MIRRORS OF CHRISTIAN KINGS
IDEOLOGY, THEOLOGY, ROLE-PLAYING:

THE RENAISSANCE KING AND SHAKESPEARE

By

@ DOREEN A DELVECCHIO, M.A.

A Thesis i
Submitted to the School of Graduate Studies
in Partial Fulfilment of the Requirements
for the Degree

Doctor of Philosophy

McSla.stqr Crnuversity

Jjune 1987



MIRRORS OF CHRISTLAN KINGS™



' DOCTOR OF PHILOSOPHY (1987

L 4

-

McMASTER UNIVERSITY
(English) . Hamilton, Ontario
TITLE: * Mirrors of Christian Kings: 1deology, Theology, Role-playing: 5

4The Renaissance King and Shakespeare

AUTHOR: Doreen A. Dcchcchid.

SUPERVISOR: Professor R.E. Morton

NUMBER OF PAGES: i, 318

4

—

B.A. {(McMaster University)
~ B.Ed. (University of Toronto)

M.A. (McMaster University)

E



v,

ABSTRACT

This thesis presents the results of an cxtcnsivc invcstigaiion into. the primary
materials which were instrumental in defining the theological basis of the nature of
kingship as it .was perceived in the Repaissance. Source materials include coronation
rituals and records, theoretical writings by such _writers as Erasmus and Elyot, sermons
and poiemical works of various kinds, and poems and treatises.  These sources
collcétivc!y confirm th.m there was an cxtensive ideology of the nature of kingship in
r:igiom tc;'rm. the key feature of which is that the king was regarded as & player of

a variety of roles, c:pecmllv roles which were based on divine mtﬁbutcs.' This

_ideology in turn affects the representation of kings in-Shakespeare's history plays.

- -

The first four chapters of the thesis are devoted to presenting the background
materinls which coliectively created this ideology, and to showing how in specific ways
it informs Shakespeares presentation of his kings as divine role-players” Each of the
four chapters examines a particular facet of the role of kingship as it was undcr.;,tood
in Renaissance theocentric politics, and in turn manifested in the theatre. Part two of
the thesis devotes five chapters to exploringe the ways in which Shaléapcarc used the
theory of the;Christology of kingship in the history plays. Henry VI is shown to be a
king who was only partially aware of his roles. leaving room ins the body politic for
the ambitious to attempt the roles he was failing to fulfil _Richnrd III perverts the

idcology by using the roles of king for entirely wicked ends: he is an anti-Chnist role-

Pplayer.  In the second Henriad. the wavs in which Hal grows into his roval roles is

explored, leading to an analysis of how he performs them in Henry 17 The most
extensive use of the theological ideclogy is found in Richard [I. which really is a play
about how the role of king is perceived New ecvaluations of the plavs can be thus
made in light of the primary material presented in the first part of the thesis. and the
evidence presented of Shakespeare's familiarity with the ideology of kingship here

described.
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FOREWORD _ .

Yet looks he like a king. Behold, his eye,

As bright as is the cagle's, lightens forth

Controlling majesty; alack, alack for woe

That any harm should stain 3o fair a show!
 (Rickard IT 1L iii. 68-71)

.

Much ink has been poured by modern scholars of Renaissance drama upon the
subject of kingship in Shakespearian drama; so much, indeed, that this has come to be
considered an exhausted field of study. The divinity of the king, his status as head of
a.n‘ordcrtd world, his relationship with characters who come in conflict with the kingly
ideal, have all been scrutinired through both historical and dramatic perspectives. As
in mﬁn_v thoroughly-trodden sul;jccm. it turns out that there often remains at least one
area that modern scholarship has overlooked. The role of the king in Shakespeare's
history plays has not vet been adequately explored from a theciogical .as opposcd- to a
political peint of view. The aim of this thesis is to investigate the theological
conception of the royal figure: interestingly, the foundation of Renaissance views on
kingship turns out to be conceived in terms §f the king as the actor of a divine role

or roles.

It i3 a widelv-recognized feature of Shakespeare's kings that they continually
cast themselves into roles. The mimetic process which lends his hero kings the
character of role-plavers thus turns out to be one rooted in religious orthodoxyv. an
orthodoxy which expounds the inherent divinity of the prince as an essential
incarnation of God. Drama's mimetic process thercfore approxmates that of religion.
and religion's political wing: just as the king incarnates a mimetic re-creation of the
divine, the 'stagc-ki_ng expresses his role by adopting others. being most kingly when
most f{eigning. In this \;-a_v the dramatic, the religious, and the political are more
closely aligned than has hitherto been suspected The relationship between theological
expressions of the nature of kingship, and the dramatic representation of the nl>lc of
the king in Elizabethan drama, is brought most sharply into focus in the history playvs
of Shakespeare, with their characters who are rulers and who would be rulers, who

1
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adopt for themsclves roles justified by religious authority in a complex way. An
investigation into the background materials of the period clearly reveals that the king
uanactorofGodbccauscthcroyaI’ offxccrrquu-ed it.

This study approaches the Ristory plays from three inextricably-entwined points
"of view: the historical, the critical, and the theatrical A revajuation of the history
plays is offered, arising from an investigation which. sheds new light upon the
Renaissance idcology  concerning the Christology of kingship, and its relevance to
Shakespearc’s plays. As Moody Prior has affirmed, “when we attempt to rcéons:ruc:
the age by means of scholarship, what cmerges for the most part is the common
denominator”.]  The "common denominator” which has emerged from my researches
through the documents of the period is a recurrent picture: a king's role demands
performance by a special kind of actor, a mimcn‘c construct of divine proportions. The
first part of the thesis demounstrates the pervasiveness of this view of rovalty in the
period.  The way in which this ideology informs the plays i3 best revealed by
considering how the presentation of a king on stage compares with what was 30
frequently affirmed to be the ideal in real life. That history and theology turn out to
be compatidle studies should give ii:c to no alarm: as Tillvard put it, "h;mon_: in fact
grows quitc naturally out of theology and is never separated from it. The connection
was still flourishing after Shakespeare's death”.=

Anvone attempting to write about the rcl:tion:,hip between a literary (or
dramatic) text and the intellectual and social milieu from which it sprang can hardly
fail to be aware, these davs, of the ch:;llcngu posed to this entire coacept by
developments in modern critical theory. These come in two chief {orms, one more
radical than the other. The radical challenge might be said to be encapsulated by
Derrida's celebrated remark, "l nv a pas de hors-texte". At first sight this
observation seems to do no more than reiterate the concepts that underlic the New
Criticism, but in fact it is rooted in Saussurian linguistics. Christopher Norris explains
it as follows:

1The Drama of Power, di.
Yew o, B
~Shakespeare's History Plavs. S. .

