest and Sebastian agrees to their marriage.  

Act V begins with Orsino arriving in person at Olivia’s gate with Cesario (Viola).  There is a confrontation with the arrested Antonio who is brought into Orsino’s  presence under guard.  He accuses Olivia of ingratitude  and betrayal again.  Antonio’s words are dismissed as madness.  

Olivia enters and is shocked to see Cesario has left her side.  Orsino reacts badly to the clear preference Olivia has for his servant, and declares he will kill Cesario.  Viola seems to be resigned to this fate.  In her desperation, Olivia declares that Cesario is her husband and calls the priest in to confirm their marriage.  

The confusion deepens as Sir Andrew and Sir Toby erupt onto the stage both claiming to have just been beaten and injured by Cesario.  Sebastian enters.  There is general amazement.   Sir Andrew suggests that Sir Toby and he are cared for together but Sir Toby dismisses Sir Andrew telling him he is a ‘gull’ – a fool that all have been exploiting.  Cesario and Sebastian are united.  Olivia realises her error and Orsino declares his love for Viola asking only that she appear in women’s clothes.  

Feste brings Malvolio’s letter to Olivia.  It is clearly rational and she gives instruction for his release.  He enters and tells Olivia that he thought he behaved as she wanted.  Fabian explains the details and plays down Maria’s part in the conspiracy.  He also brings news of Maria’s marriage to Sir Toby.  Malvolio explains how he has been tricked and he exits promising revenge on everyone.

The play ends with the couples united and Feste singing.  

In all the play lasts about three days, although there is a claim by Antonio that he has known Sebastian for three months.  Such inconsistencies are common in Shakespeare.  Critics point out that it helps establish the depth of Antonio’s feeling for Sebastian if they have been friends for the longer period, and that audiences probably don’t notice or care about the error.

Key Alterations in the Channel 4 Version

A number of these alterations will be explored in the notes that follow.

1. The film provides a detailed back-story juxtaposing the opening scene of the actual play with the events (a military coup) that drive Viola and Sebastian from their land.  As Orsino listens to an aria from Mozart’s Magic Flute, so Viola and Sebastian witness their mother beaten and arrested and are forced to take to sea in a leaky boat as refugees.  

2. Feste is depicted as a modern-day rock star.  He sings his songs live in Olivia’s household but in Orsino’s palace his music is on a CD.

3. A number of small scenes involving the majority of Feste’s wordplay and the ring scene between Viola and Malvolio have been cut.  

4. The attraction between Maria and Sir Toby is made explicit from the beginning.  They kiss warmly in their first scene together.  Sir Toby is shown to have been deeply disturbed by the death of Olivia’s brother (in a car crash in this version) and the table in his den is a strewn with photographs of happier times, as is Olivia’s altar at which she mourns.  This version suggests that his cynicism is deeply rooted in this sadness.  

5. We actually witness Malvolio’s capture – grabbed, tied and hooded by Fabian and Maria while Sir Toby distracts him.  

6. The fifth strand of the plot (the duel) is greatly reduced.  All of the challenge writing and legal discussions about duels are removed.  The duel itself is fairly ferocious and prolonged with Viola and Sir Andrew going at one another with carving knives.  It is clearly dangerous – a street brawl more than an exercise in 17th Century duelling etiquette with rapiers.

7. As the plot moves to a close, Sir Andrew’s dismissal is not given much emphasis.  Antonio is freed and Feste’s final song sounds largely over the end credits.  

1.  Twelfth Night  - read, staged and screened

In Act III scene 3 we meet Sebastian (Viola’s brother) and Antonio (a sea captain) for only the second time in the play. In some ways Sebastian and Antonio are ciphers; in other words, figures placed in the play to assist the plot more than to register as fully formed characters.  The following activity should help you determine the functions that these ciphers perform within the structure of the play.

Activity 1

Look at the following list and decide the order in which you feel the following statements should be arranged – the most sensible coming first and so on.

· It is helpful that Shakespeare keeps reminding us of Sebastian and Antonio, because both will have important jobs to do before the end of Act V if all in Twelfth Night is to work out well.  

· It is important that Shakespeare keeps Sebastian’s appearances to a minimum because not seeing much of him will help the audience preserve the idea that he resembles Viola, even if physically the two actors are not all that alike.  Short sharp appearances in which superficial similarities such as their identical clothes can be established are all that are needed.

· When Sebastian explains his origins to Antonio (his background in Messaline and the wreck that separated him from his sister) it helps remind the audience of Viola’s background.  It gives them a second chance to sort out in their minds the  set of events that led her to Illyria.

· It would be too confusing for an audience if Sebastian were to experience a whole series of separate adventures.  

· The scenes need to show that Sebastian loves and mourns his sister and can inspire extraordinary devotion in a stranger.  Antonio’s desire to follow Sebastian echoes the care that an earlier sea captain offered Viola in Act 1 Scene 2.  This underlines that both brother and sister share exceptional qualities but to dwell on them in the Sebastian scenes would be unnecessarily repetitive.  

· The comic complications created by Viola in her disguise are intricate enough without Sebastian creating a set of sub-plot situations.  

· The play is long enough.  It runs for nearly three hours if left uncut as it is.

· The plot depends on coincidence.  By having Sebastian wandering around being a tourist in Illyria, the playwright makes his chance encounter with Feste in Act IV Scene 1 all the more possible. It is Sebastian’s role only to wander the streets of the Illyrian capital and Antonio to follow and protect him.  Then when they are needed, they are manoeuvred into position so that they can burst in on and further complicate events happening in and around Olivia’s townhouse and garden.  Their arrival also helps sort out a number of the play’s confusions and loose ends – not least the intention Orsino has to murder Cesario (Viola) in order to spite Olivia.

· By keeping Sebastian and Antonio’s appearances to a minimum, Shakespeare makes their arrival at the end of the play even more magical, and the order they are able to bring out of chaos even more delightful – like lost pieces of a jigsaw. 

At the heart of Act III Scene 3 we learn something of Antonio’s history:

Antonio:  I do not without danger walk these streets.

Once in a sea-fight ‘gainst the Count his galleys

I did some service, of such note indeed,

That were I ta’en here it would scarce be answer’d.

Sebastian: Belike you slew a great number of his people.

Antonio: The offence is not of such a bloody nature

Albeit the quality of the time and quarrel

Might well have given us bloody argument.

It might have since been answer’d in repaying 

What we took from them, which for traffic’s sake 

Most of our city did.  Only myself stood out,

For which, if I be lapsed in this place,

I shall pay dear.

This is not an easy conversation to understand in every detail.  There is a temptation when reading it by oneself or for an examination to want to know exactly what is being said.  To answer this need, editions of Twelfth Night come with detailed notes to help the reader ‘translate’ difficult words or sections.  

Textbook notes relating to this passage explain that ‘Count his galleys’ is a typical Elizabethan way of saying ‘the count’s galleys’ and that these are Orsino’s ships, which Antonio appears to have raided or robbed sometime in the past.  We find out that Antonio did not kill anyone – this is a comedy after all – and might have repaid what he stole but didn’t, and is still a wanted man in Illyria.   The fact that he puts himself in danger is a mark of the devotion he feels for Sebastian.  Another example, perhaps, of the ‘excess’ of love in all its forms that occurs during the play.   

Reading this speech and checking what it means from the notes is a disjointed and rather tiring business.  The story is held up and the emotions in the scene are hard to register.   Such things may be explored with a second reading.   

Activity 2

Re-read the speech and decide which word in each line is the most important: which one carries the most meaning or has the strongest impact? You should end up with a list of thirteen words.  Compare your own list with ones made by your classmates.  If these were the only words that survived from this part of the play what might you be able to say about the state of mind of the characters at this point?  

The language is starting to work now at a deeper level than merely what the words mean.  They are beginning to have an impact on the imagination, conjuring up the scenes that Antonio is describing and suggesting his state of mind as he recalls them.  

Activity 3

Experiment by reading Antonio’s lines in different ways. 

· Imagine that because he is in Illyria, he is fearful and the speech must be whispered. Which parts would he speak the most quietly?  
· Imagine he is trying to impress Sebastian – emphasising the risk he is taking by following him into Illyria.
· Imagine he is being rather boastful about what he has done.
· Imagine he is angry about his situation – he would like to protect Sebastian but because he has not made up for his old crimes against Orsino, he is forced to behave like a spy or a thief and cannot visit the city’s tourist attractions.
· Imagine that he is eager to appear a decent person to Sebastian and wishes to dispel any idea that he has blood on his hands.  He might try to be as precise as possible about the nature of his crimes. 
· Try out as many other ways of saying these lines as you can think of.
Which do you feel is the most effective ‘reading’ of this speech?  Where do you imagine this conversation occurs?  What do you think the actors look like – will Antonio be hiding his appearance in any way?  Will he be older or younger than Sebastian?  

Shakespeare is not meant to be read like a book, but if it is read sensitively and carefully then it is possible for it to come alive inside the reader’s head.  Few readers have this kind of patience, however.  It is when the lines are performed by actors that they really start to have meaning.  

Of course, in the 21st century we are able to experience Twelfth Night being acted in a number of ways – the two most common being on stage and on film.  

Activity 4

By filling in the following table you will have a chance to reflect on the crucial differences between the two ways of experiencing the play.  The first column contains some of the ‘rules’ governing the way in which this scene between Sebastian and Antonio might appear on a stage.  Your job is to think of the ways in which these rules might be different (or similar) for a screen version of their meeting.  

	Theatre 
	Film

	1. This scene is performed live with real actors in front of an audience.

2. This scene may have been altered  – eg lines may have been cut and the scene may have been shortened or split up.   

3. This scene will have been interpreted in some way by the director and the actors.   Sebastian and Antonio will appear to be consistent or show some progression.  For example, in this scene Sebastian seems to have suppressed his grief for Viola; however, an actor might want to find a way of suggesting he is still sad and his eagerness to visit Ilyria’s tourist attractions is expressed just to distract him from his sadness.

4. Each time this scene is performed it has to be done from scratch again.

5. The actors will probably have to get onto and off the stage by making entrances and exits.

6. The actors will be entirely in view. Only those audience members close to the stage will be able to see the characters’ facial expressions precisely.

7. The actors may have to ‘project’ their voices in order to be heard in a big auditorium.

8. Any stunts or tricks or fights or dances will have to be performed in the theatre live.

9. Any sound effects or music will have to occur as the play is taking place.  Sometimes these sounds will be performed live.

10. Although each performance of this scene may be very similar, there will be differences from performance to performance.  This is particularly true of performances at the Globe theatre where the audience sometimes interacts with events on stage and the play is put on in the open air in daylight.  For example, during a performance someone might sigh loudly when Antonio offers Sebastian his purse, or a pigeon could land on the stage – either way the actors would probably react to these events.  

11. Everything that occurs in the scene takes place in the theatre space – most usually on the stage.  Where exactly the scene occurs on that stage may vary – but as it involves the exchange of personal and secret information it will probably be ‘blocked’ (positioned) to happen near the front of the stage.

12. As this is a short scene, away from the main events in Orsino’s palace or Olivia’s house, it is unlikely to have a complex set of its own.  The fact that it is taking place in the city – perhaps on a street – might be suggested by taped street sounds or a single prop or even costumes.  In Shakespeare’s day, the audience may well have been very expert at picking up clues from the kind of shoes someone was wearing to work out where and when events were occurring or what the rank or occupation of the characters might be.  Today, these kind of practices are being rediscovered on the Globe stage, which is usually free of sets and where the language plays the biggest part painting the picture of where things are happening.

13. The audience will usually be static – sitting in one place and forced to see the play from a single angle.  Again, this is not entirely true of the Globe where the standing members of the audience (the ‘groundlings’) are able to move around the space below and in front of the stage – the ‘yard’.

14. The events will all be in colour unless lighting effects are used to throw shadows onto the stage or a spotlight is used to highlight a single person in a dominant colour.  At the Globe, lighting effects are not used during daylight performances although the light will alter as it grows late or if the sun clouds over. 


	


Clip 1

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
You are now going to see the scene that includes this exchange between Antonio and Sebastian from the Channel 4 version of Twelfth Night.   Before you watch it think of the different ways in which the film might depict the moment when Antonio describes his crimes against Illyria.

Here are some suggestions:

· film him in close-up explaining the events in detail;

· cut the description right down so that merely his basic crime and the fact that he is a wanted man in Illyria are mentioned;

· show a full-blown battle scene involving Antonio’s act of piracy, while Antonio speaks the lines as voice-over;

· while Antonio explains his crime, the camera focuses on Sebastian’s face so that we see his reactions;

· while Antonio explains his crime, there are shots of two spies watching him in conversation with Sebastian;

· when Antonio explains his piracy, cut to shots of him in SAS gear and carrying a machine gun.

Activity 5

You are required to identify the different elements that go into creating this brief scene.  In doing so, you will begin to unravel the ways in which meaning is constructed when making a film and the impact that these elements have on the mood and meaning of the film at any given moment.  

Use the following table to describe as many of the building blocks as you can.  The first line has already been filled in to give you some guidance.

	Element
	Description 
	Effect

	Setting 
	A marketplace – lots of stalls selling a variety of exotic goods.
	The streets of Illyria are busy and hectic – multicultural – reflecting the cast of the film.  The setting suggests excitement and danger – a place where an individual could easily lose their way or be waylaid. 

	Characters featured in the sequence


	
	

	The tempo of the scene  – is it long or short, are the speeches short/urgent or drawn out/relaxed?  Does the scene change in tempo from calm to busy at any stage?


	  
	

	The selection of shots and the way the scene is edited (put together).  

· Identify any shots that seemed to be filmed from odd angles.  

· Do you feel the editing is quick, slow or regular?  Does the number of editing cuts alter at all during the sequence and why?

· Does the camera move at any time and how does this add to the mood of the scene?

