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This pack is a taster designed for students studying English or Drama at KS4+. It would
also be suitable for Year 9 students. The pack deals with the opening plot of the play,
some key characters and the Shared Experience approach to staging Shakespeare. It
could be used by schools coming to see the show or alongside the study of another
play.
Each section includes introductory activity, a key part of the text, plus follow-up work.

A vibrant new production of Shakespeare's irresistible comedy.
Set in the modern world of fake news and paranoid leaders, the young Rosalind
and her friend Celia find themselves pawns in a power struggle. Together they
decide to leave the city and its politics for the forest, where they discover a
rural wonderland of peace and harmony. Disguised as a boy, Rosalind meets
Orlando and, amidst the intoxicating atmosphere of this other world, teaches
him the art of love.
As You Like It is one of Shakespeare’s most popular comedies with the most
witty and wise-cracking heroine of them all. This season at TBTL sees it
transformed in a beautiful and bold new production by Kate Saxon. This is an
exciting collaboration with Shared Experience, the award-winning theatre
company lauded for their visually dynamic storytelling.
For more information visit www.theatrebythelake.com or call us on 017687 74411
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1. A Note from the Director
Shared Experience has always prided itself in
creating visually dynamic and engaging productions
of stories that can stimulate and inspire audiences’
imaginations. Coupled with this, the intention of our
work is to create a vital link between the actors and
the audience: a ‘shared experience’. Without each
other, we cease to exist.
To engage an audience, we need to create an
environment where empathy is key. So, exploring the
subtext of a situation and the hidden emotions that
characters experience is important.
In rehearsals, we use exercises to aid in the actors’
empathy with their characters and to explore how to
visually and aurally bring this alive for the

Kate Saxon, director, in rehearsals

audience too. Therefore, in this education pack,
you’ll see suggestions that help to create an ensemble, free up an actor physically,
inspire the imagination, and encourage instinctive ‘answering’ (the old saying is that all
good acting is purely in reacting!). We also look at delving deeper into the text and how
to put yourself into the characters’ shoes. This is the beginning of your journey to better
understand and empathise with the characters and their intentions.
To give you an example of how all this plays out in performance; the moment in the
production when we enter the world of Arden, you’ll see a visually dynamic world of
kaleidoscopic colour, nature and movement open up. Birds fly across the sky, the
landscape is bright and even the tree is golden. There’s a phone box that has been
converted into an honesty library: illustrating that this is a world where knowledge is
celebrated and free for all. The black walls of the political world, representing oppression,
deceit and secrets, are literally pushed aside.
In this moment of the production, if you look closely, you’ll see that the actors are
dancing a routine that looks oppressive at first and then later looks celebratory and
liberated. Some of the actors are preventing others from running, or are temporarily
closing off their sight, or slowing them down by jumping on their backs. Eventually, they
break their constraints and, like the deer, run free.
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This all occurs because the central protagonist, Rosalind, along with Celia, summons this
place of freedom in her heart. After Rosalind and Celia push the walls apart, they revel in
the sights and you’ll notice they mimic the dancers’ moves of reaching out, reaching to a
new hope, a freer life. They also clamber up on the tables, before they’re dismantled, and
throw off their heeled shoes: this is them breaking free of the constraints imposed on
them as young women in a corrupt (and probably sexist) political world.

So I’ve combined Rosalind’s inner ‘want’ with an outer theatrical expression of achieving
that want. It also, more literally, moves us from one location to the next because
Rosalind and Celia are traveling: from the State Rooms of London to the Forest of Arden.
These dance moves were created by the acting company, using the partnering
manipulation and answering exercises that you’ll see described in this education pack.
We explored the conflicting themes of oppression and freedom, working in pairs. Tip: it’s
useful to think of opposing intentions that work in conflict to each other for this exercise,
such as ‘to oppress/to break free’ or ‘to punish/to seek forgiveness’ etc. Drama is created
from conflict.
So, my intention, as the director, is that by exploring the characters’ wants, through
visually evocative means, the actors and the audience can share, together, in empathy –
and in this moment of the production, effectively cheer the girls’ on in their flight to
liberty. This approach was at the core of our Shared Experience rehearsal process on As

You Like It. I hope you enjoy the production and the insights that this pack offers.
Kate Saxon, Director, As You Like It.
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2. A Different Kind of Stage
Compare and Discuss
Take a look at the extract below. This is the opening of the final rehearsal script for As You Like It,
as edited by Kate Saxon for the Theatre by the Lake / Shared Experience Co-Production of the
play for the Summer Season 2017.