3Jacques Derrida, Of Gremmatology, 73.
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If reality is structured through and through by the mecanings we
coﬁvcmio'nally assign 10 it; then ‘the act of suspending ("deconstructing”)
those conventio a pcrtincncc‘ and force beyond the usual bounds of
textual (or "Iit:!:': interpretation. Mainmining-lhosc bounds is the
business of a common-scnse ghilosophy which stakes its authority on a
stable relation between world and text, the real and the written, object
and representgtion.  This mimetic economy is argued out between Plato
' and Aristote \gnd becomes, "in effect, the grounding rationale of western
philosophic tradition.*
r

ol

Clearly it will not do in the age of Derrida merely to :'Zz‘nore the current
challenges to "the grounding ratiopale of western philosophic tradition”, any more than

it would for a physicist now to follow a Newtonian model of the universe and ignore

Einstein or Hawking. There is a difference, however, between the literary scholar anﬁ’ '
the physicist: the Iatter is still within that "grounding ratiomale”™ trying to define a
reality which is perceived as objective, external to the consciousness, and describable
in language (even i it is the language of mathematics, which Saussure has nothing

much 10 say about).

A literary scholar who finds the Derridean formulae inappropriate to his view of
his activities s in a less fortunate. posi:ion. since those who are convinced pv the
doctrines of deconstruction deny any validity to alternative critical philosophies. This
brings up ‘the secend challenge mentioned above, which can be disposed of briefly.
Many of the currently modish critical writers fall with satirical glee upon the work of
scholars of the previous generation. An example is the derision that Tillvard's work is
now being held Lip tc: he s vociferously condemned as merely writing out the fantasies
of his own ideology: recoiling "from the debased values of bourgeois scciety™. and
"{earful of radical change”, he and others "tack refuge in scholastic visions of an ideal

_—

“"Post-structuralist  Shakespeare: text and ideclogy”. in  John Drakaks
ed. dlrernanve Shakes pecres, <7-S. -
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% order”5 Tillyard and others of his era are now the favourite targets of

those of radical turn of mind, who find in their so-called ""liberal humenism® a
 convenient whipping-boy to disguise their own_idcologics.® Many writers choose the
method of overtly decrying the “liberal humanist” idcolégy they deplore as a means to
more covertly writing propaganda for their preferred ideology, be it “materialist”,
feminist, Or whatever.’ This strategy can be dismissed for the shabby trick it is:
crying up ones -own wares by denigrating vour acighbour's. and it makes it no more
acceptable that Leavis practiced it on Bradley, or whoever upon whomever. = The
-+ dismissal of Tillyard's scholarship because of Tillyard's supposed social attitudes is mere

vandalism: what is needed is not rejection of scholarship, but its continual

improvement.  {

[ agree that the assumptions about the’ relationship between a writer and his
covironment, and the work and its reader, spectator, or critic, is more subtle than
used to be assumed, and that recent theoretical writing can  usefully re-focus

perceptions on this ares, especially in the way discourse functions. Barker and Hulme

SIW. Lever, "Shakespeare and the ideas of his time", in Skakespeare Sunvey 29,
ed. Kenneth Muir, S0.

CInterestingly, Tillvard was groping towards the concept of an ideological
apparatus, but he did not perceive in the analogy a strategy of coercion. nor could he
comment on the mechanisms whereby this coercion might be internalized psychologically
-as a svstem of rules governing behaviour. Rather, Tillvard's ‘picture’ of culture, though
now discredited. is tacitly regarded as a desirable objective coterminous in his own
time with an aesthetic which is offered as its natural manifestation." John Drakakis,
Introduction to .ilrermcave Qhakespeares, 15. The massively patronising tone of this
remark, together with its paralytically uncomfortable prose styvie. constitute two of the
worst {eatures of much receat critical writing about Shakespeare.

“See for instance, in .4ltermazive Shkakes pecres, the essay by Francs Barker and
Peter Hulme, "Nymphs and reapers heavily vanish: the discursive con-texts of Tie
Tempesr” (191-205), which long-windedly savs little more than that The Tempest is a
naughty colonialist play; or Jonathan Dollimore and Alan Sinfield’s "History and
ideology: the-instance of Henry 1™, which ends "We might conclude from this that
Shakespeare was indeed wonderfully impartial on the question of politics
alternatively we might conclude that the ideclogy which saturates his texts, and their
location in history, are the most interesting things about them” (227). "So to conclude
would be only another chapter in the sorry history of making literature into something
clse. as bad as any of the folliecsthal the authors of this collection castijate in their
"lberal humanist”™ predecessors.  And it would coaflict with the Demmdean principie
already mentioned.
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remark "each individual text, rather than a meaningful unit in itself, lies at the
intersection of different discourses which arc related to- cach other in a complex but
ultimately hicrarchical .way"8 and this re-formulation of a familiar concept in .modern

terms is useful ‘ C -

The discourses concerning kingship in the Renaissance arc ordered by other
'dxscourscs of a2 t'undamcmanv theological nature, which then are msm”bed in the
political discourses of the Tudor era. These discourses “4re the meta-text of the drama
of Shakespeare and his contemporaries, which are re-ordered into dramatic discourses
reflective to a greater or lesser extent of their ideology. The notion that ideology is
impenetrable to all but modemn critics is another impertinence which can be dismissed
out of hand: [ feel, in common with many generations of scholars and critics, that
Shakespeare was uniquely capable of perceiving the ideologies of his time critjcally,
and shaping them consciously into drama: Barker and Hulme's “intersection of
discourses” is by him intcllectually and aecsthetically controlled Yet the plain fact is
that pcople no longer think about kings or the roval function in the ways in which
Shakespearc and his contemporaries were able to do. The recovery of that ideology,
then, is a critical strategy of comcqucncc'. as well as an historical duty.

‘ ‘To expericnce these texts, cither as 2 spectator in a theatre or as a scholar in
a library, is.to engage in discursive interaction, in which their ideology informs and
challenges our own. To say this is to sav nothing new, since Madeleine Doran said
much of it before. The only novelty xs the -perception that the modem scholar cannor
be a puncrum indifferens, a purely objective intellect, but rather in his discourse must
contribute an ideological colouring of his own to his subject. My ideologies are, 1 -
think, probably very self-cvident: I believe in the greatness of Shakespeare, and the
existence of histor}'.g My position in this study is that, .whatever was the situation
for spectators in the Elizabethan era, there is now a "hors-texte”, which must be

- . " : 5 .
recovered. presented, and re-integrated into its discourse, and that Saussurian

S1bid.. 197. -

.91 imagine thar these beliefs make me vet another obsoiete “liberal humanist”.
Actually, [ am a Christian, an ideology that is no end of help when it comes to
assessing the influence of theology on dramatic texts.