(These matters will be discussed in more detail later on – for now have a go at identifying some of the camera elements that contribute to the scene.  There is also a link to a brief outline of the scene below if you want to read one interpretation of the Channel 4 Twelfth Night at this point.  


	
	


Outline of Act III Scene 3: A marketplace. The sequence was evidently filmed using light, unobtrusive equipment, as the everyday business of this real market seems to carry on around the actors as though nothing extraordinary was happening. The scene starts with a medium shot of Feste the Fool staring at something.  The next shot is a further medium shot of two security men in dark glasses, also surveying the marketplace.  Sebastian is revealed studying the goods at a stall.  He is filmed from behind and at a slightly high angle so that when a person draws near to him, it is not clear who that person is and there is a moment’s anxiety that it may be one of the threatening men just seen.  Further medium shots register Sebastian’s relief and show that it is Antonio.  The camera cuts from one character to the other as they speak, but they are also shot from a distance from behind market stalls as though from the point of view of one or other of those spying on their conversation.  For Antonio’s description of his dark past the two characters are shot on the move, from the front and again from other parts of the marketplace.  The sense of surveillance is maintained.  When it comes to Antonio to reveal his crimes against Illyria, there is a cut to him dressed in dark paramilitary costume and clasping a machine gun. There is a ‘jump cut’ that brings this vision into tighter frame – the vision jumps at the audience, increasing its menace.  Antonio offers Sebastian money and close-ups show a wallet being exchanged and Sebastian checking its contents.  It is crammed with notes.  They part.  Antonio looks back in time to see Feste move off in pursuit of Sebastian.  This causes him to turn back and as he follows, so he is in turn pursued by the two security men.  

Overall the scene is edgy and urgent.  The lines have been pared down so that no speech is longer than a few lines and the rather legalistic explanation by Antonio of the nature of his crime has been removed.  If the interior world of Orsino’s palace and Olivia’s home are characterised by self-indulgence, the world of the street is exciting and vital but also dangerous and precarious.  The presence of security men and descriptions of crimes and punishment suggest tensions in this society ignored by those in their palaces consumed by various forms of obsessive love.  

2.  Twelfth Night  – anticipated

Film is a very powerful medium.  It has the power to fix images into our memories that are almost impossible to dislodge.  This can be a problem when it comes to a film adaptation of a Shakespeare play.  It is easy with a film to forget that it is only one version of the play, and that a great deal may have been altered or interpreted in order to fit the story into a specific running time or within a certain budget.  This may already be clear having seen the changes made by director Tim Supple to the Sebastian/Antonio scene.  

As you watch the film, try to remember that it is just one vision of the original.  This will be easier if you get the chance to see other versions of the play both on film and stage.  

It is probably best that you do not watch the film before you have a fairly good knowledge of the play or at least have read a couple of acts, so that you have had a chance to develop your ideas about how characters should look and behave.  Then you can engage with the film on a more critical level.

Activity 6

Study the following statements about Twelfth Night.  Which do you think would be the most attractive reasons for justifying spending hundreds of thousands of pounds on a film version of the play?  Discuss the list in groups and then come up with your top five reasons to share with the class.  

· It is a comedy – full of misunderstandings and confusion 
· It contains a lot of romance – lovers having to overcome obstacles in order to find true love – it would make a good ‘date’ movie.
· The play gives us an insight into the lives and loves of those with the most power and prestige in society.  We live in fame and gossip-obsessed times – so the subject matter will be intriguing and familiar: 'What great ones do, the less will prattle of–' (Act 1 Scene 2 line 33).
· It has potential for controversy – it involves a female character disguising herself as a man and then finding herself in all sorts of embarrassing and sexually charged situations both with men and women.
· It is a play containing exciting events – a shipwreck and a duel.
· It contains some of Shakespeare’s most beautiful writing including Viola’s ‘willow’ speech in Act I Scene 5, which is considered to be one of the playwright’s best known speeches.
· It is a play that shows grand people being humiliated and pride being punished.  This can be very funny and satisfying.  
· There is a sour element to the comedy.  Some of the themes are quite painful and not everything is resolved in the end.  This ‘edge’ is likely to be more pleasing to a modern audience.  
· It contains a host of interesting characters – including a array of comic characters including a drunk, an idiot and a clever serving woman.  
· There is a lot of serious matter mixed with the humour, including the theme of enjoying life while you have the chance and the need for moderation – themes that are very relevant in today’s society.
· The play is full of songs and music.  These provide an opportunity for a great soundtrack and maybe additional record sales on top of any income from selling the film.
· The play takes place in a limited number of places, mainly in a private home and a palace.  There will not be a need for a lot of location shooting or lots of complicated sets.
· It is a play that is on the English curriculum for schools in England and Wales and is popular with teachers.  There should be a good audience for individual screenings and it will probably generate good video sales.  
· As with many Shakespearean plays, it is a story that is sufficiently open-ended so that it does not have to be set in a specific time or place.  Illyria can be anywhere.  So there’s no need to create an expensive costume drama or hire expensive period props.
· It contains some excellent and challenging parts for good actors, in particular Viola, as well as the fool Feste, who will need to be able to sing.  
Shakespeare’s plays were published in 1623 – seven years after his death.  Since then they have been edited and re-edited time and again for new editions.  The original manuscripts from which these published versions came were free of stage directions – so the indications of place, exits and entrances and suggestions about the behaviour of characters are all later additions.  Actors in Shakespeare’s day were not given a copy of the whole play – just their individual parts and the cue lines spoken by characters to them and before they made an entrance onto the stage.  Because of this, the actual speeches made by characters are often full of clues about how they and others should be behaving.  The language is also extremely rich and so the audience is sometimes provided with many clues about important characters’ personalities and appearance before they actually enter.   

When you see a film version of a play, it is easy for both the actors chosen to play certain parts and their performance to become fixed in the mind as the ideal representation of what the character is like.  This can be misleading.  It is important to remember that every actor is providing an interpretation and that their view of the character they play is always partial.  Every line can be spoken in a multitude of ways.  It is likely that the part of Feste was created for a specific actor called Robert Armin in Shakespeare’s theatrical company – the Lord Chamberlain’s men  – who specialised in singing jester roles. There may also have been another character-actor in Shakespeare’s company who was good in the role of foolish and uncourageous lovers – so the Sir Andrew Aguecheek part may have been written for him.  

Of course, these actors are long dead and their performances are lost – so all actors since have had to make the parts for themselves.  And this often depends on the lines that remain in the script.  For example, in one recent production Feste was shown to be a lame soldier returning from the wars.  This was justified by the first conversation that Feste has with Maria in Act 1 Scene V in which there are a number of military references.  If these lines are cut – as they are in the Channel 4 version of the play – then the possibility of that interpretation is excluded.   

Activity 7

Read the following descriptions of certain key characters.  Explain what you feel these descriptions reveal about the characters in the blank column.  Can you think of ways in which these observations might be reflected in the appearance of the character when they finally appear? What might their body language be?  What props if any might they be carrying?  What clothes might they be wearing?

	Character References
	

	Olivia

'When mine eyes did see Olivia first

Methought she purg’d the air of pestilence.'

(Act 1 Scene 1 Lines 19–20)

'Like a cloistress she will veiled walk

And water once a day her chamber round

With eye-offending brine;'

(Act 1 Scene 1 Lines 28–30)

'A virtuous maid, the daughter of a count'

(Act 1 Scene 2 Line 36)

Maria to Sir Toby: 'That quaffing and drinking will undo you:  I heard my lady talk of it yesterday …'

(Act 1 Scene 3 Lines14–15)

Orsino

'A noble duke, in nature as in name.'

(Act 1 Scene 2 Line 25)

Sir Andrew Aguecheek

'… a foolish knight that you have brought in one night here to be her (Olivia’s) wooer.'

(Act I Scene 3 Lines 15–17)

'He’s as tall a man as any’s in Illyria.'

(Act I Scene 3 Line 20)

'He has three thousand ducats a year'

(Act I Scene 3 Line 22)

'He’s a very fool and a prodigal (money waster)'

(Act I Scene 3 Line 24)

'For besides that he’s a fool, he’s a great quarreller, but he hath the gift of a coward to allay the gust he hath in quarrelling.'

(Act 1 Scene 3 Lines 31–33)

'He’s drunk nightly in your company.'

(Act 1 Scene 3 Lines 36–7)
	


When you have completed the analysis of one or more of these characters, think about their first appearance – how they might look and behave, and how this might be filmed.  

Now look at the ways in which these characters are presented in Channel 4’s version of Twelfth Night.  In what ways are their first appearances in keeping with your expectations and in what ways are they different?  What additional hints do you pick up from their appearance or the way they make their first entrances in the film?  

Clip 2

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
Orsino: 'If music be the food of love play on …'

Still 3
http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
Orsino appears as archer.

Still 4

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
Viola as one of Orsino’s visions.

Still 5
http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
Sir Andrew Aguecheek

Attempt to describe these first appearances yourself – what clues do they contain about the character and how well does these versions of the characters fit in with the impression you received from the quotations above?  If you need some additional support, link to one or other of the descriptions below and then use it to write an analysis of one of the other characters.

Orsino.  The play begins with Orsino calling for music – so audiences do not have to wait long for an impression of this character.  The Channel 4 Twelfth Night delays his appearance slightly  – something that will be discussed in the section dealing with montage.  In this version, Orsino is first shown in extreme close-up.  His face fills the screen.  He expression is intense, his eyes fixed and staring, his voice firm.  The lighting is ‘low key’, which means there are strong shadows on the actor’s face – one side of it glowing gold.  Apart from a sliver of fabric of a suit, there are few clues to this character’s place or dress.  He appears disembodied and separate.  There may also be something quite threatening about his appearance – staring out at the audience with such serious focus.  

The second key representation of Orsino comes when the fisherman describes him to Viola.  He is shown as an archer – muscular and heroic.  This is emphasised by his being placed against a backdrop of a wide sea view.  He could be a hero of ancient fables due to set out on a perilous voyage.  His dress is plain – though around his neck is a chain of gold and jewels suggesting ideas of exotic lands and great wealth.  He wears a plain black shirt and a sarong – a kind of wraparound dress worn by men and women in the Far East.  Again this choice of costume is revealing.  It hints at the faraway nature of Illyria and introduces clothing that is sexually undetermined.  It is a hint of the unreliability of dress as a clue to a person’s identity that is central to Viola’s disguise.  Depicting Orsino as an archer is suggested by his words describing Cupid’s arrow firing Olivia’s heart to love him when her grieving for her brother and father is ended.  The film explicitly links him to the God of Love.  But Orsino as a hunter ironically links to an earlier speech of his in the full script of the play, when he uses a hunting image to describe the impact seeing Olivia for the first time had on him:  

                                                 'That instant was I turn’d into a hart

                                                And my desires, like fell and cruel hounds

                                                E’er since pursue me …'

                                                                              (Act 1 Scene 1 Lines 21–23)

In the Channel 4 Twelfth Night these lines do not get used.  So Orsino is made to seem more virile and consistent in terms of his self-image than is perhaps the case in the full play.  

Olivia.  Olivia’s first appearance is as part of a report by the sea captain.  For this reason it resembles an official photograph – the sort of picture that might appear in a glamorous society magazine.  Her appearance at this point shows her out of her mourning clothes.  In fact, the white silk suggests innocence and even a wedding dress.  She sits regally on a classic gilt chair turned towards us in three-quarters profile.  She is surrounded by darkness.  There is a definite artificiality about this first representation of Olivia – something monumental and haughty.  Her expression is fixed and unsmiling.  Her face is very pale.  She is very much the image of  ‘fair cruelty’ that Viola suggests she is after their first meeting in Act 1 Scene 5 Line 292)

Sir Andrew Aguecheek.  Sir Andrew’s arrival is announced by a noise.  His entrance disturbs Sir Toby and Maria, who have been embracing.  He does not advance into the basement den but sticks his head around the door rather pensively. Although his opening exclamation – 'Sir Toby Belch! How now, Sir Toby Belch?' (Act 1 Scene 3 line 44) is insistent and dramatic this is undermined by his rather hesitant arrival.  He buys his entrance with a bottle of whisky and so the one-way nature of his relationship with Sir Toby is established from the beginning.  His dress and physical appearance suggests faded and declining elegance.  His face is not just pale, it is ravaged – possibly by excess of alcohol and lack of sleep.  He wears a silk scarf and a cravat.  These in combination with his burgundy coloured velvet (the colour of wine) jacket underline his extravagance and lack of style – he seems old-fashioned, and by the condition of his costume does not seem to have changed his clothes since the 1970s,  when they were fashionable.  

3.  Anticipating Illyria

Viola: What country, friends, is this?

Captain:  This is Illyria lady.

Viola: And what should I do in Illyria?

          My brother he is in Elysium.

(Act 1 Scene 2 lines 1–3)

Shakespeare is very vague about the actual appearance of Illyria.  This was to the advantage of his acting company that performed this play on the bare stage of the Globe theatre.  By being imprecise, Illyria is free to live in the mind’s eye of every audience member.  Of course, the word itself is suggestive.  It sounds exotic and distant, as well as soft and sensual all at the same time.  It is a short word and yet it is made up of four syllables  – hinting at the richness of the place and the wealth of experience awaiting the visitor there.   

Viola’s reference to ‘Elysium’ – the ancient Greek version of heaven – is often interpreted as a sign that for her, in every way, Illyria feels the opposite of paradise because she believes her brother to be dead.  In order to enter Elysium, the dead had to drink the waters of the River Lethe that enabled them to forget all past memories.  How different their state of mind from that of Illyria’s main characters, many of whom appear to be in a state of limbo – endlessly avoiding the present in favour of fantasies of future happiness and an obsession with past losses.   Even those such as Sir Toby who claim to be interested in immediate pleasure seem to be in stasis  – denying themselves any chance of progression.  