Read the scene in pairs or threes. Without actually using physical violence against each
other, try to use tone of voice and intention to polarise the conflict.



Compare the text with Shakespeare’s original opening. You’ll notice that some has been
cut out and much of the stage direction is brand new.



Discuss the differences:
o

The setting is different - State Offices instead of an orchard – how does this
change things?

o

Take a close look at the conflict between the brothers – where it begins and how
extreme it is. Why do you think Kate Saxon chose to edit the scene in this way?



Imagine you are now going to stage the scene. From the rehearsal script, through
rehearsals and until the play is locked for performance, many extra changes may take
place, led by a director or suggested by the actors. Would you keep it exactly as it is? Is
there anything you may consider cutting? How would you block it? What considerations
for light, sound, staging and costume might you begin to make?

ACT I SCENE I

The Duke’s ministerial rooms in the State Offices
Oliver enters. Orlando attacks. They fight. It’s sudden and shocking.
OLIVER
Know you where you are sir?
ORLANDO
O sir, very well.
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OLIVER
Know you before whom sir?
ORLANDO
Ay, better than him I am before knows me: I know you are my eldest brother; and in the
gentle condition of blood, you should so know me: the courtesy of nations allows you
my better, in that you are the first born, but the same tradition takes not away my
blood, were there twenty brothers betwixt us.
OLIVER
Wilt thou lay hands on me villain?
ORLANDO
I am no villain: I am the youngest son
of Sir Rowland de Boys, he was my
father, and he is thrice a villain that
says such a father begot villains: wert
thou not my brother, I would not take
this hand from thy throat, till this
other had pulled out thy tongue for
saying so: thou hast railed on thyself.
ADAM
Sweet masters be patient: for your
father's remembrance, be at accord.
OLIVER
Let me go I say.
ORLANDO
I will not till I please: you shall hear me: my father charged you in his will to give me
good education: you have trained me like a peasant, obscuring and hiding from me all
gentleman-like qualities: the spirit of my father grows strong in me, and I will no longer
endure it: therefore allow me such exercises as may become a gentleman, or give me the
poor allottery my father left me by testament, with that I will go buy my fortunes.
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OLIVER
And what wilt thou do? Beg when that is spent? Well sir, get you in. I will not long be
troubled with you: you shall have some part of your will, I pray you leave me.

ORLANDO
I will no further offend you, than becomes me for my good.
OLIVER
Get you with him, you old dog.
ADAM
Is 'old dog' my reward: most true, I have lost my teeth in your service: God be with my
old master, he would not have spoke such a word.

Exit Orlando, Adam

Direct & Act
Kate Saxon’s edit very clearly directs actors to open the play with a fierce fight between Orlando
and Oliver. The decisions for how to choreograph the fight and where to end it also lay with Kate,
working alongside Fight Director Kevin McCurdy. With 21 years of choreographing under his belt,
Kev knows how to make a fight look real whilst keeping the actors safe. Imagine if one of them
was to get injured for real – the whole show would have to stop!


In groups of three or four read through the scene again, making some initial decisions
about how the fight might play out on the stage



Study the dialogue closely to judge where the tension rises and falls



Decide which brother holds the balance of power at selected points – physically, verbally,
morally



Think about how Adam will react and where his loyalties may lie



Choreograph an opening sequence in slow motion so that we can clearly see the
movements and facial expressions of the two brothers



Next, add in the dialogue and decide where to include more slow-motion parts to the
fight



Take turns at being Orlando, Oliver, Adam and the director



Rehearse and perform.
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Write
Adam is present throughout the scene and goes back a long way in service with the family. He’s
an important character as he gives a third party view at key points in the action.


Imagine you are Adam.