6 ) ..
linguistics do not always provide a scholar with all the tools necessary to locate a text
in its inteliectual milicu. 10 |

This thesis, then, attempts to explore the ideology of kingship in two distinet
but connected ways. The first part presents the background materials which jnform
the concept of the king as a divine actor. From different sources such as sermons,
letters, law-reports, historical and contemporary accounts, coronation records, ballads,
liturgical services, and so on, the doqumentary record displays the attitudes of an age
of ‘political and religious thinking from the 1550s to the middle of the seventeenth

century. From a purcly chronological view, the documentary cvidence reveals that the

image of the king as an actor of Christ grew progressively stronger and more
informative, so that the concept had become a cgmmo‘nplacc by the time Shakespeare
began to write, and afterwards. The pervasiveness of the idea is proven by the variety
and the quantity of the examples offered. Ilustrations not only from Shakespeare's
history plays, but also from his other dramatic works, help to confirm that he was
aware of this ideology and used it in various discursive ways. Part two of the thesis
applies the materials presented in part onc to Shakcs;;carc's history plavs. These
discourses occasionally dramatize a milieu in which the ideology is the society's
effective principle. More commonly, they reveal individual kings, and would-be kings.
who fail t0 understand it, or who depart from i:-in a significant way. [ treat the
pluys in.the probable order in which Shakespeare composed them, except for Richard
II, which [ leave to the last chapter; for it, more than anv other play, illustrates the

relationship of the king, as a role-player, with the sacred office.  Although [ have

confined my study to Shakespeare, it was very evident that many of his contemporaries

were also fully aware of the ideclogy of kinéship. and ‘used it for similar, though not

always as intense, dramatic purposes.

10The position of modern critical theorists on these issues seems to me often
warped by a rcfusal to consider seriously questions of scholarship and practical fact.
The. cincaste who attempted analysis of a film made upon a camera that ran at o
differene shutter-speed from the projector would rapidly become awarc of an hors-texte
that no amount of theory could circumvent. The same is, of course, applicabie to the
bibliographical situation of historicai and theatrical texts of the Renaissance. More
work still needs to be dor® on the way ideology was translated into discourse at the
popular, rather than the intellectual level ittle will be accomplished by pretending
that these matters do not exist, or that they are irrelevant.

~t
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First editions were consulted wherever possiblc' for the ‘primary materials
discussed in the thesis, and reliable scholarly editions of all the plays discussed were
used; ' for Shakespearc's piays, | have used the Arden editions consistently (but have
expanded the abbreviated speech prefixes). Throughout the thesis, [ use the word
"King" with a capital to denote the individual who occupies the office and who plays
the role, while lower-case "king" is used to demotc the office itself. Like many
students of the perio&. I admire the historical scholarship of Keith Thomas and have,
therefore, found his methods of presenting documentary material a ﬁcfﬁfxﬂ paradigm in
the first part of this thesis. . [ am aware of how incomplete this study. is, and expect
it will nced modification after further research, though I am in no doubt that the main
outlinc is reliable. My approach to the plavs isIn no way a dogmatic one, but simply
airm-io sﬁggmt that the correspondence between theology and the plays offers a new
way to re-consider Shakespearc's works, and the "intersection of discourses” which

they mark. .



CHAPTER ONE

"PLAY™: THE COURT AS THEATRE: THE "SHOW" OF MAJESTY
On 16 October 1555, surrounded by a curious throng of spectators in an Oxford
. street, Hugh Latimer and Nicholas Ridley attested their faith by dving as martyrs at
the stake. John Foxe described the scene with this celebrated a&ount of their
bravery: "then they brought a fagotte, kindled with fire, and laid the same down at
Doctor Ridley's feete. To whome M. Latimer spakc in this manner: .Bee of good
comfort Master Ridley, and play the man, wee shall this day light such 2 Candle by
Gods grace in England, as [ trust shall ncuer bee putte out." V

A moment of intense physical su}fcﬁng 18 here defined by artistic language which
uses the metapbor: of mimesis to express an ultimate truth. How can a dying man
"play” a role when in°exrrerus? It is difficult to imagine how pretence can be
‘achicvcd while in pain -- but such is the stuff of which martyrs and heroes are made.
The dving Gaunt in Shakespeare's Richard II ambles through cieven lines of verbal
sclf-declension, provoking Richard's question: "Can sick men play so nicely with their
names?” (II. L 84). But "Gaunt” is of course only an actor playing at suffering, and
the scene does not end with the sort of real ‘death that Ridley and Latimer had to
face. However, the Elizabethan was trained from youth to respond to life by imitating
worthy models; to adopt a role was a "natural”, “"real” responsc 10 a crisis, even onc of
life and death. -

Contrasting thus between the “real” world and that of the theatrc leads
nonetheless to a false conclusion. In the Elizabethan period the two worids merge tn
. the universal image of life cospsisting in the playing of roles. Mimesis in human naturc
is Lhcolog[imuy rooted; man is fnadc in the image and likeness of God "in rightcousnes
& truc holines”, as one commentator of the Geneva Bible glosses Genesis. His marginal
note directs the reader to Ephesians 4:24 where ™his image and likenes of God is-

expounded” as "putting on the new man"2  Jesus, who “put on" manhood, Himself

1 ictes and Monuments, I11. 1607.
“Genesis 1:26 note t. References are to the Geneva Bible, facsimile cf the 1560 ed.

8
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realized in Gethsemane the painful struggie entailed in the role he was about to bring
to completion. Preaching his Lenten sermon before King Edward VI, Bishop Latimer
spoke of Christ's passion in terms of a man who becomes surety for the debt of all
sins: "such a part played our Saviour Christ with us.”> God is not only a player in
Theatrum mundi but also its artistic director: "God", wrote Walter Ralczgh. "who is the

Author of all our tragedies, hath written out for us, and appointed us all the parts we .

are to play" 4

Indeed, for Raleigh there is no "other account to be made of this
ridiculous world, than to resolve, that the change of fortune on the great Theater, is
but as the change of garments on the lesse. For when on the one and the other,
every man weares but his owne skin; the Players are all alike".5 _Men follov;v idle and
false piecasures in the "Stage-play Worid': rather than "tetome the shadow of God by
walking after him"® It is ironic that Raleigh's app-roban'on of prdpcr action is given

in mimetic terms; to be a "shadow” "after” is also to play.