But how might this ‘frozen’ state of affairs be reflected in the settings in which the events of the play unfold? 

Film-makers have a choice when it comes to the locations in which the action takes place.  The following table sets out some of the main sources.

Activity 8

Look at the following table.  Decide which of the entries in column one would be the best ones with which to achieve the scene settings in column two.  In column three, describe what your location of one or more of the column two settings would look like.  You could extend this by actually drawing up a set design for these settings or mapping out a real location for a scene.  

	Methods
	Settings
	Your location descriptions for one of more of the settings in column two 

	1. A real location.  Finding locations can take time and then involve such complexities as getting permissions from the local authorities such as the council and the police.  Outdoor locations are vulnerable to the weather and changes in the light.  Filming on location is expensive as it can involve transporting and accommodating the crew and actors needed for the scenes involved.  

2. Realistic built set.  These are expensive to create.  They require set designers and may need to be constructed from scratch.  The advantage is that if they are indoor sets then there is no need to worry about the weather and the lighting can be carefully controlled.  

3. A location created with special effects.  The actors are filmed against a blue screen onto which a background can be inserted during the post-production phase of the filmmaking.
	1. The coast of Illyria where Viola first appears having been rescued from a shipwreck.

2. The den occupied by Sir Toby Belch and his cronies such as Sir Andrew Aguecheek

3. The palace of Orsino where he listens to music and indulges his belief that one day Olivia will become his wife.  

4. Orsino’s views from the palace.  He refers in Act 1 Scene 1 to the sea and a ‘bed of flowers’ so perhaps a seascape and an expanse of garden are needed for him to survey.

5. Olivia’s home.  In particular a space in which she can mourn her brother and father – both recently dead.  She is described as being ‘like a cloistress’ (Act I Scene 2 Line 28).  If she is starting to resemble a nun – would this be reflected in her surroundings?

6. The area of the garden in which Malvolio discovers the false letter from Olivia (Act II Scene 5).  There needs to be some way for the actors playing Fabian, Sir Toby and Aguecheek to overhear Malvolio’s reading and response to the letter.  Maria directs them to hide in a ‘box-tree’ which is a kind of ornamental hedge, but you may want to avoid this convention that works on stage but may seem too theatrical in a feature film.
	


You are now invited to explore and comment on three of the key settings in the Channel 4 version of Twelfth Night.  

Clip 6
http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
Sir Toby Belch’s den. Maria’s entrance and the tracking shot of her as she goes to Sir Toby.

Clip 7
http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
Orsino’s bathroom. Orsino bathing and being ministered to by Viola as Cesario.

Clip 8
http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
The main room in Olivia’s home. Feste interrupts Olivia at prayer.

Activity 9

Choose one or more of the film sequences and then discuss the following questions:  

1. Sir Toby’s Den

a. Describe the setting in which Sir Toby and his ‘friends’ gather to drink and party the night away.  What sort of place is it?  What use is it being put to?  What kinds of things fill it?  

b. Look at the following statements about the den and explain what they might reveal about Sir Toby and his cronies.

· It is in a basement – below the ground.

· It is a storeroom in which many of the childhood objects associated with Olivia and her brother’s childhood have been placed – dartboards, cricket bats, musical instruments.  

· It is dark.

· It is undecorated – a place of bare electrical wires and naked walls – do you find this backdrop refreshing or depressing?  

· It appears to comprise a central space surrounded by separate, caged-off areas for the storage of more precious things – such as the wine.  Many of the shots of characters there show them behind bars or wire mesh – what is the possible impact of this? 

· If this is the basement world – what does it suggest the world above stairs will look like?

· One of the first things that Sir Toby says when we first meet him in this place is : 'I am sure care’s an enemy to life' (Act 1 Scene 3 Lines 2-3) 

2. Orsino’s Bathroom

Describe the setting in which we witness one of the more ‘charged’ scenes between Orsino and Viola.  What sort of place is it?  What use is it being put to?  What kinds of things fill it?

Look at the following statements about this set room and say whether they reveal anything about Orsino’s status and state of mind.  In some ways it may contrast with his outlook at this point in the play.

· It is a place of water.  Remember Orsino’s statement about the sea in the very first scene:

'... nought enters there 

Of what validity or pitch soe’r

But falls into abatement and low price.'  (Act I Scene 1 Lines 11–13)

Do you find anything ironic about the fact that soon after Orsino says this, he is placed in water and served by someone who, despite having entered the sea, has emerged from it and is steadily becoming increasingly valued by him?  

· It is an uncluttered environment – all lines and angles, and clean surfaces.  

· It is a place of stone and glass.

· It contains a sunken bath in which Orsino is seen wallowing.  There is an array of luxurious oils and scents beside it in a variety of silver and crystal containers.  The only other ornament is an elegant, carved wooden bowl on a surface behind the bath.

· The bath water has filled the air with steam in which the outlines of the characters become blurred.  

· The bathing area is separated by a glass screen.  When Valentine is sent away, his demotion is marked by his exclusion from the inner space near the bath and physical contact with Orsino.  

3. Olivia’s Room 

Describe the setting in which Olivia spends her days hidden away from the outside world.  What sort of place is it?  What use is it being put to?  What kinds of things fill it?

Look at the following statements about Olivia’s room and say what they possibly reveal about her state of mind.

· It is above ground.

· It was once a concert room or a ballroom – there are rows of empty chairs.

· It is kept deliberately dark.  When the door at the rear of the hall opens, the effect is  blinding with a wedge of bright light driving down the centre of the room and creating long shadows.

· Pride of place in the room is given over to an altar upon which there are a mixture of religious items – a crucifix and statues of the Virgin Mary – and images of Viola’s father and brother, plus personal items belonging to them both.

(Note:  in Shakespeare’s day it was extremely dangerous following the Catholic faith.   The dominant religion was Protestantism, which (among other things) did away with saints and the veneration of the Virgin Mary.  For prolonged periods of the late 16th century, Britain was at war with Catholic Spain and the fear of Catholic plots continued under James I when he succeeded from Elizabeth I.  Although the setting of Channel 4’s Twelfth Night is contemporary, a conscious effort has been made to emphasise the Catholic nature of Olivia’s religious practice.  This adds extra resonance to Feste’s calling Olivia ‘madonna’ (Act I Scene 5 Line 40).   It may be that the intention behind the designers opting for a Catholic chapel was to suggest the rather theatrical nature of Olivia’s religious practice and its generally rather muddled spiritual basis – with worship of God and her brother seemingly being carried on at one and the same time.)  

These activities have encouraged you to study in detail the way in which film-makers have to make careful decisions about everything that is in the frame.  Ideally, nothing should be included that is not intended to be there.  The fact that every object, every item of furniture and every piece of clothing characters wear is there for a reason is important to understand.  This deliberate putting of things into the scene is known by a French phrase – ‘mise en scène’.  By manipulating the mise en scène, directors can control the mood of their film at any given point or may even include items in the background that ‘comment’ on the events taking place in the foreground.  For example, consider how the concert chairs and elegant ballroom setting for Olivia’s chapel acts as a reminder of happier times and perhaps hints at the possibility that such times might return again.  The chairs, wooden floors and even a very sensual painting of naked women have been kept after all – not relegated to Sir Toby’s underground storeroom world.  

4.   Anticipating key scenes

These notes will examine how the Channel 4 Twelfth Night portrays a number of key scenes from the play involving important dramatic moments or cruxes later on.  If you already know the play, you may have a particular moment that you are looking forward to seeing enacted.  Thinking about how the scene might be portrayed before you see your first stage or screen version is a good idea because it will help you maintain some distance from any one interpretation.  It will help you be more critical.

Activity 10

Select your top five Twelfth Night incidents from the following list.  When you have decided on them – spend some time imagining how you might direct actors creating these dramatic cruxes. 

1. Sir Toby is finally honest with Sir Andrew and tells him he thinks he is an ‘ass-head’ and a  ‘gull’ – an idiot who has been conned out of his money.

2. Olivia realises she has married a complete stranger.

3. Feste sings his song 'When that I was and a tiny little boy,/ With hey, ho, the wind and the rain'.

4. Malvolio curses everyone in the play for the indignities he has suffered.

5. Malvolio discovers the coded love letter written by Maria but in Olivia’s handwriting.

6. Feste suggests to Olivia that her dead brother is in hell.

7. The arrested Antonio asks the disguised Viola for the money.  He actually lent Viola’s brother Sebastian the cash and so Viola is understandably confused both by the request and Antonio’s subsequent fury when she claims she has no money to give him.  Antonio thinks he has been betrayed.  

8. Orsino chooses Viola disguised as Cesario to be his message-bearer to Olivia in place of his established servant Curio. (In the Channel 4 version of the play Curio’s part is combined with Valentine’s.)

9. Viola as Cesario tells Feste that she is ‘sick for lack of a beard’.  They have been discussing Cesario’s youthful appearance.  Viola is actually thinking of Orsino and how the ‘lack of him’ is making her ‘sick’.

10. Viola and Sebastian first catch sight of each other again.  

11. Viola disguised as Cesario tells Orsino about a sister of hers (his) who withered away ‘Like Patience on a monument’ because she did not tell the man she loved how she felt.  The comment is highly ironic because Viola is really speaking of her own predicament.

12. Malvolio is placed in a dark place in order to cure him of his ‘madness’.

13. The news of Sir Toby’s marriage to the serving woman Maria is announced.  In particular, what will Olivia’s reaction be to the news of this event in her uncle’s life?

14. Olivia throws all caution to the wind and speaks the following lines to Cesario (Viola): 'By maidenhood, honour, truth and everything, / I love thee so …'

15. Malvolio appears before Olivia dressed in yellow cross-gartered stockings.

16. Viola hears for the first time that she has to fight Sir Andrew Aguecheek – whom Sir Toby describes as a skilled swordsman.  

17. Orsino compliments the disguised Viola on her lovely ‘rubious’ lips and her ‘maiden-like’ voice.

18. Malvolio enters in the middle of one of Sir Toby’s drunken songs and asks him and his companions whether or not they are ‘mad’.  An ironic question given his fate later on in the play.

Activity 11

Test your knowledge of the play to arrange these incidents in the order in which they appear in the script – bear in mind that directors can change the order of scenes and even leave events out. (Answers in Appendix Three)

Activity 12 – The shipwreck

Any director of Twelfth Night must solve the problem posed by the fact that Viola is rescued from a shipwreck.  In fact this scene is not in the play and is merely mentioned in Act 1 Scene 2, when the Captain describes how the boat split and he watched Sebastian’s efforts to save himself from drowning. 

Read the speech in which the Captain explains what happened to the ship and Sebastian.  In the blank column draw an illustration of the things he says he has witnessed.  It does not matter if you are not a confident artist – the key thing is to see how many images Shakespeare can cram into a very few lines.

	Lines 
	Image 

	… after our ship did split,

When you and those poor number saved with you

Hung on our driving boat, I saw your brother

Most provident in peril, bind himself

(Courage and hope both teaching him the practice) 

To a strong mast that liv’d upon the sea;

Where, like Arion on the dolphin’s back

(Note: Arion was a character from an ancient Roman story who charmed a dolphin with his music into saving him when he was forced to jump from a ship into the sea to avoid being murdered)

I saw him hold acquaintance with the waves

As long as I could see.
	1

2.

3.

4.

5. 

6.  




Having completed this exercise, can you suggest the kinds of problems that this rich language poses a director hoping to create a realistic film version of the play?  

Do you agree that showing these events as the Captain describes would be silly because the language is so rich, and the collection of images needed to keep pace with the speech would be bewildering and hugely expensive?  How would you suggest that Sebastian looked like Arion?  

Activity 13

Imagine you wanted to portray this offstage event in some way.  How might you suggest it on the stage or show it in a film?

When you have come to your own conclusions – click on the following link to see how director Tim Supple solved the problem as part of his depiction of a quite complex back-story explaining why Viola and Sebastian were at sea in the first place.  

Clip 9

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
A brief sequence where the scene of the refugees in the bowels of one ship fades to silver and then fades back to the port-side view.

What is your impression of this depiction of the wreck?  What sounds do you hear?  

Of course, if Tim Supple’s budget for the film ran to millions of pounds he might have been tempted to show an actual ship going down and the survivors battling against the waves and wind.  But he only had a limited budget and so opted for a special editing effect and the soundtrack to solve his problem.  Can you suggest any other ways he might have hinted at these terrible events?

5.  Building knowledge of film grammar – shot types

So far there has been occasional references to types of camera shot that have been used in the Channel 4 version of Twelfth Night.  This next section offers an opportunity to become more familiar with this aspect of film-making.   

It is important to remember that films are entirely constructed from short snatches of film – many only a few seconds long.  In order to shift from one sequence to another a cut is required; as audiences are used to seeing films, they find nothing strange about changes in point of view, angle or even the distance from characters and objects.  However, these variations in the type of shot need to be justified.   Every shot should be there for a purpose, either to highlight important details, map out the location within which later events will occur or to intensify the drama between characters.  

For example, imagine if two cowboys were about to draw their guns on one another in a Western, but the camera angle remained static and at a great distance from the duel.  Unless this was justified in some way, this kind of filming would rob the occasion of all tension.  Such an event cries out for close-ups of hands hovering over holsters and the intense stares of the two opponents.

Activity 14

The following table defines a number of the key shots that film-makers can use to create meaning in a movie.  The goal is to match the shot type to the occasion in Twelfth Night that they would best suit. 

	Shot type
	Twelfth Night moment

	1. Extreme long shot: this is used for views of landscapes or buildings.  It might also be the point of view of a character looking out over a vista.

2. Long Shot: a character is shown at some distance.  They will be dominated by their surroundings.  

3. A medium shot:  in this kind of shot a character is shown from the waist upwards.  The audience will be able to see their reactions but the background surroundings will also be prominent in the shot.