Re-read the scene jotting down notes for what he might be thinking at given points.



Imagine he now speaks to another servant or a named character from the play, telling
them about what has happened and how he feels.



Write what he says, either as a monologue or including one or more other characters
who question him and react to what has happened. Perhaps one listener could favour
Oliver while the other favours Orlando.



If you like, also rehearse and perform the script.
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Discuss
In the first rehearsal script, Kate Saxon decided to use the extract below as a prologue. It is taken
from Jaques’ famous Seven Ages of Man speech which comes from ACT II SCENE VII. During
rehearsals, she then decided to remove it for strong artistic reasons.


Why might a director decide to use this extract to open the play?



What reasons do you think Kate Saxon had for eventually deciding to remove this
prologue and begin directly with Orlando and Oliver?



How does its inclusion or removal affect the opening atmosphere of the play?



How might this decision have a lasting effect on the audience’s overall experience?

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

During this, we see Orlando, distressed, breaking in to the ministerial rooms, Adam is
with him.

For more information visit www.theatrebythelake.com or call us on 017687 74411
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3. A Shared Experience Approach
Explore
Now take a look at the scene above in a different way. Kate Saxon, assisted by Bobby Brooke,
built the ensemble for this production of As You Like It by using particular exercises to form a
rehearsal process. The opening conflict between Orlando and Oliver actually came out of this
series of techniques during the rehearsal period of the play. Try it for yourself:


Undertake some physical answering work:
o

In pairs, one partner closes their eyes and puts their trust in the other.

o

No talking is allowed and the manipulator must choose actions which are
comfortable to their partner – touch appropriate parts of the other’s body and
move them as you wish.

o

It’s an exercise about touch and understanding touch – swap over, but don’t
discuss anything at this point.

o

Afterwards, talk about how you felt being manipulated and what it was like to
manipulate the other person.



Now try answering an abstract:
o

Partner A creates an abstract move, perhaps with a sound attached to it. Partner B
responds with an answering move, which mustn’t mirror the first.

o

This call and answer response technique should continue to flow so that you are
building a visual dialogue with no words.

o


It’s important to answer immediately – trust your instinct, don’t wait and plan.

Next apply some shared experience to the conflict between Orlando and Oliver. In the
scene above Orlando wants his truth to be seen, Oliver wants to dismiss it. We’re now
adding in these intentions.
o

Play the intentions physically – using a chair, each actor must move their chair to
show their intention and to respond to the last move made. Chair legs must end
up back on the floor after each move, with the actor in contact with the chair. The
chair must be moved each time.

o

Next, begin to change tactics, e.g. Orlando might go away, Oliver might follow,
slam the chair down and confront Orlando.

o

Next, introduce sounds but not speech. Make the moves faster to up the stakes.
Provoke the other, but don’t do the same thing twice.

o

Next, dispense with the chairs so that you now have physical answering +
intention.
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In pairs or threes, take another close look at the exchange between Orlando and Oliver.
Think about movement as it relates to particular things which are spoken. Apply these
three rules:



o

A character may be compelled – to stand still

o

Or impelled – to move towards

o

Or repelled – to move away.

In general, start to consider how characters might feel inside and how this will affect their
physical movements. In the production you will see Rosalind caressing a table where
Orlando has been and later physically pulling his love towards her. Play around with this
idea:
o

For instance, try demonstrating what jealousy looks like

o

How does jealousy breathe?

o

How does jealousy move?

o

Now take that physical work and put it inside a character.
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4. A Plot is Hatched
Rehearse, Direct and Perform
Using learning from above and the new scene from below, apply a Shared Experience approach
to all or part of the exchange between Charles and Oliver. Ask a whole range of questions as you
tackle the section:


Are any initial cuts needed?



How much anger has been carried through to this point by Oliver? What other emotions?



Do his intentions change during the exchange with Charles?



How will Charles be reacting to him – with unquestioning loyalty or with some doubt?



How might Oliver express his intentions? How do they affect his movement, gesture or
facial expression?



How will you pace the delivery of Oliver’s words?



What changes might be made once he is delivering his monologue?



When will both Oliver and Charles be compelled to stand still, impelled to move toward
or repelled to move away?