The concept of role-playing appealed to a generation of playwrights fascinated
by the idea that theatrical incarnations. in all possible forms, ought to be the stage's
subjects.  That the world.was a theatre and all men mere plavers was an ideological
commonplace by the time Shakespeare came to write his plays ;md does not need re-
establishment here. Thomas Van Laan lin his Role-playing in Shakespeare counts some
scventy-four instances of the verb "pI{sy" in an histrionic context in the canom; an
average of two instances per play. ’I‘hc "consistency with which this pattern recurs :;1
plav .éfiér play demonstrates Shakespearc's considerable interest in role-plaving, both as
a conception of character and as the besis for an action. It suggests, in fact, that he
thought of dramatic man as a role-playing animal"’ Van Laan's and Annc Righter's
treatments of this_ aspect of Shakespearian dramaturgy are well-known and do not

require reiteration. My purposc in this present discussion is rather to illustrate a

-

3"Seventh Sermon before I\mg Edward V1, April 19, 1594", in Selecrted Sermons,
ed. Allan G. Chcstcr. 122

"Preface” to the History of the World, D1V,
SIbid., DT,
. O1big.

T24.8,
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hitherto unexplored aspect of this concept, namely the way it relates 1o the play-world
"of the royal cowrt of kings, mot only in Shakespeare's historv plays but also to thcb
+ world of the real courts which i_nformcd their stage counterparts. In the process it
will be conclusively demonstrated that the king is the central icon of the court player.

The courtier, as Ferdinand in Webster's Duchess of .Malf y reminds his followers,
should take his cues from the leading player: "Mecthinks you that are courtiers shoulc(
be my touchwood, take fire when I give fire; that is, laugh when I laugh, were the
subject never so ywitty" (L L 120-23). The actions of men at court can never be
entirely their ow;ﬁn) for a pre-described code of behaviour determined that one must
never rcveal one's real intentions. Handbooks on the "art” of the courtier were
regularly published in: the century. _Céstiglionc suggutc& that the courtier should
"fram¢ himselfe” to such an art, “though by nature he were not enclined to it"3
Masques at court were to be encouraged so that a man through disguise could best
"shewe himselfe” for the benefit of the onlookers’ imaginmions.9 His relationship to
the wd be one of readily apparent service:

so that whansoever his lorde looketh upon him, he may -thinke in his
minde that he hath to talke with him of a matter that he will be glad
to hearc. The which shal come to passe if there bee a good judgcmcnt

. in him to understand what pleaseth his prince and a wit and wisedom to
know /how to applie it, and a bent wil to make him pleased with the
thing which perhappes by nature should displease him. 10

That this sort of behaviour grew into dangerous flattery of the prince is not
surprising.  Elizabeth, writing to James VI, cautioned him against such .ill-placed

reliance in those "who to peril a King were inventors or actors . . . who under

SBaldassare Castiglione, The Book of the Courtier, trans.. Thomas Hoby, 177.

SIbid., 116. Holinshed. in his Chronicles. described some ten masques in the court
of Henryv VIII, in which the king himself took repeated delight in adopting various
disguises,805ff.-922. Shakespeare makes special use of one of these masques in Henry

VIII. The King, disguised as a shepherd, unmasks himself in the midst of his court at
Cardinal Wolsey's palace (1. iv).

107pig., 124.
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pretence of bettering vour estate, endangers the King"!l From the time of Gorboduc
on, dramatists used the -stage to the ‘'monarch against such dangers. In
Shakespeare, tho{xgh the homiletic inte
yes-man is regularly represented as a)negative influence. Lancaster, speaking to the

rebellious Archbishop of York, nicely

never overt, the man who plays the king's

uch sinful action in terms of a faise

" favourite.

That man that sits within 2 monarch's heart, R
A;xd ripens in the sunshine of his favour,
Would he abuse the countenance of the king,
Alack, what mischicfs might he set abroach
- ) In shadow of such greatmess! With vou, Lord Biskop,
"Itisevenso. (2 Henry [V IV. ii. 11-16)12
.

In Henry VIII the king turns away from the sceming manipulation of the flattering

- Winchester:

= You were ever good at sudden c.ommcndations.
Bishop of Winchester. But know, I come not
To hear such flattery now, and in my presence
They are too thin and base to hide offences;
To me you cannot-reach. You play the spaniel,

And think with wagging of vour tongue to win me (V. ii. 156-61)

So much was flattery associated with the idea of "play” that the connexion of
theatre and court became a commonplace. “Flatterers”, wrote Peter Bouaisteau, "are

such kinde of vermine, that do nothing eclse but fyl their [Princes] ecares with

Iy September, 1592, The Letters of Queen Elizaberh, ed. G.B. Harrison, 222.

12¢t. in the same speech:
O, who shall believe
But you misuse the reverence of vour place,
Employ the countenance and grace of heav'n -
As a false favourite doth his prince's name,
In deeds dishonourable (23-6).
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uaneccessarie plce:sum and delights, whose exercise is onely to watche apt houres and
tymes to fecdc them with toyes and fantasies, wherein they do so well play their
parta."13 Richard II and Bucki.néham provide a wonderful descant on how villains of
the court need to have their histr.ionic talents at the ready:

Richard. Come cousin, canst thou quake and change thy colour,
Murder. thy breath in middle of a word,
And then again begin, and stop again,
As if thou were distraught and mad with terror?
Buckingham. Tut, | can counterfeit the deep tragedian,
' Speak, and look back, and pry on every side,
~ Tremble and éi'an at wagging of a straw,
K,/ ) "~ Intending deep suspicion. Ghastly looks
Are at my service like enforced smiles,
“And both are ready in their offices

At any time to grace my stratagems. (IIL v. 1-11)

For some, the part becomes an actual character assumed from classical
antiquity: the plotting Suffolk in I Henry VI sces his venture to bring home Margarct
as "did the vouthful Paris once to Greece” (V. v. 104). Warwick is to Henrv his
"Hector” and his "Troy's truc hope” (3 Henry VI IV. viil 25). Even when danger is
imminent, the character may articulatc his peril in theatrical terms: the betrayed
Gloucester in 2 Henry VI sees the calculating court orchestrating his ruin, where

treason is invested in the very looks of the surrounding lords:
~

But min¢ is made the prologue to their play:

D

13To the Reader” of his French trams. of Chelidonius Tigurinus, Of rhe
Insntution and firste beginning of Christian Princes. English trans. James Chillester, 3.
The counterfeiting courtier became the'subject of popular songs: "Beware faire Maides
of Musky Courtiers oathes, | . . . Their hearts doe liue tenne regions from their
tongues. | For. when with othes thev make thy heart to tremble, | Belecue them lcast.
for then thev most dissemble” (William Corkine, The Second Booke of .4yres, 1612,
stanzas 1 and 3); "Long haue I liued in Court, vet learn'd not all this while, : . . . To
cloake a poore desire vnder a rich aray” (John Mavnard, The XII. Wonders of the

World, 1611, "The Courtier”). Both quoted from Lyrics from English Airs 15964%22, cd.
Edward Doughtie, 391, 381.

Ll
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For thousands more, that yet suspect no peril,

Will not conclude their plotted tragedy.