4. A close-up:  A shot of a person’s head and shoulders.  Not much, if any, background detail appears in the frame.  The shot to use when wanting to catch a character’s emotional response to something or when they are communicating their thoughts.

5. An extreme close-up:  This is used to show an important detail, object, gesture or moment of contact between characters.  

6. A high-angle shot.  This is used to communicate the idea that someone is being watched from above or is alone.  It usually (but not always) makes characters seem less important.  

7. A low-angle shot.  The ideal shot to make someone seem larger than life or to suggest we are seeing someone through the eyes of someone seated or smaller than them – such as a child looking up to an adult.
	a.  This shot would suit the moment when the conspirators look down on Malvolio as he falls into their trap.  Their ‘looking down’ becomes both actual and representative of their feelings for him.

b.  This shot would be ideal for showing Olivia and the priest at prayer before the altar in her hall.  It would show her body language but also catch the atmosphere of the room and the elaborate display on the altar itself. 

c.  This might be the sort of shot to use to show Orsino in all his power – perhaps when he finally gathers the courage to visit Olivia’s house in Act V.  It could also be to comic effect when showing Sir Andrew preparing to fight the duel.

d.  This is the shot that could be used to show the quayside shot showing the fishing vessel that rescued Viola.  Although figures are to be seen on the deck, they are indistinct.  The shot establishes where the action of the scene that follows is to take place.   

e.  This is the shot to use when Orsino describes the sea and looks out over a seascape – beautiful and powerful.

f. A shot for communicating very detailed information such as one of the many transactions in the play – Viola handing the ring back to Olivia or Antonio giving money to Sebastian.  The shot is also ideal for showing important moments of physical contact between characters: Viola massaging oil into Orsino’s back or Olivia’s fingers delicately caressing Viola’s throat when placing the jewel around her neck in Act III Scene 4.

g. A shot for showing a character experiencing a moment of strong emotion for example, Olivia’s expression of disgust at Sir Toby’s farting in her presence, or Maria’s look of concern when surveying the sleeping Sir Toby.  

 


(Answers in Appendix Three)

6.  Building knowledge of film grammar – point-of-view shots

Among the most significant differences between a screen version of a play and that same play enacted on stage is the fact that the camera can suggest we are seeing things from a particular person’s point of view.  On the stage we see all the actors in full view and so we are invariably distanced third person observers of the drama.

This isn’t always the case.  

Actors can and do engage directly with audience members but it is unique to a film version that the film-maker can invite us on occasions to occupy the shoes of a character and see events from their perspective.  This can be disturbing if the character is a murderer stalking someone.  In Twelfth Night the fact that an audience comprising both sexes is asked to see things through the eyes of both male and female characters is intriguing, in a play that is interested in playing around with what it means to be a man or a woman.  

Activity 15

The following links will take you to short sequences of Channel 4’s Twelfth Night in which we see things from a character's point of view.  In each case watch the sequence and then consider what kinds of thoughts are in the character’s head as they survey this scene.  There are some additional questions for each ‘moment’ to consider.

Clip 10

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=469
Maria’s first entrance
She observes Sir Toby asleep. In this extract we see Sir Toby from Maria’s point of view.  She finds him fast asleep surrounded by the cigarette butts and empty bottles testifying to another night spent in drunken abandon.  The Channel 4 Twelfth Night also includes a photograph album showing images from earlier days when Olivia’s father and brother were still alive.

What impression do you get of Maria’s feelings in this scene? Why do you feel the point-of-view shots show a succession of different sights – first Sir Toby and then items on the table – first the album, then empty bottles and full ashtrays and finally an empty glass in Sir Toby’s hand?  Why do you think the last of these sights is likely to have the greatest impact on Maria?  To what extent does this vision of Sir Toby undermine his belief that the way he is behaving is admirable?  

Clip 11

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
Viola rubs oil in Orsino’s back
This point-of-view shot comes as part of fairly long build-up without words as Viola in disguise as Cesario prepares to massage Orsino.  The time devoted to the point-of-view shot is very brief.

What do you feel is going through Viola’s mind at this point?  She is likely to be experiencing a mix of emotions?  To what extent do you think that these emotions might be intensified by her ethnic origin?  Why do you feel the director might have chosen to include only a very brief sequence from Viola’s point of view at this point?  How might this express her mixed emotions? 

Clip 12

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
Malvolio is observed taking up the counterfeit letter over the CCTV link

In this sequence, the conspirators watch Malvolio over the CCTV screen as he debates whether or not to open the envelope containing the lover letter he will suppose comes from Olivia.  

What do you think is going through the conspirators’ minds at this point?  They will share some ideas but Sir Toby and Sir Andrew may have some specific feelings and memories concerning Malvolio that may be present in their thoughts right now?  

The use of the CCTV is an ingenious film solution to the problem of how the conspirators witness the success of their plot without having to be near Malvolio. In the theatre, directors have to rely on the implausible idea that the conspirators are hiding in a bush near to Malvolio.  However, what would be lost if every time we saw Malvolio in this scene, it was always from the point of view of the conspirators and through the high angle CCTV images?  Why do you think it is important to have shots of the faces of the various characters in this scene and full shots of Malvolio speaking his fantasies to camera and also seeing him in medium shot acting the part of the lord and master he would like to become?

Clip 13

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
Sir Andrew Aguecheek’s point of view of Viola (as Cesario) as they prepare to fight
The humour in this scene is based on the fact that both Viola and Sir Andrew are convinced the other is a ruthless and expert fighter.   What thoughts would be going through Sir Andrew’s mind as he stares at Viola in the distance and also as his point of view is filled with the leering image of Sir Toby pushing and shoving him and encouraging him to fight?  What is the effect of his seeing Viola at this point from the other side of the security gate – through bars?  How might that add to his sense of Viola being ferocious?  

7.  Building knowledge of film grammar – camera movement

Just over 100 years ago cameras were extremely heavy.  This inevitably had an effect on early cinema.  The first films tended to be shot from a single angle and the actors entered and exited the frame rather like actors coming onto and off the stage.   Today lightweight cameras, combined with a whole series of techniques for creating movement, mean that films are rarely static.  

As you watch the Channel 4 version of Twelfth Night you should keep an eye out for these camera movements.  Each time you see the camera moving you need to ask yourself why this might be happening.  A movement should add something to a film, suggesting something about a dramatic situation or a character’s emotions.  

Activity 16

The following table provides a list of some of the main ways in which the camera can be used to create movement in a film.  In column two there are a set of moments from the Channel 4 version of Twelfth Night where this kind of movement occurs.  Your task is to suggest how the camera movement may add to the drama and/or an understanding of a character’s psychological state at each point. 

	Camera Movement 
	Twelfth Night moment
	Possible meaning behind the movement

	1. A crane shot: the camera is attached to a crane which can lift it high above the actors' heads.  The crane allows movement up and away from the action or down and towards the action.  

2. A tilt shot: the camera is tilted up and down allowing for vertical movement. 

3. A panning shot: the camera remains on one level but moves horizontally from side to side.  

4. A tracking shot: The camera is fixed to a running track or rail and can be moved alongside objects or people in motion.  In the Channel 4 Twelfth Night it is apparent that handheld lightweight camera equipment was used to create sideways movement.   Properly steadied, such equipment can achieve much the same effect as a camera run along a fixed track.  It also allows tracking and panning to occur at same time.  

5.  A zoom:  this involves no actual movement of the camera, but an electronic adjustment of the camera so that the lens moves towards or away from an object.  


	1. There is a crane shot at the end of the first appearances of Sir Toby and Sir Andrew.  It allows them to be overseen in the den at the end of the scene.  It helps mark the shift in the next scene to Orsino in his palace.  Can you suggest why that might be the case? 

2. A tilt shot is used to when Malvolio appears to Olivia dressed in the yellow stockings and garters.  The shot also reveals Malvolio to be wearing a kilt – up to that point a form of dress only associated with Olivia’s brother and father when they have been shown in photographs. 

3.  A panning shot is used when we witness the letter left for Malvolio starting to have an effect on him.  He persuades himself that the letters MOIA are from his name.  Then he soaks up the suggestion that he should not let Olivia’s ‘greatness’ put him off.

4. A tracking shot is used when Sebastian parts from Antonio after their meeting in the marketplace.  The camera keeps pace with Sebastian as he grows nervous and decides to run.  The tracking shot occurs from the other side of some railings through which we observe Sebastian’s change of pace.  

5.  There is a very effective     zoom away from Malvolio as he kicks at the wine cellar cage within which he has been imprisoned.  The shot retreats from him – visible only through a slit in the door – to show Maria sitting in profile listening to Malvolio’s animal-like growls and banging.
	Clip 14 00.12.14

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
Clip 15 00.02.33.13 – 00.02.56.04

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
Clip 16 00.51.56.22 – 00.52.34.07

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
Clip 17 1.00.21.09– 1.00.36.07

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
Clip 18 1.07.35.10 – 1.07.35.10

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470


8.  Cutting text and editing film

It usually takes far more time before and after the period of actual filming to create a movie.  Raising finances and assembling the cast and technicians during the pre-production phase can take years.  During this period a writer will be hired to create the script, which often goes through many versions before it sent to actors and then may be altered again and again as the practical business of filming gets underway.  Of course, when filming a 130-minute version of Twelfth Night, the greatest challenge is going to be cutting the play sensitively so that it retains its important elements and the best of the language without its strong narrative being held up.  Channel 4’s intention is to broadcast an entertaining and yet educational version of the play – so the film-makers had to be very careful about what they left in and what they omitted.  In some places they cut out whole scenes.  

Activity 17

If you have read the play already but are yet to see the Channel 4 version, discuss in groups or with your class which parts of the play might appear on your list of elements to cut.  Are there any scenes which, in your view, could be lost altogether?  

After a film has been shot it goes into the final stage of film-making, which is called post-production.  It is at this point that the hugely important job of assembling the film and editing it together takes place.  What is done during the editing phase has a crucial effect on the eventual meaning of the film.  

Among the things that editing determines are:    

· the time whole sequences actually last;

· the length of specific moments within a sequence;

· the mood and pace of sequences.

Editing is fundamental in creating the illusion of a film’s seamlessness and the sense that events are occurring in real time or that events filmed perhaps days apart are occurring in parallel or immediate succession.  

There are a number of standard ways of cutting from sequence to sequence. They are as follows:

1. The straight cut – the most common form of shifting from one shot to another.  Every scene in the Channel 4 Twelfth Night and other filmed Shakespeare plays are filled with straight cuts.  The more there are, the faster the sequence may seem; scenes with relatively few cuts will appear calm.  

2. There should always be a reason for a cut, but cuts that are occasioned by a character’s look or action are called ‘motivated’ cuts.  When Malvolio looks down and notices the entrapping letter, the next shot cuts to his view of the letter in close-up – this is a straight cut motivated by Malvolio’s look.  

3. A jump cut invariably creates a jarring effect.  For example, in the sequence in which Antonio appears in military gear, a jump cut is used to make him appear to jump forward at the viewer.  This increases the threat that he might have posed in this previous guise.

4. A fade involves one image being faded to darkness or another colour and another image emerging from that colour.  It is used to signal the end of a sequence and the passage of some time before the next sequence begins.  One of the best instances of this occurs when the storm that sinks Viola and Sebastian’s boat is represented as a fade to a blinding light and then a fade back to the quayside scene.  Not only does this cut suggest the tempest that engulfed the ship but also the passage of time that has occurred between the sinking and Viola’s rescue.  

5. A wipe cut.  There are no examples of these in this version of Twelfth Night, but normally a wipe cut is used to suggest that the two sequences it separates are occurring in parallel or close in time.  

6. A dissolve involves one image literally dissolving into another.  Sometimes it is done to suggest a close relationship between one sequence and another.  That close relationship could be a matter of one scene contrasting with another, in the way that a dissolve from a lowlife scene to one of the elegant Orsino scenes would set up interesting tensions in terms of mood and rhythm.

Activity 18

Study this speech by Viola.  In it, she describes what she intends to do now she has landed up in Illyria.  During the speech, she describes her thoughts on the matter of disguise, suggesting that she is going to appear as a eunuch to Orsino.  She is going to pretend to be a ‘castrato’; a man who has had his testicles removed before adolescence and was then trained to sing.  Of course these men’s voices never broke and this allowed them to sing extremely high notes.  Such men were highly sought to adorn the courts of rulers and households of rich men in Europe from the 16th century onwards.  Although the practice was outlawed in Italy in 1870, the last official castrato, Alessandro Moreschi, died in 1922.   Viola ends her speech by making her first reference to time as the force that will determine her destiny.

Viola:  'There is a fair behaviour in thee, Captain;

           And though that nature with a beauteous wall

Doth oft close in pollution, yet of thee

           I will believe thou hast a mind that suits

           With this thy fair and outward character.                     5

           I prithee (and I will pay thee bounteously) 

           Conceal me what I am, and be my aid

           For such disguise as haply shall become 

          The form of my intent.  I’ll serve this duke;

          Thou shalt present me as a eunuch to him.                10

          It may be worth thy pains; for I can sing,

          And speak to him in many sorts of music,

         That will allow me very worth his service.

          What else may hap, to time I will commit;

          Only shape thou thy silence to my wit.'                     15

A. You have a problem: before this sequence can be shot you have been asked to reduce it significantly.  In the eventual script these 15 lines were reduced to just seven. But what would you leave out?  Work with a partner or in a group.  Cut the speech so that it keeps what you think is essential – you will need to be sensitive to the poetry and the need to keep the story going quickly.  When you present your cut version of the test you will need to justify your decisions. 