How can you capture intentions with physical movements?

OLIVER
Charles, I thank thee for thy love to me, which thou shalt find I will most kindly
requite. I had myself notice of my brother's purpose herein, and have by
underhand means laboured to dissuade him from it; but he is resolute. I'll tell
thee Charles, it is the stubbornest young fellow, full of ambition, an envious
emulator of every man's good parts, a secret and villanous contriver against me
his natural brother: therefore use thy discretion, I had as lief thou didst break his
neck as his finger. And thou wert best look to't; for if thou dost him any slight
disgrace, or if he do not mightily grace himself on thee, he will practise against
thee by poison, entrap thee by some treacherous device, and never leave thee till
he hath ta'en thy life by some indirect means or other: for I assure thee, (and
almost with tears I speak it) there is not one so young, and so villanous this day
living.
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I speak but brotherly of him, but should I anatomize him to thee, as he is, I must
blush, and weep, and thou must look pale and wonder.
CHARLES
I am heartily glad I came hither to you: if he come today, I'll give him his
payment: if ever he go alone again, I'll never wrestle for prize more: and so God
keep your worship. Exit
OLIVER
Farewell good Charles. Now will I stir this gamester: I hope I shall see an end of
him; for my soul (yet I know not why) hates nothing more than he: yet he's
gentle, never schooled, and yet learned, full of noble device, of all sorts
enchantingly beloved, and indeed so much in the heart of the world, and
especially of my own people, who best know him, that I am altogether misprised:
but it shall not be so long, this wrestler shall clear all: nothing remains, but that I
kindle the boy thither, which now I'll go about. Exit
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5. Into the Forest
Rehearse and Perform
The extract below is where two of the key movements in the initial plot take place: Rosalind falls
in love with Orlando; Duke Frederick banishes Rosalind, making Celia feel that she too must leave.


In groups of three or four, read through the scene



Discuss the following questions:
o

How are Celia and Rosalind feeling at the opening of this scene?

o

How do their individual intentions and feelings change as they talk together?

o

Where is the balance of power? Is one of them in control or does it shift?

o

What decisions can you begin to make about the physical expression of feelings,
mood and power as the scene gets going?

o


How does the atmosphere change when Duke Frederick arrives?

Using a small part of the opening exchange between Celia and Rosalind, try acting the
scene two ways:



o

In your first version, direct it so that Celia is the stronger character.

o

In a second reworking, try to play Rosalind as the driving force.

o

Which works best for your group? Is there a third way where the balance is equal?

Once again, apply your learning from Section 2, making some firm decisions about how
the characters should be played and how the movement will echo the shifting moods
within the scene.



Where will you set it and are there any props or mimes you can introduce?



Rehearse and perform.