Beaufort's red sparkling cyes blab his heart's n‘z'ahcc,

And Suffolk's cloudy brow his stormy hate; ' \
Sharp Buckingham unburthens with his tongue

The envious load that lies upon his heart (III. i. 151-57)

The .Duchess of Gloucester, too, is willing to "play [her] part in Fortune's pageant” (I.
il 67). Hastings in Richard III, mocking his adversaries, will "live to look upon their
tragedy” (L i 58). Buckingham's surveyor brings evidence against him to King Henry
VIII, for thinking to have "play'd | The part [his] father meant to act upon,” by killing
the king (Henry VIII L i 194-95).

The play ‘analogy extends outside the court to the battleficlds of war. Warwick,
cager to get back into the fighting in 3 Henry VI, scolds the retreating forces for
standing’ around as if the "tragedv { Were playd in jest by counterfeiting actors” (IL
ii. 27-8). Henry V is encouraged to invoke the “war-like spirit” of his great uncle
"Edward the Black Prince | .Who on the ‘French ground play'd a tragedy" (1. ii. 105-6).

Shakespeare did not have to look hard to find in his sources numerous accounts
of nobles who were portraved as actors in the great play that History had written. The
famous Mirror for Magistrates (1559) was offered as a series of nineteen "tragedies”
written to p;mcm the voices of the past in dramatic form.l* In the "Complavnt of

Henry duke of Buckingham" his failed court machinations are likened to a play:

Like on a stage, so slept [ in stravt waye )
Enioying there but wofully god wot,

As he that had a slender part to plave:

To teache therby, in earth no state may stay,
But as our partes abridge or length our age

So passe we all while others {yll the stage. (43-9)

14gq. Liy B. Campbell The collection of poems was modified and extended
throughout the pericd in various editions: 1563, 1571, 1578, 1587.
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And in the poem on Cardinal Wolsey we find:

™ -

Shall T looke on, when states step on the stage,
And play theyr parts, before the peoples face? (1-2)

King Edward I'V reviews his life thus: "I have playd my pageaunt: now am [ past” (73).

Even the very éppcaranoc of Eﬁmbcth's own court was dictated by the concept
that every noble must dress according to his degree, or, in other words, according to
his publicly-sccepted role. Henry Chettie recorded that "by expresse Statutes, [the
queen] appointed all men and women_to be apparclled in their degree and calling". 15
There was a proclamation issued on 12 February 1580 against “excesses in apparel®; it -
declared, for example, that none under the degree of an Earl could wear “sylke of the
colour Purple, cloth of Golde, or Siluer Tissucd, nor furre of Sables™.16

If the court was a world of "sceming”, where cvery action was defined in terms
of decorum - the appropriateness of gesture, look, movement, and language -- by
virtue of the courtier's social position, how much more significant does this concept
become when we consider the star around which the courtier's social structure
revolved, The king, and more specifically, tﬁc role of king was universally
acknowledged, and very fully described. It was the king, who, as accepted master in
the play-world of the court, became its greatest actor. It is not surprising, therefore,
to find that the monarch himself reguiarly dmc;'ribcd his office in such terms.
Speaking before her parliament on the great mauer of Marv's execution, Queen
Elizabeth reminded her councillors of the nature of her position: .

For we princes, [ tell vou, are set on stages, in the sight and view of
all the world dulic observed; the eies of manic behold our actions: a

spot is soone spied in our garments: a blemish quicklie noted in our

lsEng[ands Mouming Garment, EITV,

16The stwatutes were carried over from the rcigns of Henry VIII and Mary with
the introduction of modifications under Elizabeth. Leaves from the proclamation are
reproduced in Samuel Schoenbaum's Shakes peare the Globe & the World, 66.
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doings. It behooveth us therefore to be carefull that our proceedings be

just and honorable.l7

- Writing to Cardinal Wolsey in 1528, Henry VII began his letter with the affirmation
that "I have played both the part of a master and friend".18 King James I, who had a
great deal to say on the subject, told his parliament in 1609 that the heart of the king
in the hands of God is something he will now "performe for [his] part”.}9 In the same
speech he re-echoes Elizabeth's use of the familiar simile: "As I have already said,
Kings Actions (cven in the secretest places) arc as the actions of those that are set
upc;n the Stages, or on top of houses: And I hope never to speakc that in private,
which I shall not avow in publique, and Print it if need be"20 What is interestiy
about this statement is the implication that even when alone, the king must always be
in role2!  James saw 'all functions of the roval prerogative as a variation on this

theme; it is the King's pant”, he wrote in 4 Counterblaste 10 Tobacco, "(as the

L

17Holinshed recorded the speech of 1586 in his Chronicles, 1583. The French
. ambassador to Elizabeth's court was able 1o confirm that "she is a princess who can
act any part she pleases”; see J. E. Neale. Queen Elizaberh, 256. In a funeral song,
Elizabeth is said to have been "throwne by Death from her triumphant Stage”, Chettle,
Englandes Mourning Garment, F1*. Throughout her reign, Elizabeth remained confident
about her roie as a monarch. In a letter to James, January 1593, she laid repeated
stress on how a king should act: "Think me, I pray vou, not ignorant what becometh. a
King to do, and that will [ never omit", Lerzers, 224.

18The Lerters of King Henrv VI, ed. M. St. Clare Bvrne, 77.
19The Political Works of James I, ed. Charles Mcilwain, 306.

2O7bid., 310. James had previously directed his son's attention to this image in
Basilikon Doron: "It is a true olde saving, That a King is as one set on a skaffoid,
whose smallest actions & gestures al the peopie gazingly: and therefore although a
King be never so precise in discharging of his office, the people who seeth but the
outwarde parte, will ever judge of the substance by the circumstances, & accerding to
the outwarde appcara:}_cé". 121-22.

21Erasmus stipulates the same behawiour in The Educarion of a Christian Prince,
ed. Lester K. Boern: "Let him so conduct himself in the privacy of his home as not to
be caught unawares by the sudden entrance of anvone”, 210. Sir Thomas Elyot, in The
Book Named the Governor, ed. S. E. Lehmberg Dent, affirms the same: "They [princes]
shall also consider that by their pre-eminence they sit as it were on a pillar on the
top of a mountain, where all the people do behold them. not only in their open affairs,
but also in their secret pastimes”, 97.

.
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proper - Phisicion of his PMbodic) 10 purge it of all thosc diseases by
‘Medicine". 22 ‘

The king's speech was an important part of his role. "Majesty”, wrote Sir
Thomas Elyot, is not

in speech outrageous or arrogant, but in honourable and sober

demeanour, deliberate and grave pronunciation, words clean and facile,

voidj of rudeness and dishonesty, without vain or inordinate jangling,

with such an excellent temperance, that he, among an infinite number of

other pc;sous. by his majesty may be espied for a govcmor.23

For Erasmus,

the real character of the prince is tevealed by his speech rather than by
his dress. Every word that .is dropped from the lips of L$ prinee is
scattcred wide among the masses. He should exercise the greatest care
to sec that whatever he says bears the stamp of [genuine] worth and

evidences a mind becoming a good px'ino::c.:4

In his advice to his son, James stressed the importance of a prince's ability to combine
elocution and gestural art;

the next thing that ve haue to take heede to, is vour speaking &
language, whercunto [ iovne vour gesture . . . actione is one of the
chiefest qualities that is required in an oratour, for as the tongue

speaketh to the eares, so doth the gesture speake to the cies of the

22See OED definition of "politic”, 1c.
B3The Book Named the Governor. 100.