The actual Channel 4 version of this speech was as follows:

Viola:   'There is a fair behaviour in thee, Captain;

           And though that nature with a beauteous wall

           Doth oft close in pollution, yet of thee

           I will believe thou has a mind that suits

           With this thy fair and outward character.                     5

           I prithee (and I will pay thee bounteously)

           Conceal me what I am, and be my aid

           For such disguise as haply shall become 

          The form of my intent.  I’ll serve this duke;
          Thou shalt present me as a eunuch to him.                10

          It may be worth thy pains; for I can sing,

          And speak to him in many sorts of music,

         That will allow me very worth his service.

          What else may hap, to time I will commit;

          Only shape thou thy silence to my wit.”       

The deletions certainly remove two major problems.  First there is Viola’s intention of pretending to be a eunuch and then there is her commitment to singing for Orsino.  Shakespeare seems to forget the eunuch idea after this because no mention is ever made of it again.  He also seemingly ditches the second notion of her singing and playing instruments for Orsino (‘many sorts of music’).  These unfulfilled promises have led some scholars to suggest the play was revised at some point and that Shakespeare forgot to remove these bits which remain as ghosts from an earlier version of the play. 

Making Viola a eunuch would certainly solve the problem of her highly feminine appearance and voice when being Cesario.  Alternatively, it sets up a potential problem for Olivia whose obsessive love would have to be directed at a castrated boy.  This would have been very odd.  At the very least her wedding night with Sebastian would have had an extra dimension which would have taken some explaining.  

Another complexity that the Channel 4 version side steps is the fact that the Captain will somehow gain an audience with Orsino in order to present Viola to him.  Since the Channel 4 version involved turning the Captain into a fisherman, this kind of access becomes even more unlikely.  The play does not bother to explain how Viola achieves her promotion – the next time we see her she is already an established presence – though Shakespeare manages to deflect criticism on this point by having Orsino’s servant Valentine actually express amazement about Viola’s rapid progress.  

A more serious deletion involves Viola’s discussion of ‘disguise’.  This is a central theme of the play and to lose so plain a reference to it so early on is problematic. There is hardly a major character not living a lie at the start of the play.  It takes a character in actual disguise to break down the pattern of role-playing that keeps both Orsino and Viola cut off from real life.   By contrast, the effects of Feste’s disguise – appearing as Sir Topas to Malvolio as part of his humiliation – has long-lasting destructive consequences.   

B.  The director Tim Supple has decided to actually show Viola’s transformation.  In a theatre production this would normally occur back stage and there is a longish scene introducing Sir Toby, Sir Andrew and Maria (Act 1 Scene 3) during which the actor can change out of a dress and into male clothes.  Can you suggest any reasons why film-makers might feel the need to show these events?  

Activity 19 – Montage

The following exercise draws on a lot of the information already contained in these notes.  Using the following table, you are invited to watch a short sequence involving a number of overlapping shots.  This kind of rapid sequence of quickly edited moments used to suggest a lengthy process is called a montage.  You will need to look at the sequence several times and little by little create an accurate description of the elements that make up one minute of screen time.

There are twenty-one separate cuts.  As well as describing the elements that make up each little scene, you are also required to explain what impact each moment in the sequence has.  In some cases this will be limited – others may have a more substantial effect, suggesting ideas about Viola and her state of mind.  The sequence also shows Viola’s acceptance by Orsino.  Discuss how effectively this part of the story is presented.

The first couple of descriptions have been inserted to help you.  The questions in column three will help you to reflect on the events in each mini-sequence.  

Clip 19

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
	Shot
	Description including camera movement and script 
	Possible Impact

	  1
	Cut to: tilt shot.  The camera rises to show Viola.  It passes slowly over her rich silk dress and elaborate shawl.  The backdrop appears to be racks of men’s suits.
	1. Why show off Viola’s clothing at such length?  What might this suggest about her feelings just as she is about to embark on this extraordinary transformation?

2. What does the dress and shawl remind us about Viola’s status?

3. The cut does not tell us where we are (a tailor’s shop) and so the audience might be rather confused or disoriented.  Why might that also be a reflection of what Viola is experiencing?

	  2
	Cut to: medium shot of fisherman approaching a seated Viola on the deck of the ship.   


	1. We have actually now jumped back in time to show how it is that Viola has arrived at the situation shown in the first sequence above.  Why do you feel the sequence began with the shot above rather than this moment and the one that follows?  

2. How do these scenes emphasise Viola’s vulnerability and reliance on men while she is in women’s clothes?  

	  3.           
	Cut to: reverse shot – Viola smiling and taking the cup.  

The speech:   'There is a fair behaviour in thee, Captain …' begins.  It is done in voice-over.
	


4.  Close-up – camera pulls back to reveal picture of Sebastian being shown by the fisherman to a tailor.

5.  Panning shot across rows of suits.  Viola is revealed looking small and vulnerable. The suits dominate the frame and Viola is looking up at them with an expression of bewilderment.

6.  Close-up  – Viola head and shoulders reflected in mirror.  Sebastian’s image fades into view (ghost-like) next to her.  The two reflections appear in the mirror.  

7. Close-up – hair being cut with scissors.

8. Close-up – hand tucking in and securing a band of cloth (tightly bound).

9. Close-up – a rising tilt shot showing Viola’s chest flattened by the cloth.

10. Close-up – shirt being buttoned.

11. Close-up – trousers being belted.

12. Close-up – Viola’s hair being slicked back.

13. Close-up – Viola now fully dressed as a man – revealed by a rising tilt shot echoing that used in the first shot of the sequence.

14. Long shot – silhouettes of figures against a glorious sunset backdrop.  The figures resemble cut out drama figures from a Victorian toy theatre or a Far Eastern puppet show.  We see Valentine introducing Viola to Orsino.  The shot marks a significant break with the rather tight sequence of shots that have formed this section of the film so far.  

15. Medium or mid-shot: Valentine and Orsino in discussion.

16.  Medium or mid-shot: Orsino sits and looks to the left.

17. Motivated cut to mid-shot of Viola.

18. The camera slowly tracks across Viola who is seen talking – medium shot.

19. The camera slowly tracks across Orsino talking – medium shot.  The similarity of these two shots (18 and 19) suggests a growing sympathy between the two characters.

20. Cut to Valentine in medium shot – seemingly he has been silenced – he sits back.  It seems more as if he is withdrawing from the conversation than settling into his seat.  

21. Long shot – again in silhouette – Orsino crosses from one side of the room from Valentine to Viola.  He sits.  Valentine slowly vanishes.  His fall from the position of favoured counsellor is complete.  Orsino’s ‘rejection’ here of Valentine is made to seem quite abrupt and in the later bathing scene we realise that Valentine is quite resentful of his rival.  This sequence justifies this later dimension to Viola and Valentine’s relationship.

9.  Sound 

Editing the pictures into a narrative is just one part of post-production.  Another essential part is the creation of the film’s soundtrack and its alignment with the images.  In Twelfth Night, ‘sound’ is particularly important because of the presence of Feste’s songs, which often contain subtle comments on the events in the play.  

Most film soundtracks are made up of sound recorded while the film was being made and sound added on in post-production.  This later sound can include musical tracks and parts of the script that perhaps were indistinct the first time around or speeches that need to be spoken over the images – as in the case of Viola’s ‘planning' speech.  

Sound can be used in a film in two main ways.  It can be part of the reality of a scene – for example, actual conversation or music being heard from a radio or record player.  This is called diegetic sound.  Non-diegetic sound refers to music or speech that is clearly not part of the scene’s reality.  The soundtrack adding tension to a horror film, for example, is non-diegetic.

As well as playing a significant role in creating and altering the mood scene-by-scene in a film, the soundtrack is also essential in creating a sense of continuity that breaks down any awkwardness that cutting from one shot to the next can bring.  Sometimes in Channel 4’s Twelfth Night ,sound carries over from one whole scene to the next.  A good example of this is shown when Orsino is shown in his bath.  Rather than abruptly cutting off the loud music in the preceding scene featuring Sir Toby, it is allowed to echo and fade across the image of Orsino at rest.  Whether or not you find this an effective way of suggesting the new environment we have entered is for you to decide.  

Another repeated sound that occurs frequently in the soundtrack is a bell-like tolling motif.  This increasingly occurs towards the end of the story when events are speeding up.  It reflects the actual tolling of a bell at a crucial moment in the play that reminds Olivia of time passing, and specifically the time she is wasting in pursuit of Cesario:  

'The clock upbraids me with this waste of time.

Be not afraid, good youth, I will not have you …'  (Act III Scene 1 lines132–133)

Although Olivia will renew her appeals to Cesario, this moment is important because it represents the first occasion when one of the seemingly ‘fixed’ characters displays some awareness that there is not all the time in the world for self-indulgent grief or obsessive love.  This is one of the core themes of the play.  

10.  Feste and his songs

Feste sings on a number of occasions in Twelfth Night and is clearly valued for this skill.  In a world in which communication between characters is often complicated by the fact that people are not who they say they are, Feste’s songs and the immediate payment he receives for them are among the ‘purest’ forms of human interaction we witness.  

At the same time his songs mainly occur in the early part of the play when the majority of characters are at their most deluded.  On one hand, they contribute to the general inertia of the play – people sitting around listening to music and doing very little.  On the other hand, the songs often contain sly digs at the kind of self-obsessed  behaviour that is going on.  In particular the song ‘Come away, come away death' in Act II Scene 4 has been interpreted as a joke at Orsino’s expense because it seems to mock his absurd inability to accept Olivia’s ‘rejection of him by telling of a lover who loved hopelessly until death.  The song is also another warning of the ceaseless passage of time that so many characters seem to want to forget.  

In the Channel 4 Twelfth Night, Feste is portrayed as a kind of pop-star favourite of Olivia’s household.  We see Sir Toby hold up an album of Feste’s in an early scene, and later in the play Orsino seems to have access to a copy of one of Feste’s songs on tape. This is a clever means of explaining Feste’s presence, first in Olivia’s house and then in Orsino’s palace.  The main loss in portraying the performance of his music in this way is that Feste ceases to be the curiously free character of the stage play.  Instead, once he returns to Olivia’s home, he remains there.

Activity 20

Clip 20

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=470
Study the presentation of Feste’s first song in Act II Scene 3 from the Channel 4 Twelfth Night.  The following is the full script at this point – notice the lines that have been cut by Tim Supple and Andrew Bannerman, who adapted the play for this screen version.

Clown: [Sings] O mistress mine, where are you roaming? 
O, stay and hear; your true love's coming, 
That can sing both high and low: 
Trip no further, pretty sweeting; 
Journeys end in lovers meeting, 
Every wise man's son doth know. 

SIR ANDREW: Excellent good, i' faith. 

SIR TOBY BELCH: Good, good. 

Clown: [Sings] What is love? 'tis not hereafter; 
Present mirth hath present laughter; 
What's to come is still unsure: 
In delay there lies no plenty; 
Then come kiss me, sweet and twenty, 
Youth's a stuff will not endure. 

SIR ANDREW: A mellifluous voice, as I am true knight. 

SIR TOBY BELCH: A contagious breath.

· In what way do you feel the scene benefits (or loses) when the two lines spoken by Sir Toby and Sir Andrew are deleted?

· What is your opinion of Feste being filmed in this setting – surrounded first by brick walls and framed by empty bottles and then filmed with a tracking shot through bars and again ‘framed’ by more bottles.  Do you feel the song manages to float free of these sordid surroundings or does it throw them into even greater focus?  Is there something positive about such beauty emerging from such ugliness?  

· The camera is seen to be moving in, first on Sir Andrew and then Sir Toby as they listen to Feste’s song.  What thoughts do you feel it may be provoking in them?  Are there any lines in it that are going to be particularly moving or upsetting for them?  

· The song ends and there is a very long pause (over six seconds – an age in screen time) and the camera remains still and fixed on Sir Toby and Sir Andrew.  Why do you think this is the case and do you feel this long pause is justified?  

· What is your reaction to the two responses that Sir Toby and Sir Andrew make?  Do you feel Sir Andrew’s comment to be more intelligent than most he expresses?  And what of Sir Toby’s rather dismissive statement – why should he be so off-hand?

11.  Dramatic cruxes in Twelfth Night 

The following exercises focus on some of the key moments in Twelfth Night as realised in the Channel 4 version. As well as looking at the specifics of the filming, they also raise questions about the adaptation of the text and the kinds of lessons this adaptation can teach about the characters and themes of the play.

A. Crux One – Olivia falls in love with Viola (as Cesario) – Act I Scene 5

Clip 21
http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=471
Before you watch:  

Read the text and consider where you would put the following actions:

· A move by Olivia behind her altar – so that she is looking at Viola from between an assortment of crosses and family pictures.

· A moment when Viola reaches out and touches Olivia’s lips with her finger.

· A moment when the temporally fascinated Olivia breaks the spell of Viola’s words and moves away from her.

· A sequence when the camera travels slowly over naked figures in a large painting hanging in the ballroom/chapel.  

Read the text and consider how you might direct this scene.  Which lines or words are the most important and how should they be delivered?  

Text (including deletions)

VIOLA: Good madam, let me see your face. 

OLIVIA: Have you any commission from your lord to negotiate 
with my face? You are now out of your text: but 
we will draw the curtain and show you the picture. 
Look you, sir, such a one I was this present: is't 
not well done? [Unveiling] 

VIOLA: Excellently done, if God did all. 

OLIVIA: 'Tis in grain, sir; 'twill endure wind and weather. 

VIOLA: 'Tis beauty truly blent, whose red and white 
Nature's own sweet and cunning hand laid on: 
Lady, you are the cruell'st she alive, 
If you will lead these graces to the grave 
And leave the world no copy. 

OLIVIA: O, sir, I will not be so hard-hearted; I will give 
out divers schedules of my beauty: it shall be 
inventoried, and every particle and utensil 
labelled to my will: as, item, two lips, 
indifferent red; item, two grey eyes, with lids to 
them; item, one neck, one chin, and so forth. Were 
you sent hither to praise me? 