ACT I SCENE III

[Enter CELIA and ROSALIND]
CELIA
Why cousin, why Rosalind: Cupid have mercy, not a word?
ROSALIND
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Not one to throw at a dog.
CELIA
No, thy words are too precious to be cast away upon curs, throw some of them
at me; is all this for your father?
ROSALIND
No, some of it is for my child's father: O, how full of briers is this working-day
world.
CELIA
Come, come, wrestle with thy affections.
ROSALIND
O they take the part of a better wrestler than my self.
CELIA
Is it possible on such a sudden, you should fall into so strong a liking with old Sir
Rowland's youngest son?
ROSALIND
The duke my father loved his father dearly.
CELIA
Doth it therefore ensue that you should love his son dearly? By this kind of
chase,
I should hate him, for my father hated his father dearly; yet I hate not Orlando.
ROSALIND
No faith, hate him not for my sake.
CELIA
Why should I not? doth he not deserve well?
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Enter Duke.
DUKE
Mistress, dispatch you with your safest haste,
And get you from our Court.
ROSALIND
Me uncle.
DUKE
You cousin,
Within these ten days if that thou be’st found
So near our public court as twenty miles,
Thou diest for it.
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ROSALIND
I do beseech your grace
Let me the knowledge of my fault bear with me:
If with my self I hold intelligence,
Or have acquaintance with mine own desires,
If that I do not dream, or be not frantic,
(As I do trust I am not) then dear uncle,
Never so much as in a thought unborn,
Did I offend your highness.
DUKE
Thus do all traitors,
If their purgation did consist in words,
They are as innocent as grace it self;
Let is suffice thee that I trust thee not.
ROSALIND
Yet your mistrust cannot make me a traitor;
Tell me whereon the likelihoods depends?
DUKE
Thou art thy Fathers daughter, there's enough.
ROSALIND
So was I when your highness took his dukedom,
So was I when your highness banished him;
Treason is not inherited my lord,
Or if we did derive it from our friends,
What's that to me, my father was no traitor,
Then good my liege, mistake me not so much,
To think my poverty is treacherous.
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CELIA
Dear sovereign hear me speak.
DUKE
Ay Celia, we stayed her for your sake,
Else had she with her Father ranged along.
CELIA
It was your pleasure, and your own remorse,
If she be a Traitor, why so am I:
DUKE
She is too subtle for thee; and her smoothness,
Her very silence and her patience,
Speak to the people, and they pity her:
Thou art a fool, she robs thee of thy name,
And thou wilt show more bright, and seem more virtuous
When she is gone: then open not thy lips,
Firm, and irrevocable is my doom,
Which I have pass'd upon her, she is banish'd.
CELIA
Pronounce that sentence then on me, my liege,
I cannot live out of her company.
DUKE
You are a fool: you niece provide your self:
If you out-stay the time, upon mine honour,
And in the greatness of my word, you die.

Exit Duke.
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6. A Different Kind of Dukedom
Discuss
As Act Two opens, we meet Duke Senior and his followers in the forest of Arden. In any
production of As You Like It, you will find that decisions have been made as to how to make the
forest markedly different from what has gone before. Bear in mind also that most productions will
have one actor doubling as both dukes.


What would you do to make ACT II a contrast to ACT I?



What initial notes might you give to the actors who will play Duke Senior and Amiens?



Again, apply some of these Shared Experience approaches to a general decision for how
those actors should use their physicality.



Read, rehearse and perform the scene.

ACT II SCENE I

[Enter DUKE SENIOR, AMIENS]
DUKE SENIOR
Now my co-mates, and brothers in exile:
Hath not old custom made this life more sweet
Than that of painted pomp? Are not these woods
More free from peril than the envious court?
Sweet are the uses of adversity,
Which like the toad, ugly and venomous,
Wears yet a precious jewel in his head:
And this our life exempt from public haunt,
Finds tongues in trees, books in the running brooks,
Sermons in stones and good in every thing.
AMIENS
I would not change it, happy is your grace
That can translate the stubbornness of fortune

For more information visit www.theatrebythelake.com or call us on 017687 74411

20

Into so quiet and so sweet a style.
DUKE SENIOR
Come, shall we go and kill us venison?
And yet it irks me the poor dappled fools,
Being native burghers of this desert city,
Should in their own confines with forked heads
Have their round haunches gored.
AMIENS
Indeed, my lord,
The melancholy Jaques grieves at that,
And, in that kind, swears you do more usurp
Than doth your brother that hath banish'd you:
To-day I did steal behind him as he lay along
Under an oak, whose antique root peeps out
Upon the brook that brawls along this wood,
To the which place a poor sequester'd stag
That from the hunter's aim had ta'en a hurt,
Did come to languish; and indeed my lord
The wretched animal heaved forth such groans
That their discharge did stretch his leathern coat
Almost to bursting, and the big round tears
Coursed one another down his innocent nose
In piteous chase: and thus the hairy fool,
Much marked of the melancholy Jaques,
Stood on th’ extremest verge of the swift brook,
Augmenting it with tears.
DUKE SENIOR
But what said Jaques?
Did he not moralize this spectacle?
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AMIENS
O yes, into a thousand similes.

Direct
In this opening exchange of ACT II, we get our first taste of the forthcoming character of Jaques.


In pairs or threes, use the description of Jacques to plan how an actor could use physical
theatre and mime to play out Jaques’ actions as the speech is delivered. Take turns in
playing Jacques.

Write
Amiens finishes by saying that Jacques reacted to this incident with a ‘thousand similes’.