23 Education o f a Christian Prince, 210.
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. auditoure. In both your speaking and- your gesture then, usc a natural &
plaine formc n25

The Archbishob of Canterbury, in Henry ﬁ._praisa the King for the kind of oratorical
qualities that James describes: J

when he spcald.
The air, a charter'd libertine, is still,

And the mute wonder lurketh in men's ears,
To steal his sweet and honey'd sentences;

So that the art and practic part of life

Must be-the mistress to this theoric (I L 47-52)

The king was not frec to take off his role like a costume when he wished: the
public’ posture was a perpetual condition taken on at birth "After vou have once
dedicated voursclf to'the state, you are no longer free to live according to your own
ways. You must keep up and preserve the character vou have assumed.">® However,
Erasmus's exhortation implicitly warns of the dangers .if nothing morc than the external
appearance or title of the kingly person was all that was achieved:_and this necgative
possibility is expressed once again in terms of a play image: "a King, if he have nought
but the name of a King to commend him, he shall be no better than Rex larvamus, c
King on a theatre; or Rex ludicer, a King at chesse, a wooden Kz'ng".:T Machiavelli
would have no other kind of king than one who is prepared to lie and deceive and one
who knows how to "appear” in front of his people to attain his ends. 28 It scems that

the image of playing the king suited such a variety of uses that it was impossible to

25 Basilikon Doron, 135-36.
26£‘duc::n':'orx of a Christian Prince, 182.
~7John Rawlinson, I"ivar Rex. 13.

2811 Principe, trans. and cd. Mark Musa, XVIIL "A uno principe, adungue, non ¢
necessario avere in fatto tutte le soprascritte qualita, _me ¢ bene necessario parere di
averle. Anzi ardiro di-dire questo: che, avendole ¢ osservandole sempre, sono dannose;
¢ parendo di averle, sono udli: come parere pietoso, fed¥ie, umano, intero, religioso, od
essere; ma stare in modo - edificato con Panimo, che, btsor:nando non essere, tu possa ¢
sappi mutare ¢l contrario”, 146.

-,

=
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think of the office and the individual who filled it as existing outside the limits of

Even in the plays other than the histories, examples of the magistrate and king
whe is a performer of some kind occur regularly. Coriolanus (to put it mildly) docs
not like the public ceremonial role the people demand of him: "It is a part | That I
shall blush in acting” (IL il 14445). Similarly, if Tess noisily, the Duke in Measure
for Measure-does not "relish well" the peoples' "loud applausc” and therefore does not
like to "stage [himscif] to their eyes” (Measure 1. L 67-72). Prospero's falsc brother is
said to have "play'd his part” to~be "absolute Milan" (Tempesr I L 107-9). The fool in
Lear admonishes in a songehis master's folly, "thar such e king should play bo-peep" (1.
iv. 173). Lear himself bas the famous imsight that life is played upon “this great stage
of fools” (IV. vi 180). He Lhrcmcn."‘ Goneril to "resume the shape which thou dost
think | [ have cast off for ever” (L iv. 307-8). “Your Highness' part”, as Duncen-is
reminded by Macbeth, s to roceive our duties” (Macbeth 1 iv. 23-4).  The final
"meeting of the two kings” in The Winter's Tale, and Perdita's reunion with her father
is described as having the "dignity of {an] act worth the audiencs of k:i‘ngs and princes;
for by such was it acted" (V. i 79-80).

'l"hc'lhistory plavs arc to a great extent abour the role of kingship (whether
badly or well performed by the bearer of the title) so that one findc'is the image
-continuall}' cmploved Heary VI is a king who con "prettily . . . play the orator” t'I
Henry VI TV. 1 175). Richard too will "play the orator as well as Nestor | Deceive
more skily than Ulvsses could, | . . . Change shapes with Proteus for advantages” in
order to attain the crown (3 Hemrv 1T Il ii 188-92). He is in his own play
“"deterntined” to “prove a villain" in his part (Richard [II 1. L 30). Elizabeth, later in
the same play, i3 described by Margaret as a “"poor shadow, painted queen, | The
presentation of but what I was; | The flattering index of a direful pageant” (IV. iv. 83-
5), "a queen in jest, only to fill the scene” (91)  Chatillon accuses King John of
"borrow'd majesty” (King Johr L L 4) a majesty which in this play is described as a
"form" Which can be "put on® and "shaped” (V. vii. 26.7, 101-2). The death of Arthur
s 2 "heinous spectacle™ of "dead rowalty” (IV. iiL 56, 143). Henry IV] on his death-
bed. laments that his reign has been "but as a scenc” which has acted the argument of
kingly cares and rebellion (2 Henry [17 IV, v. 197-98). Hal now king, comments that
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_sorrow ;o royaily appears in his brother-princes that he too willi "deeply put the
fashion on" (V. ii. 51-2). And occasionally a subject can bestow the role of king upon
his superior: Warwick is dubbed the "king-maker”, as he plays musical thrones between
' York and Henry in 2 & 3 Henry VI. Buckingham is in a similar position with Richerd
III, and Hotspﬁr 100 can resent the fact that ﬁc and the other Percies hgv "given”

Henry "that same rovalty he wears” (1 Henry [V IV, iii. 54-5),

England itself could assume a role: John Aylmer, in his treatise on obedicnce,
had the voice of "mother” England speaking directly to her loval sx.tl:q'ct:t:‘..:’-9 The
country as pc.monific.ation was a long-established image, which vet ties in niccl.y with
the idea that the whole realm, cven, is involved in a role-plaving process in both the
daily cvents and the overall providential creation of history. 'The noble isle doth
want her proper limbs" exclaims Bucl-u‘ngham' in his (histrionic) attempt to persuade
Richard to take the crown (Rickard [IJ Ul vii 124). "England”, sayvs Richmond, lives
under tyranny: she “hath long been mad, and scarr'd herself™; the "edge of traitors”

-would make "poor Epgland weep in streams of blood” (V. v. 37).30

In a very perceptive observation, Robert Ornstein comments: “"Shakespeare
understood that in politics believing is _often sceing"5!  The ritualistic, public

presentation of the awe of majesty was a "tangible expression of political mystery".2<

29wherfore as a friende 1 exhorte vou, and as a mother require ydu (my dere
. Englysh chyldren,) to knwt your selves together with brotherly love, and with unfained
obedience, to defende me and my governesse”, .dn Harborowe for Faithfull and Trewe
Subjects, RIL.  Note that in criticism too, England is personified: Tillvard, in
Shakespeare's History Plays, 'argues that England herself is the hero of the first
tetralogy, 160,

3¢y, 2 Henry I": "he doth bestride a bleeding land. | Gasping for life under
great Bolingbroke (1 i 207-8): "then vou perceive the body of our kingdom | How foul
it i3, what rank discases grow" (IIL i 38-9%; Richard II: England is "This nurse this °
tecming womb of royal kings" (Il i. 51); "Ten thousand bloody crowns of mothers' sons
| Shall ill become the flower of England's face” (1. iii. 96-7); cf, Macberh V. iii. 39-41.