VIOLA: I see you what you are, you are too proud; 
But, if you were the devil, you are fair. 
My lord and master loves you: O, such love 
Could be but recompensed, though you were crown'd 
The nonpareil of beauty! 

OLIVIA: How does he love me? 

VIOLA: With adorations, fertile tears, 
With groans that thunder love, with sighs of fire. 

OLIVIA: Your lord does know my mind; I cannot love him: 
Yet I suppose him virtuous, know him noble, 
Of great estate, of fresh and stainless youth; 
In voices well divulged, free, learn'd and valiant; 
And in dimension and the shape of nature 
A gracious person: but yet I cannot love him; 
He might have took his answer long ago. 

VIOLA: If I did love you in my master's flame, 
With such a suffering, such a deadly life, 
In your denial I would find no sense; 
I would not understand it. 

OLIVIA: Why, what would you? 

VIOLA: Make me a willow cabin at your gate, 
And call upon my soul within the house; 
Write loyal cantons of contemned love 
And sing them loud even in the dead of night; 
Halloo your name to the reverberate hills 
And make the babbling gossip of the air 
Cry out 'Olivia!' O, You should not rest 
Between the elements of air and earth, 
But you should pity me! 

OLIVIA: You might do much. 
What is your parentage? 

Questions  

· Much of this scene remains uncut.  What is your reaction to the cuts above?  The biggest loss is Olivia’s clever reply to Viola in which she makes fun of the poetic convention of love poetry that praises each part of a woman’s face.  Viola’s accusation is that Olivia is ‘proud’.  Do you feel that in the Channel 4 version of the play a sense of Olivia’s pride is preserved or is she more fragile than proud?  

· In the original shooting script, a great deal is made of Olivia’s appearance once she reveals herself by lifting her veil.  Write a brief description of how she is lit and made-up and how she appears.  Once you have done that, click on the link below to reveal the actual shooting script description of her at this point:  

Although we have seen Olivia’s face before, this is different.  Her beauty is not quite real, like a wax image, as if she were not of this world – presenting herself as enshrined, her vow of seven years’ incarceration making her not of the living.

· What is the effect – in your view – of Olivia moving behind the altar?  Is it a move that suggests strength or is it the movement of an insecure person?  Explain your answer.

· What is the impact of placing Viola in front of a huge canvas showing a scene involving a fishing net and a group of naked women?  The camera dwells on the body and breast of one of the characters in the picture, while Viola delivers the famous ‘Make me a willow cabin at your gate’ speech.  In what way is this image a reflection of thoughts that both characters may be having at this point?   

· Print off the script above and study the performances of the two actresses at this point.  Imagine you had to describe what they did in this scene as part of a review.  Make a note of the kinds of actions they performed, the way they behaved and the words they emphasised.  Having such a detailed analysis of a scene will help any full review of this film version you attempt later on.  

B. Crux Two – Viola alone  – Act II Scene 2

This scene is usually set in the street.  Malvolio, instructed to carry a ring to Cesario that Olivia claims belongs to him, catches up with the disguised Viola. When she refuses to take the ring, he contemptuously throws it to the ground.  This entire section has been removed from the Channel 4 version of the play.  The lines are fairly obvious ones to remove, but they do subtract an important example of Malvolio’s arrogance from the play.  It may be that he suspects the truth – that this is a ring from Olivia and so there would be grounds for jealousy too if, as he claims, later, he has long entertained ambitious thoughts of winning his mistress.  

Clip 22

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=471
Before you view the scene:

Consider how you might direct the actress playing Viola at this point.  It is a speech about identity, and like all soliloquies it allows the audience to hear the true feelings of a character.  Imagine you could set this scene in a bedroom.  Where would you place Viola?  

At which point might you include a flashback of the moment she found herself massaging Orsino?

Can you think of ways in which you could suggest the confusion she is feeling at the moment and the muddle she has so quickly landed herself in?  Remember she has discovered she is loved by a woman and loves a man beyond her reach because of her disguise and the love he has for another.  

VIOLA: I left no ring with her: what means this lady? 
Fortune forbid my outside have not charm'd her! 
She made good view of me; indeed, so much, 
That sure methought her eyes had lost her tongue, 
For she did speak in starts distractedly. 
She loves me, sure; the cunning of her passion 
Invites me in this churlish messenger. 
None of my lord's ring! why, he sent her none. 
I am the man: if it be so, as 'tis, 
Poor lady, she were better love a dream. 
Disguise, I see, thou art a wickedness, 
Wherein the pregnant enemy does much. 
How easy is it for the proper-false 
In women's waxen hearts to set their forms! 
Alas, our frailty is the cause, not we! 
For such as we are made of, such we be. 
How will this fadge? my master loves her dearly; 
And I, poor monster, fond as much on him; 
And she, mistaken, seems to dote on me. 
What will become of this? As I am man, 
My state is desperate for my master's love; 
As I am woman, – now alas the day! – 
What thriftless sighs shall poor Olivia breathe! 
O time! thou must untangle this, not I; 
It is too hard a knot for me to untie! 

Questions

· This speech is a soliloquy.  It is a speech designed to give the audience insight into a character’s state of mind.  Filmed Shakespeare is probably at its greatest advantage over staged performances when it comes to soliloquies that involve a character speaking quietly to themselves – can you suggest reasons why this might be the case?  

· What do you feel is the effect of cutting the speech in this way?  Again, an important philosophical discussion about ‘disguise’ is lost.   So too are a couple of lines where Viola appears to run down women  – suggesting they are frail (although her present behaviour and survival seem to suggest the opposite).  Can you think why these elements might have been taken out?  

· In staged versions of Twelfth Night, once Viola puts on men’s clothes she never takes them off.  But in this version we are given a vision of her partly undressed and very much a young woman.  Do you think this is a helpful addition to the play?  And do you think it relevant that she feels the need to open her shirt to the mirror too – what does that prove?  How might it add extra strength to her pity for Olivia?  

· In the Channel 4 version, clever use is made of a three-piece mirror. Can you suggest why seeing multiple images of Viola fits well with her feelings at this particular point?

· Note the moment when Viola has a flashback to the bathroom scene with Orsino – did it come where you suggested?  

· Do you think that such a sexy scene is appropriate in a Shakespeare play?  

C.    Crux Three – Orsino and Viola (in disguise) – Act II Scene 4
Clip 23

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=471
Before you watch this scene:

There is a great deal of emotional tension in this scene.  It contains a considerable battle of wills between Viola and Orsino.  Viola is eager that Orsino realises the hopelessness of his love for Olivia.  This is done out of love for him and probably a certain amount of self-interest – she adores him after all.  

Imagine you had a backdrop for this scene involving a huge sunrise and a beautiful seascape – where might you suggest the actors gesture towards these things? Where in the scene might you just cut to either one or other of them?

In a film, the character in frame invariably dominates our attention.  In a battle between two people like this, the struggle can also be reflected in the way they are filmed.  Read the following speeches and decide how you might help one or other character control the screen.  This could be done in several ways:

· using close-ups;

· placing a character in long shot but standing powerfully in the middle of the frame;

· filming them from a low angle so that they appear bigger than they are.  A high angle shot would have the opposite effect; 

· you could also instruct the actors to speak the lines in ways that were strong, or react to the lines the other is speaking in a way that suggests they are falling under the spell of the other person.

Decide who you feel proves most powerful in this scene or where the power shifts.  Then mark it where you might use some of the techniques mentioned above.  

DUKE ORSINO: Once more, Cesario, 
Get thee to yond same sovereign cruelty: 
Tell her, my love, more noble than the world, 
Prizes not quantity of dirty lands; 
The parts that fortune hath bestow'd upon her, 
Tell her, I hold as giddily as fortune; 
But 'tis that miracle and queen of gems 
That nature pranks her in attracts my soul. 

VIOLA: But if she cannot love you, sir? 

DUKE ORSINO: I cannot be so answer'd. 

VIOLA: Sooth, but you must. 
Say that some lady, as perhaps there is, 
Hath for your love a great a pang of heart 
As you have for Olivia: you cannot love her; 
You tell her so; must she not then be answer'd? 

DUKE ORSINO: There is no woman's sides 
Can bide the beating of so strong a passion 
As love doth give my heart; no woman's heart 
So big, to hold so much; they lack retention 
Alas, their love may be call'd appetite, 
No motion of the liver, but the palate, 
That suffer surfeit, cloyment and revolt; 
But mine is all as hungry as the sea, 
And can digest as much: make no compare 
Between that love a woman can bear me 
And that I owe Olivia. 

VIOLA: Ay, but I know—

DUKE ORSINO: What dost thou know? 

VIOLA: 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, 
As it might be, perhaps, were I a woman, 
I should your lordship. 

DUKE ORSINO: And what's her history? 

VIOLA: A blank, my lord. She never told her love, 
But let concealment, like a worm i' the bud, 
Feed on her damask cheek: she pined in thought, 
And with a green and yellow melancholy 
She sat like patience on a monument, 
Smiling at grief. Was not this love indeed? 
We men may say more, swear more: but indeed 
Our shows are more than will; for still we prove 
Much in our vows, but little in our love. 

DUKE ORSINO: But died thy sister of her love, my boy? 

VIOLA: I am all the daughters of my father's house, 
And all the brothers too: and yet I know not. 
Sir, shall I to this lady? 

DUKE ORSINO: Ay, that's the theme. 
To her in haste; give her this jewel; say, 
My love can give no place, bide no denay. [Exeunt] 

Questions  

· This scene has survived in the film more or less intact – do you feel the parts that have been cut are well chosen?  

· Study the scene and make a note of where you feel the film suggests that: 

       
Viola is dominant; and Orsino is dominant.

· There is a very intriguing use of a special effect near the end of the scene where Orsino seems to rise from his chair and embrace Viola.  What do you feel this is suggesting about the impact Viola’s words has had on him?  Remember that Viola is disguised as a young boy – does that extra level of sexual confusion add anything to this strange moment?  

· If you had a variety of flashback sequences from Viola’s family’s past (for example, a memory of her brother), where might you include these in the scene?  

D. Crux Four  - Malvolio tricked and overheard – Act II Scene 5

Clip 24

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=471
Before you watch the scene:

This is one of the most richly comic scenes in Twelfth Night.  When a lawyer called John Manningham saw the play at a special performance in 1602, it was this scene that he chose to record in his diary and which survives today as the first written account of the play.  In the 1620s there was even another version of the play in circulation that was called Malvolio.

What in your view may be the secret of this scene’s success?  Discuss which of the following seems the best suggestion:

· it involves a classic comic situation in which someone is overheard discussing and thus revealing their private thoughts.

· Malvolio’s private thoughts concern his putting down those people that are listening to him.  In some way the joke is on Sir Toby and the others because by playing spies they are forced to listen to Malvolio’s true feelings about them – in particular what he would like to do and say to Sir Toby.

· Malvolio is shown to be just as full of fantasies as all of those around him – though his seem the sneakier because he pretends to be so proper.

· Malvolio wants to marry his social superior – Olivia.  

· the key element of the comedy is Malvolio’s manipulation and the way he tries to make even the most unlikely clue fit his purpose – such as the letters MOAI.  

· the scene sets up lots of anticipation in an audience.  Will Malvolio actually see the letter?  Will he open it?  Will he get the obscene jokes – the stuff about Olivia’s P’s for example?  And will he act upon it?  

In the Channel 4 screen version of the play, the conspirators do not hide in a bush but are able to use CCTV to spy on Malvolio.  Do you think it would have mattered if the film had tried to use the usual staging and asked us, the audience, to believe that Malvolio would not hear any of their comments and outrage?  What freedom do you think having them in a separate part of Olivia’s house brings to their performances?  What do you feel may be lost?  For example, in some stage productions it is hilarious to see the characters attempting to keep each other quiet.  Also, in a recent Globe version of the play Sir Andrew ended the scene stuck in the bush.  

Should films always try to be realistic?  

[Enter MALVOLIO] 

MALVOLIO: 'Tis but fortune; all is fortune. Maria once told 
me she did affect me: and I have heard herself come 
thus near, that, should she fancy, it should be one 
of my complexion. Besides, she uses me with a more 
exalted respect than any one else that follows her. 
What should I think on't? 

SIR TOBY BELCH: Here's an overweening rogue! 

FABIAN: O, peace! Contemplation makes a rare turkey-cock 
of him: how he jets under his advanced plumes! 

SIR ANDREW: 'Slight, I could so beat the rogue! 

SIR TOBY BELCH: Peace, I say. 

MALVOLIO: To be Count Malvolio! 

SIR TOBY BELCH: Ah, rogue! 

SIR ANDREW: Pistol him, pistol him. 

SIR TOBY BELCH: Peace, peace! 

MALVOLIO: There is example for't; the lady of the Strachy 
married the yeoman of the wardrobe. 

SIR ANDREW: Fie on him, Jezebel! 

FABIAN: O, peace! now he's deeply in: look how 
imagination blows him. 

MALVOLIO: Having been three months married to her, sitting in 
my state,-- 

SIR TOBY BELCH: O, for a stone-bow, to hit him in the eye! 

MALVOLIO: Calling my officers about me, in my branched velvet 
gown; having come from a day-bed, where I have left 
Olivia sleeping, –

SIR TOBY BELCH: Fire and brimstone! 

FABIAN: O, peace, peace! 

MALVOLIO: And then to have the humour of state; and after a 
demure travel of regard, telling them I know my 
place as I would they should do theirs, to for my 
kinsman Toby,– 

SIR TOBY BELCH: Bolts and shackles! 

FABIAN O peace, peace, peace! now, now. 