Have a go at writing some similes for how Jacques might describe the scene.



Bear in mind that Jacques is described as a melancholy character.
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7. The Seven Ages of Man
Discuss, Rehearse, Direct, Perform
The speech below is very well known, even by people who don’t know it’s from As You Like It
and may not even know it was written by Shakespeare. It is often known by its opening line or
called The Seven Ages of Man speech.


First of all, work as a group of three or more. Rehearse and perform the speech, using
as many actions as possible where more than one person is performing each action.
Concentrate on the actions, not worrying too much about how the words should be said.



Next, once again, apply your Shared Experience approach and work out ways it could be
delivered by one actor. Think about movement around the stage, facial expression, use of
gesture, tone of voice, pacing and pausing.

JAQUES
All the world's a stage,
And all the men and women, merely players;
They have their exits and their entrances,
And one man in his time plays many parts,
His acts being seven ages. At first the infant,
Mewling, and puking in the nurse's arms:
Then, the whining school-boy with his satchel
And shining morning face, creeping like snail
Unwillingly to school. And then the lover,
Sighing like furnace, with a woeful ballad
Made to his mistress eye-brow. Then, a soldier,
Full of strange oaths, and bearded like the pard,
Jealous in honour, sudden, and quick in quarrel,
Seeking the bubble reputation
Even in the cannon's mouth: And then, the justice,
In fair round belly, with good capon lined,
With eyes severe, and beard of formal cut,
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Full of wise saws, and modern instances;
And so he plays his part. The sixth age shifts
Into the lean and slipper'd pantaloon,
With spectacles on nose, and pouch on side,
His youthful hose well saved, a world too wide,
For his shrunk shank, and his big manly voice,
Turning again toward childish treble, pipes
And whistles in his sound. Last scene of all,
That ends this strange eventful history,
Is second childishness, and mere oblivion,
Sans teeth, sans eyes, sans taste, sans every thing.
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8. Shaping the Show
Write, Draw, Design
Now that you have looked at the opening scenes, key plot points and characters and considered
the Shared Experience approach to staging the play, start to think about how you would stage it.
Think about:


The set.



Costume.



Props.



Light and sound.



Casting.



Editing the script.

Use the scenes provided here or choose your own extracts from the play, then put together a
showcase to demonstrate and explain the unique nature of your own production of As You Like

It.

This Resource Pack was written by Dave Cryer, the Learning & Participation Manager at Theatre
by the Lake. If you would like to find out more about what’s on offer for schools and other
community groups, please email Dave on dave.cryer@theatrebythelake.com .
For all of our shows, there is a range of interaction on offer, some free and some paid-for.
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Theatre by the Lake, hailed by The Independent as "the most beautifully located and friendly
theatre in Britain", opened in 1999. It’s a short stroll from Derwentwater on the edge of
Keswick, amid the magnificent western fells of the Lake District. Comprising of two stages, a
400-seat Main House and 100-seat Studio, the theatre presents up to nine of its own
productions throughout the year as well as hosting a variety of festivals and visiting
companies, playing to over 130,000 people per year. It is the only Arts Council funded
producing theatre in Cumbria and for three years running has been voted the Most Welcoming
Theatre in the North West in the UK Theatre Awards.

Find us on social media:

Shared Experience is a theatre company which tours, and is renowned for having pioneered a
thrillingly distinctive performance style that celebrates the union of physical and text-based
theatre. From their first production in 1976, they’ve created theatre in this image; risky,
distinctive productions, vivid with the energy of live performance and the unpredictability of
the stage.
The company was founded by Mike Alfreds in 1975 and in 1987 Nancy Meckler became the
second Artistic Director, with Polly Teale joining as Nancy’s Joint Artistic Director in 2000.
Shared Experience is now steered by a group of Associates including the directors Rebecca
Gatward and Kate Saxon, the writer and director Jessica Swale and producer Conrad Lynch.
Under their authorship, the company is entering its fourth stage and is creating a new body
of work with a fresh voice.
/ SharedExperience

@setheatre

#AsYouLikeItTour | admin@sharedexperience.org.uk
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