314 Kingdom for a Stage, 30.

32ibid. In a recent article, David Scott Kastan explores how the theatre works to
expose the mystifications of power and how its counterfeit royalty raises the possibility
that rovalty is itself a counterfeit; "Proud Majesty Made a Subject: Shakespeare and
the Spectacle of Rule”, $Q, NXOUNVII ( Winter 1986) 456-75.
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Wherever he went, the king was a show of what he represented. A prince. thought
Erésmus. should not shut himself up in a palace, but ought to travel about to see and
be seen by the people; during this time i_:c was not to appearc "emravagaﬁt or lavish
but splcndid".33 Sir Thomas Elyot-- included a whole section on. the “exposition of
majesty” in The Governor: L |

7

/ <
—

In a governor . . . the fountain of all excellent manners is  Majesty:
which is the whole proportion and figure of noble estate, and is properly
a beauty or comeliness in his coumcnanc-c. language and gesture apt to
his dxgmty. and accommodate to time, place, and company: which, like as

the sun ‘doth his bcams so doth it cast on the behoiders and hearers a
pleasant and tcmblc reverence. > -
Machiavelli held it to be sscﬁu'al that’ the prince from time to time mingle with his
people in public display, in ordef to exhibit his humanity and munificence.33 The more
“the king is surrounded by the brilliant pageantrv of his office, the morc his
superhumanity is made manifest. James remindéd his son that "this glistering worldlic
glorie of Kings is given them by God, to teach them to preasse so to glister and shine -
before their people . . . that their bright lampes of godlines and vertue, maye (going in
and out before the people) give light to all their slcps."36 The displav was to have an
inspiring effect on the viewer, so that men would rejoice in the mere sight of the
sovereign. Gloucester, in I Henry VI, declares “that the “presence of a king engenders
bvc | Amongst his subjects ,aﬁd his loval friends, | As it disanimates his enemies” (lil.
L 181:3). A contemporary ballad records how the citizens of London celebrated
Elizabeth’s return from a lengthy stay in the country: "The people flocked there amain.

| The muititude was great to see; | Their jovful harts were glad, and fain .:"To view

“3Educarion of a Christian Prince, 247.

34100 ff.
350 Principe, NXI, "E perche ogni citta ¢ divisa in arte o in tribu, debbe tenere
conto di quelle universita. “raunarsi con loro quaiche volta, dare di sc cscmplo dj

umanita ¢ di munificenzia®, 190.

36 gasitikon Doron. 5-6.
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her princely majcs:y".37 The many royal progresses which Elizabeth made throughout
the realm were a deliberate and cxpc::xsivc means of staging herself to her subjects'

cyes; they were lavishly mimetic elaborations in their. own right.38 If Ja.ma VI was to
maintain his reign in Scotland, Ehzabcth cxhon?d him (again) to show himself worthy

the piace, in order to sccurc his subjects’ love and fcar 39

Majesty, therefore, plays a role; hence the theatre is a fitting place for it to
be viewed. Proculeius begs Cleopatra 10 "let the world see | [Antony's] nobileness well
acted" (V. il 44:5); Clcopatra desires to die in full costume dress: "show me, my
women like & queem: go fctéh'i My ‘best. attires™ (V. i 226.7). Cyvmbeline cannot
“show" less sovereignty than his subjects for it would "appear unkinglike" (I v. 47).
The best explication of staged kingship in the history plays comes in I Henry IV when

Henry tries to instruct Hal on the finer arts of public relations:

[ could not stir .

But like a comet [ was wonder'd at, )
That men would tell their children, "This is he!"
Others would say, “Where, which is Bolingbroke?"
And then { stole all courtesy from heaven,
And drcss'd myself in such humility
That I did pluck alicgiance from men's hearts,
Loud shouts and salutations from their mouths,
Even in the presence of the crowned King. _ v
Thus did [ keep my person fresh and new,
My presence, like a robe pontifical,
Ne'er seen but wonder'd at, and so my state,

- _ Seldom, but sumptuous, show'd like afeast,

And wan by rareness such solemnity. (II1. ii. 35-59)

374 Coilection of Sevenrv-Nine Black-Letter  Ballads, No. 52, by Richard
Harrington. ed. Joseph Lilly, 36-7. :

38See John Nichols, The Progresses and Public Processions of Queen Elz:aberh
vols. passim.; lan Dunlop, Palaces & Progresses of Elizabeth [, 120.

3911 September, 1592, Lerrers, 222.
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Richard's fault, according 0 Henry, had been carelesslv to tarnish the quality of his

public demeanour:

So, when he had occasion to be seen,

He was but as the cuckoo is in June,

Heard, not regarded: seen, but with such eves

As, sick and blunted with community,

Afford no mraordinary gaze, )
Such as is bent on sun-like majesty

When it shines seldom in admiring eves {74-80)

The players, says Hamiet, "are the abstract and brief chronicles of the’ time"
“he that plays the king" is the recognizable actor of a performing concept of ideals
like those of such stock characters of the “"adventurous knight". the “lover”, the
"humorouswegan”, the “clown", the "lady" (I. i 318-25).% " As Anne Righter has
recognized, "not only is the actor on the stage committed in ihc w;:rld of illuston 10
play the king, but the living monarch may see in the plaver's performance a truc
dimension of kingship itsel”4!  illusion and reality are the very conditions by which
the king's public and private identity were perceived and defined. The Elizabethans
were well used to the idea of "a kingdom for a stage™ for not only did the public
appearances of their princes encourage it; theology required it. It is to this notion of

divine imitation that we must now turn.

-

VRobent Tailor's' plav, The Hogge hatit Lost his Péarfe. contains an acter who,
when warned that he may incur the. rancour of his fcllows, responds confidentlv: "I

care not, I ha' plaid a Kings part anie time these ten veeres. if [ cannot command
such a matter twere poore ifaith”, B3V, '

415hakespeare and the Idea of the Pldv, 113.