MALVOLIO Seven of my people, with an obedient start, make 
out for him: I frown the while; and perchance wind 
up watch, or play with my--some rich jewel. Toby 
approaches; courtesies there to me, – 

SIR TOBY BELCH: Shall this fellow live? 

FABIAN: Though our silence be drawn from us with cars, yet peace. 

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

SIR TOBY BELCH: And does not Toby take you a blow o' the lips then? 

MALVOLIO: Saying, 'Cousin Toby, my fortunes having cast me on 
your niece give me this prerogative of speech,'—

SIR TOBY BELCH: What, what? 

MALVOLIO: 'You must amend your drunkenness.' 

SIR TOBY BELCH: Out, scab! 

FABIAN: Nay, patience, or we break the sinews of our plot. 

MALVOLIO: 'Besides, you waste the treasure of your time with 
a foolish knight,'—

SIR ANDREW: That's me, I warrant you.

 MALVOLIO: 'One Sir Andrew,'—

SIR ANDREW: I knew 'twas I; for many do call me fool. 

MALVOLIO: What employment have we here? [Taking up the letter] 

FABIAN: Now is the woodcock near the gin. 

SIR TOBY BELCH: O, peace! and the spirit of humour intimate reading 
aloud to him! 

MALVOLIO: By my life, this is my lady's hand these be her 
very C's, her U's and her T's and thus makes she her 
great P's. It is, in contempt of question, her hand.

 SIR ANDREW: Her C's, her U's and her T's: why that? 

MALVOLIO READS

Questions  

· What is your view of the cuts that have been made in the scene?  Is it a shame that Malvolio’s complicated fantasy about Sir Toby has been removed?  Can you think why Malvolio might feel the greatest resentment towards Sir Toby?  (Look back to the confrontation in Act II Scene 3.)

· In what way do you feel the bower where Malvolio reads the letter is well designed for this scene and how might it in some way hint at his later fate?  (Clue: consider the use of bars and containers in this film.)

· What is your reaction to the conspirators in this scene?  Do you feel that because they are not near Malvolio they hold all the comic cards? Or does the fact that they want to attack him and can’t because of his insults makes them still look foolish?

· Do you feel the conspirators are made more or less attractive in this scene – their faces all craning for a view of Malvolio or convulsed with rage?  

· What do you think is effective about Michael Maloney’s performance at this point?  Attempt to map his interpretation of Malvolio by writing down his moves, facial expressions and the ways he speaks certain words on a print-out of the actual script reproduced above.   

E: Crux Five:  Olivia confronts Sir Toby and meets Sebastian – Act IV Scene 1

Clip 25

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=471
Before you watch the scene:

This is the scene in which Olivia finally comes alive.  Think of all the ways in which her withdrawal from the world has been indicated and how her return to life might be suggested.  The following list may be helpful.

Olivia in mourning:

· dressed in colourless clothes

· walked slowly around like a caged animal

· kept in darkness

· was passive

· was always controlled in her movements 

· tried to keep her feelings hidden

· found Sir Toby's drunkenness a source of sadness – she tended to suppress her embarrassment.  

Think how in the following scene you might direct Olivia to show that these constraints no longer apply.  

This is the first scene in which Olivia has demanded something of Cesario and had him do as she says – what would her reaction be?  

What would Sebastian’s response be to the strange events unfolding around him – first attacked by ruffians and then persuaded by a beautiful woman to enter her house?  

[Enter OLIVIA]

 OLIVIA: Hold, Toby; on thy life I charge thee, hold! 

SIR TOBY BELCH: Madam! 

OLIVIA: Will it be ever thus? Ungracious wretch, 
Fit for the mountains and the barbarous caves, 
Where manners ne'er were preach'd! out of my sight! 
Be not offended, dear Cesario. 
Rudesby, be gone! 

[Exeunt SIR TOBY BELCH, SIR ANDREW, and FABIAN] 

I prithee, gentle friend, 
Let thy fair wisdom, not thy passion, sway 
In this uncivil and thou unjust extent 
Against thy peace. Go with me to my house, 
And hear thou there how many fruitless pranks 
This ruffian hath botch'd up, that thou thereby 
Mayst smile at this: thou shalt not choose but go: 
Do not deny. Beshrew his soul for me, 
He started one poor heart of mine in thee. 

SEBASTIAN: What relish is in this? how runs the stream? 
Or I am mad, or else this is a dream: 
Let fancy still my sense in Lethe steep; 
If it be thus to dream, still let me sleep! 

OLIVIA: Nay, come, I prithee; would thou'dst be ruled by me! 

SEBASTIAN: Madam, I will. 

OLIVIA: O, say so, and so be! 

Questions

· What do you feel makes this scene dramatic?  

· What is the effect of Sir Toby wearing dark glasses at this point in the Channel 4 version?  

· Do you feel that things have significantly altered between Olivia and Sir Toby at this point? Olivia is suggesting he goes away – Has he burnt his boats?  Are we meant to take this seriously in this version of the play?  

· Why do you feel the director filmed Sebastian’s view of Olivia through the bars of her gate and again asked that they conducted their final lines in this scene through the bars?  Who is imprisoned?  Who is free?  Is there a sense that Sebastian is entering a trap?  Are the bars a part of his fears or of Olivia’s difficulties?  
F. Crux Six.  Malvolio and Sir Topas – Act IV Scene 2

Clip 26

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=471
Before you watch the sequence:

The imprisonment of Malvolio may well have provoked a markedly different response among Shakespeare’s contemporaries.  The imprisonment in the dark of those deemed to be mad was an accepted treatment, and there may well have been few to sympathise with him for his excessive pride and over-reaching ambitions.  Today, directors creating this scene may well wish to excite an audience’s compassion, particularly since so much that Feste says to torment him is not immediately comprehensible.  

The problem remains how to depict Malvolio’s imprisonment in darkness.  Can you imagine ways in which he might be locked up – so that we can hear him and others can speak and sing to him?  

What do you anticipate might be the reactions of Sir Toby and Maria as they listen to Malvolio’s misery?  

Why do you feel Feste takes part in the pretence?  

'Malvolio shares in the same sort of bewildering experience that other characters in Twelfth Night must undergo, but does not benefit from any sort of growth or transformation in the process.'  Is that fair a fair statement?  Why do you feel his inability to change is included in the play?  

Questions

1. In the Channel 4 version of Twelfth Night, Malvolio is punished in the following ways:  

	Punishment
	Contrasts with:   

	1. Hooded and chained in the wine cellar – adjacent to Sir Toby’s den.

2. Roped to two heavy wine racks, so that his every move is accompanied by the tinkling of bottles.

3. Because his head is shrouded, his voice is muffled.

4. Before him is a padlocked metal door with a broad gap running across its centre.  It is through this that he can stretch his hands and plead for help.

5. His clothing is pulled about and dirty

6. Most of the time he is reduced to kicking the door and screaming.


	


Use your knowledge about Malvolio to explain why each and every one of these humiliations is appropriate to him given his previous status and duties in Olivia’s household.   

What is your view of Maria and Sir Toby in this scene?  Do you think the business of disguising Feste as Sir Topas, the curate, is as pointless as Maria suggests it is?  Why should the line ‘ There is no darkness but ignorance’ upset Maria?  

What is their state when Sir Toby and Maria make their exit?

G.  Crux Seven:  A Scene of Revelations – Act V Scene 1

Clip 27

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=471
Before you watch the sequence: 

This is an extraordinarily difficult scene to film.  This is because there is no real single centre to the events and there are revelations and confrontations on almost every line.  

Read the scene and decide who you feel should be the centre of attention as the scene proceeds.  Who would you place in the centre of the circle of other characters?  And would they be replaced at any point?  

Which of the following revelations would you feel deserves the greatest focus – perhaps with a close-up – or a long pause while the camera surveys the listeners’ faces?  

1. Orsino’s anger at being denied by Olivia.

2. Viola’s embarrassment at being singled out for special honour and regard by Olivia while her lord Orsino is present.

3. Viola’s surprise and upset at finding Cesario has left her side on her wedding night.  

3. Orsino’s clear intention of killing Cesario to spite Olivia.

4.  Olivia’s confusion and sense of betrayal when Cesario announces that he is happy to go with Orsino to his death.

5. The announcement that Cesario is Olivia’s husband. 

6. Orsino’s threat to kill Olivia.

7.  Viola’s refusal to listen to the Duke.

8. Olivia’s horror at the thought that Cesario is about to die.

Read the scene carefully and arrange these dramatic moments into the correct order in which they occur in the scene.  

(Answers in Appendix Three)

[Enter OLIVIA and Attendants]

DUKE ORSINO: Here comes the countess: now heaven walks on earth. 
(To Antonio) But for thee, fellow; fellow, thy words are madness: 
Three months this youth hath tended upon me; 
But more of that anon. Take him aside. 

OLIVIA: What would my lord, but that he may not have, 
Wherein Olivia may seem serviceable? 
Cesario, you do not keep promise with me. 

VIOLA: Madam! 

DUKE ORSINO: Gracious Olivia,– 

OLIVIA: What do you say, Cesario? Good my lord,– 

VIOLA: My lord would speak; my duty hushes me. 

OLIVIA: If it be aught to the old tune, my lord, 
It is as fat and fulsome to mine ear 
As howling after music.

 DUKE ORSINO: Still so cruel? 

OLIVIA: Still so constant, lord. 

DUKE ORSINO: What, to perverseness? you uncivil lady, 
To whose ingrate and unauspicious altars 
My soul the faithfull'st offerings hath breathed out 
That e'er devotion tender'd! What shall I do? 

OLIVIA: Even what it please my lord, that shall become him. 

DUKE ORSINO: Why should I not, had I the heart to do it, 
Like to the Egyptian thief at point of death, 
Kill what I love?--a savage jealousy 
That sometimes savours nobly. But hear me this: 
Since you to non-regardance cast my faith, 
And that I partly know the instrument 
That screws me from my true place in your favour, 
Live you the marble-breasted tyrant still; 
But this your minion, whom I know you love, 
And whom, by heaven I swear, I tender dearly, 
Him will I tear out of that cruel eye, 
Where he sits crowned in his master's spite. 
Come, boy, with me; my thoughts are ripe in mischief: 
I'll sacrifice the lamb that I do love, 
To spite a raven's heart within a dove.

 VIOLA: And I, most jocund, apt and willingly, 
To do you rest, a thousand deaths would die. 

OLIVIA: Where goes Cesario? 

VIOLA: After him I love 
More than I love these eyes, more than my life, 
More, by all mores, than e'er I shall love wife. 
If I do feign, you witnesses above 
Punish my life for tainting of my love!

 OLIVIA: Ay me, detested! how am I beguiled! 

VIOLA: Who does beguile you? who does do you wrong?

 OLIVIA: Hast thou forgot thyself? is it so long? 
Call forth the holy father. 

DUKE ORSINO: Come, away! 

OLIVIA: Whither, my lord? Cesario, husband, stay. 

DUKE ORSINO: Husband! 

OLIVIA: Ay, husband: can he that deny?

 DUKE ORSINO: Her husband, sirrah! 

VIOLA: No, my lord, not I. 

OLIVIA: Alas, it is the baseness of thy fear 
That makes thee strangle thy propriety: 
Fear not, Cesario; take thy fortunes up; 
Be that thou know'st thou art, and then thou art 
As great as that thou fear'st. [Enter Priest] 

Questions

Twelfth Night is certainly moving towards its final crisis at this point.  Try to check your knowledge of the play  – write a list of all the unresolved problems that emerge at this moment of revelations.  Beside each problem identify the thing that helps to sort it out.  

Discuss which of the following statements about this scene you agree with the most.

1. In this scene Orsino is proved to be quite tyrannical.  His decision to kill Cesario is yet another sign of the ‘excessiveness’ of his emotions.  

2. Orsino proves that he is far from consistent, despite his claims that men are far more constant in their affections than women.

3. The scene proves the strength of Viola’s feelings for Orsino.

4. The scene fits in with Viola’s earlier decision to submit to the fate that time has in store for her.

5. This scene is Shakespeare toying with the audience – taking us to the brink of disaster and then allowing a comic, happy ending to prevail.

6. This scene marks the considerable change in mood and tempo that has taken over the play.  In the early acts the scenes involving Orsino and Olivia were generally stately, elegant and slow-paced.  At this point there are fewer long speeches and the scene is dominated by short sharp exchanges of information.

7. The scene further develops Olivia as a strong character – answering Orsino back and fighting to preserve life rather than wallowing in death and mourning.  

8. This scene allows Olivia a chance to control her destiny.

9. Viola’s resignation to Orsino’s will (to kill her) seems unacceptable to a modern audience.

H.  Crux Eight – Viola and Sebastian meet – Act V Scene 1

Clip 28

http://www.channel4.com/learning/main/netnotes/dsp_series.cfm?subid=471
Before you watch the sequence:  

This brief scene within the long final scene contains the only reference to Viola by name in Twelfth Night.  It is perhaps the pivotal moment of the entire play when the separate twins are joined again and perfection seems to arise out of chaos.  It is moment that directors have to give a lot of thought to.   It is a moment of stillness n an otherwise frantic scene.  Viola and Sebastian need the space in which to engage in their prolonged rediscovery of one another.  Should the focus remain with them or should every opportunity be taken to record the reactions of the astonished onlookers?  

Consider how you might direct this scene. 

· If you were to use a piece of slow motion at any point where would you 
employ it?   

· At which point would you want the twins to walk towards each other or to touch for the first time?  

· Against what sort of backdrop might you place Viola and Sebastian as they go through their catalogue of characteristics – checking each other’s identity? 

·  Which of their lines might justify cutting away from them to a close-up of one or other of their on-stage audience? Which people’s reactions would you want to show?  

· Would you use music in this scene or let the language dominate the soundtrack?

· How might you shoot this scene in order to preserve the illusion of the twins being alike, even if your actors playing Sebastian and Viola were clearly not all that similar?  

ANTONIO: How have you made division of yourself? 
An apple, cleft in two, is not more twin 
Than these two creatures. Which is Sebastian? 

OLIVIA: Most wonderful!

 SEBASTIAN: Do I stand there? I never had a brother; 
Nor can there be that deity in my nature, 
Of here and every where. I had a sister, 
Whom the blind waves and surges have devour'd. 
Of charity, what kin are you to me? 
What countryman? what name? what parentage? 

VIOLA: Of Messaline: Sebastian was my father; 
Such a Sebastian was my brother too, 
So went he suited to his watery tomb: 
If spirits can assume both form and suit 
You come to fright us. 

SEBASTIAN: A spirit I am indeed; 
But am in that dimension grossly clad 
Which from the womb I did participate. 
Were you a woman, as the rest goes even, 
I should my tears let fall upon your cheek, 
And say 'Thrice-welcome, drowned Viola!' 

VIOLA: My father had a mole upon his brow.

 SEBASTIAN: And so had mine. 

VIOLA: And died that day when Viola from her birth 
Had number'd thirteen years. 

Questions

Look back at the questions raised in the ‘Before you watch the sequence section’ above.  Use them to study the sequence and describe how the director Tim Supple manages to solve the challenges raised by this scene.

The link below leads to a brief discussion of how the scene manages to preserve the illusion as much as possible of Viola and Sebastian’s physical similarity.  Before you read it, work out what tactics are employed in the scene to pull off this illusion.

Of course, it does not really matter that Viola and Sebastian are not exactly alike. Most audiences watching Twelfth Night will be aware of its fantastical nature and the coincidences it relies on to reach a happy conclusion.  In many ways the lengthy process of identity checking carried out by Viola and Sebastian at this point is done to bang home the fact that in the world of the play, these two are alike.  However, people viewing a filmed version of Twelfth Night may well expect a greater degree of illusion and be prepared to suspend their disbelief less than a theatre audience.  

 The fact that Viola and Sebastian are dressed alike greatly assists the illusion. Among the differences, however, Parminder Nagra is shorter than Ronny Jhutti who plays her brother.  To get around the problem the director chooses to avoid placing them adjacent to each other except in long shot where the differences between them become less noticeable.  They are also lit to appear in near-silhouette against the backdrop of a stunning sunset.  This again blurs their differences and adds extra dimensions of wonder and beauty to the moment – as well as suggesting that we are coming to the end of the story, just as the day is drawing to a close.  The other tactic is to film first Viola and then Sebastian over the shoulder of the other sibling.  In this way the intimacy of close-ups and medium shots can be used without straining the credibility of the scene.

Finally, the fact that they speak their lines in Hindi adds to their ‘connectedness’ – significantly marking them apart.  The amazement of the other assembled actors is also crucial in encouraging the belief that they are indistinguishable.  
12.  Longer assignments using the Channel 4 Twelfth Night

A. A study of the comedy in Twelfth Night using the Channel 4 film version
The meaning of comedy may seem very straightforward, but in fact it is a very hard concept to define.  It is also the case that we have no way of knowing for sure what people in early 17th century England found amusing.  There are many jokes in Twelfth Night that are either incomprehensible to us now or require detailed scholarship to make sense of them, which may have had the audience in stitches in 1602.  Then there was also the fact that for many learned people in Shakespeare’s day, the ideal comedy was not one that invited crude laughter but instead managed ingeniously to resolve the difficulties confronting characters and brought them together in marriage and dance at the end.  That is what distinguished comedy from tragedy.

That said, it is still possible to come to a number of possible conclusions about the elements that made Twelfth Night funny 400 years ago – some of which continue to entertain audiences today.  

· The characters.  Twelfth Night relies on a relatively small core of well-defined characters all of whom behave in excessive ways or run along clearly defined tracks – sometimes bringing them into conflict with others: Orsino – in love with love; Olivia – obsessed with mourning; Sir Toby – forever drunk; Sir Andrew – invariably foolish.  A tight-knit community like this is a key ingredient of much modern day comic drama  – for example, The Royle Family, Frasier and Friends.

· Disguise may be a wickedness but it also a classic way of generating comic confusion and misunderstandings.  Once Viola decides to put on women’s clothing, the errors and complications multiply.  And the great thing about these mistakes is that the audience is often placed in the privileged position of being uniquely aware of what is going on, and can enjoy the huge amount of dramatic irony the play contains.  

· Key comic scenes: the tricking of Malvolio is perhaps the central comic moment in the play.  It is an occasion in which not only is he exposed but the conspirators are forced to listen to his thoughts about them and yet can do nothing.  The scene in which Malvolio comes to Olivia sporting his new costume and exhibiting bizarre behaviour can also be extremely amusing.  Finally, the engineered duel between Viola and Sir Andrew Aguecheek is rich in comic potential as the terrified combatants come together, each convinced that the other is a ruthless killer.   

· It can be very satisfying to see the high and mighty made to look foolish or absurd.  Olivia’s discovery that she has married a complete stranger can be extremely comic, as is Sebastian’s amazement at his treatment.  Of course, the biggest comeuppance is reserved for Malvolio and his mistreatment involves multiple miseries for him given his previous behaviour and superiority.  However, is Sir Toby’s revenge comic or is it cruel and excessive?  

· It is a fair assumption, given the amount of punning and double-meanings in Twelfth Night, that Shakespeare’s audience enjoyed lots of wordplay.  Feste frequently celebrates his ability to twist the meaning of words and there are short scenes in which he banters, first with Viola and then Orsino at some length.  

In keeping with classic views of comedy, Twelfth Night manages to resolve most of the difficulties it sets in motion – ending the play with the promise of marriage.  However, it is clear that a number of loose ends remain to spoil, potentially, this perfection. These include:  

· Olivia – her discovery that she loved a ‘maid’ and has married a stranger could be horrifying, and it is noticeable how little she says in the last part of the final Act.

· Orsino – his threat of violence, first against Olivia and then Viola leaves a rather sour taste despite his later happiness.

· Viola – remains dressed in a male costume.  The fact that this might be a source of awkwardness is suggested by the fact that Orsino demands that she dress properly:  
‘... and let me see thee in thy woman’s weeds’ (Act V scene 1 line 271)

· The mystery surrounding the fate of Antonio: the surviving script of Twelfth Night is silent on this point.  He is under arrest throughout Act V and it is far from clear what happens to him.  

· Malvolio is said to have had the Captain that saved Viola arrested – (Act V Scene 1 line 273).  

· Malvolio declares he will be revenged on everyone in the play.

· Sir Toby, we learn, has married Maria – a serving woman.  Is that a source of relief, comedy or does it introduce the idea of a highly flawed relationship in a way and at a time that undercuts the perfect unions taking place on stage?   Consider also whether or not the film is effective throughout in suggesting that a strong relationship exists between these two characters.  In some productions the revelation that they like one another hangs on Sir Toby’s single declaration that he could marry Maria following the ‘gulling’ of Malvolio.
· The final lyrics of Feste’s song are far from cheerful.
Activity 21

Use the penultimate set of bullet points to carry out an examination of the comic impact of the Channel 4 Twelfth Night.  In doing so you may want to tackle the following issues; does the film: 

· make the most of the comic potential of the play?  For example, is it a major loss that much of the preparation leading up to the duel is lost? In particular the scene in Act III Scene 4 when Sir Andrew’s letter of challenge to Cesario is discussed at length has been completely cut out of this version.   And what about the duel itself – it is a crude and violent affair conducted with carving knives – could it have been more sensitively handled?  

· choose to undermine the comedy at any point  – for example, what is the impact of Malvolio’s imprisonment?  

· do justice to the richly comic wordplay employed by Feste – are there any moments when his ready verbal wit is allowed to stand out or does the film seek most of its laughs through the play’s physical comedy?

· manage to resolve the play's many loose ends in a satisfactory way?  

A. Comparing film versions.  

It would be interesting to compare some of the key scenes in Tim Supple’s Twelfth Night with those in Trevor Nunn’s 1996 cinema version of the play.  It might be interesting to see how both directors feel the need to tell Viola and Sebastian’s back- story in considerable detail.  The Nunn version also spends a great deal more time on the way in which Viola has to establish herself at Orsino’s court – which is depicted as a kind of military academy and an entirely woman-free zone.  The film also employs the device of placing Orsino in a bath giving instructions to an embarrassed and fascinated Viola.  Because of the film’s big budget, a lot more emphasis can be laid on the size of Olivia’s household and the importance of Malvolio in holding everything together, while the mistress indulges her misery and Sir Toby riots.  Nigel Hawthorn’s Malvolio is also much older than Michael Maloney (Malvolio in the Channel 4 version) and this invariably adds extra dimensions to his mistreatment.  

B. Comparing stages and film versions

If you have the opportunity to see the play on stage, use the first section of these notes to discuss the differences between watching the play in a theatre and on the screen.   You should explain which you prefer, but root your answer in specific moments from the play – for example, whether the strong emotions in the play come across better on stage or in a film version or whether the comedy has greater impact live than on film.

C. A detailed examination of a whole scene referring to the way it is realised in the Channel 4 film version  

This is a demanding task because it relies on a good knowledge of the play and a lot of sensitivity to the way the scene is adapted, performed and filmed by Tim Supple and his team. 

· Ideally you should look at what is left out from the scene and what effect these changes have.

· You should consider what the importance of the scene is in terms of pushing the narrative or resolving elements of the plot.  

· What potential does the scene contain in terms of drama and comedy – are these opportunities realised by this film version?  

· How are the camera, sound and editing are used to highlight aspects of the scene?

· Whether or not the scene contains any elements of symbolism  – motifs that reflect or comment on the events being shown.  For example, does it involve views of the characters through bars or within very tight confines, or pools of light surrounded by darkness?  All these elements are frequently used in the Channel 4 version to add to the sense of these characters’ emotional imprisonment.  

Appendix One

The following credits are provided in order to support students’ possible review work.  They should be encouraged to refer to actors and technicians’ names as part of their coursework and in an effort to distinguish the performances and interpretation of different versions of the play.  

	Viola 
	Parminder Nagra

	Sebastian
	Ronny Jhutti

	Orsino
	Chiwitel Ejiofor

	Valentine
	Bert Caesar

	Olivia
	Claire Price

	Antonio
	Andrew Kazamia

	Captain
	Vic Tablian

	Maria
	Maureen Beattie

	Sir Toby Belch
	David Troughton

	Sir Andrew Aguecheek
	Richard Bremmer

	Priest
	Ewart James Walters

	Feste
	Zubin Varia

	Fabian
	Vicenzo Moli 

	Malvolio 
	Michael Maloney

	Olivia’s Servant
	Faz Singhatch

	Policemen
	Tom Roden and Peter Shenton

	Soprano
	Claire Wild

	
	

	Script Adaptation 
	Andrew Bannerman and Tim Supple

	Art Director 
	Nick Gotteschalk

	Music 
	Nitin Sawhney

	Editor 
	Richard Milward

	Director of Photography
	Gavin Finney

	Producer
	Rachel Gesua

	Director
	Tim Supple


Appendix Two: Reading List

The main edition of Twelfth Night used for these notes is The Arden Shakespeare edited by J.M. Lothian and T.W. Craik (Routledge 1994)

Twelfth Night – criticism

Bate, Jonathan The Genius of Shakespeare (Picador 1997)

Barber, C.L  Shakespeare’s Festive Comedy (Princeton University Press 1972)

Gibson, Rex:  The Cambridge Student Guide to Twelfth Night (CUP 2002)

Kermode, Frank Shakespeare’s Language (Allen Lane 2000)

Mangen, Michael A Preface to Shakespeare’s Comedies (Longman 1996)

Palmer, D.J. Shakespeare: Twelfth Night (Casebook) (MacMillan 1972)

Taylor, Gary Reinventing Shakespeare (Hogarth Press 1990)

Shakespeare on Film

Davies, Anthony Shakespeare on Film and television: a retrospect in 

Davies, Anthony and Wells, Stanley (Editors)  Shakespeare and the Moving Image (CUP 1994)
Jorgens, Jack J.  Realising Shakespeare on Film in 

Shaughnessy, Robert Shakespeare on Film (New Casebook 1998)

Roberta E. Pearson: Pleasing The Million – Shakespearean Cinema of the 1990s

In Neale, Steve (Editor) Genre and Contemporary Hollywood (British Film Institute 2002)

Rothwell, Kenneth S.: A History of Shakespeare on Film (CUP 1999)

Twelfth Night on the Web

A search using Google reveals over 280,000 links to sites concerned in whole or part with Twelfth Night.  With resources on this scale there is bound to be a great deal of material of use and a lot that will prove far less helpful.  As a starting point for researching resources on the Web, details of three useful sites are given here. 

One of the most comprehensive and authoritative Shakespeare sites online is Mr William Shakespeare.  It is rich in links to material covering everything from Shakespeare’s life and times to study notes on specific plays.

http://shakespeare.palomar.edu/shakesearch.htm
The full text of Twelfth Night is available online in numerous places.  The Works of the Bard website is easy to use and comes with an excellent search engine to help in the tracking down of elusive lines or even words.  

http://www.it.usyd.edu.au/~matty/Shakespeare/
The official Globe website includes online resources for teachers and students, the theatre season timetable, as well as information about exhibitions and events held at the theatre. 

http://www.shakespeares-globe.org/
Appendix Three: Activity answers

Activity 11

8 – 17 – 6 – 18 – 11 – 5 – 9 – 14 – 15 – 16  - 7 - 12 – 1 – 10 – 2 – 13 – 4 – 3

Activity 14
1 – e;  2 – d; 3 – b; 4 – g; 5 – f;  6 – a;  7 - c  

Section 11, G

3 – 7 – 2 – 1 – 6 – 3 – 9 – 3 – 5
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