CHAPTER TWO

) "HOW LIKE A GOD”

e

In all but two or three plays written by Shakespeare tﬁérc is some form of
governing, political structure with representative lﬁdcrs. governors, ‘head magistrates,
princes, emperors, and kings in various degrees of power; "(The Taming of the Shrew,
The Merry Wives of Windsor, and perhaps Timon of Athens are the exceptions).
Throughout the course of his playwrighting carcc'r,i Shakespeare presented his audience
with the figures of some sixty ruling "governors”; the history plays alone contain the
characters of no fewer than sixteen English kings. "Kings", as Maynard Mack savs,
“are everywhere in Shakespeare: from Scotiand to Rt;mc to Antioch, from .the davs of
Priam and Cacsar to those of Henry VIl The word "king", t00, i8 everywhere: it is
used 1375 times {a relative frequency of 0.1512).%2 The business of this chapter is to
show how he who played the 'king a.utomati(nlly clicited from his viewers a
predetermined set of responses to the role itself. For an audience who had jnherited
the roval traditions of rule and was living in a great age of monarchs, certain well-
defined concepts of kingship entered into cultural ideology, and these concepts, though
they grew more complex -- indeed they became a reified structure by the cnd of
Elizabeth's reign -- were defined by virtually everyone who uscd them in basxcal]v the
samc ways. ‘It is the greatest glory upon carth”, wrote Robert Sherwood, "to be a
K.ing":’. and what an audicnce perceived as that glory was determined by their religious
belief that the king was a special creation of God who existed in an equally special
relationship with Him. - To say this may seem no more than a truism: since T.illy;cird. it
has been gcncrally. accepted in Shakespearian criticism that the king is Gods
vicegerent.  So pcrsuasi\}c was Tillyard, in fact, that very little original research .has
subsequently been done on the sources and implications of this concept. In addition,

and more importantly for the consideration of the history plavs in the second part of

Killing the King, 1. \
- ’ *
~Marvin Spevack. The Harnard Concordance to Shakes peare. 661.

‘lmroducton letter to King James [ in his translation of John Bede. The Right,
and Prerogarive. of Rings, -’u" :

2



24
» :
this thesis, it can be shown that the king was pcrccwcd, .more often than not, as a

mimetic construct of dmnc dimensions -- as 2 man whosc role dcmand.s that he be the
actor of Christ.

-

The Divinity Which Hedges The King

My licge and madam, to expostulate

What majesty should be, what duty is,

Why day is day, night night, and nmc 1s time,

Were nothing but to waste night, dav and time. (Hamlet I1. ii. 86 9)

Despite Polonius’s characteristic style of oratory, his cbservations on !{ingship
and duty arc an orthodox expression of accepted opinion; indeed it might be said that
his views are so obvious and so much a part of the natural scheme of things that they
scarcely mert articulation -- which, of course, is central to the joke. Contemporary
belief, cstablished centuries before, professed that the king's sacred right not only
originates in a mystery of divine process, but that God's own ' sacredness is most
clearly explicated by describing Him, too. in kingly terms.* To expostulate on
descriptions of God's majesty in the Bible and other works of theology were to waste
night, day, and time, but a few examples will suffice to make His connexion with His
human counterpart cledr. , What is significaxﬁ to this thesis is the f{requencywdn an age
_ in which church attendance was mandatory, with which congregations wouid be cxposed
to this religious image, which therefore would become part of a growing ideology -- an

ideology that members of the congregation would inevitabiy take to the theatre.”

+*There is in providence such an admiration and majesty, that not orly it is

attributed 10 kings and rulers, but also to, God, creator of the world”, Elvot, The Book
Named the Governor, 81.

5Si'u;\ko@spt:arc's own familiarity with the- Anglicoan services is perhaps worth
mentioning here.  He could only incorporate a religious ideology in his plays if he
could rely on his audiences’ shared knowledge of the same beliefs. For an extensive
survey of this®study scc Peter Milward, Shakespeare's Religious Background: "Only in
the plays do we find evidence of a familiarity with the Anglican services, such as he
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Elizabethans were enjoined in the service of morning prayer to extol God as a
"grcaic Kinge' aboue all gcddcs"s; "the father of an infinite Maiestye”, the "kyng of
glory", and to acknowledge "heauen and earth™ as i)c_ing "ful of the maiestye of [God's]
glory". Prayers at Communion were offered to God's "divine maiestie” whose "kyngdom
is cuerlasting”. God aiso maintains the outward and visible signs of kingship: "thy
thrope, O God is for euer and euer. The scepter of thy kingdome is a Tyghtc scepter
-+ » God, euen thy God hath anointed thee with oyle of glz;dna abouc thy fclowc:".-’t
Psalm 93 at evening prayer prociaims, "the Lord reigneth and is clothed with majestie:
the Lord is clothed and gir_‘dcd‘ with power". Propounding the sanmctity of 'carthly
kingdoms, the famous Homily Against Disobedience, and Wilfull Rebellion reminded the
congregation that "GOD himselfe, being of an infinite Maiesty, power, and wisdome,
- ruleth, and governcth all things in Heaven, and Earth, -as the universall ’Mbnarch. and
onely King, and Emperoyr over ail"8 'Repeatedly throughout the Bible, analogous
descriptions of heaven are of the "kingdom”, and the son of God, its eternal King, who

hes rule and dominion over all creation.

In line with what one still tends to think of as "the Elizabethan world picture”
is the application of these beliefs to the human side of things, where the concept of
“order” piaces the King in a position similar to that occupied by God in heaven

Biblical authority which supported the theory of divine right was v.ridcsprcad9 as was

could hardly have gained merely by hearsay. His frequent references to the Psalms . .
., usually follow the version of the Great Bible which was still used in the Book of
Common Prayer. He also refers, explicitly or implicitly, to almost all the ceremonies
prescribed ‘in the Prayer Book, and echoes many passages of the Elizabethan Homilies
which were rcad aloud in. church Sunday after Sunday to an often wearvy congregation”,

104, Also Richmond Noble, Shakespeare's Biblical Knowledge:. And Use of the Book of
Common Praver.

6All references to the Book of Common Prayer (hereaficr BCP) are to the 1559
edition, reproduced with historidmtroduction by John Grant, 1909.

“Hebrews, 1:8-9; it is the epistle used at the Christmas day service.
SCertaine Sermons or Homilies A ppoyvnted to be read in Churches. 278.

91 Samue! 7:10-18, Proverbs 7:15, Daniel 4, Luke 20:25, John 29:11, Romans 13:1-7.
1 Peter 2:13-17, Psalm 1:4: see John Neville Figgis, The Divine Right of Kings, 7-8.

tn
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the notion that divine right was "founded in the prime laws of nature"10 God installs
the King and nurtures hini in his office as part of their direct and unique relationship.
In Sir Thomas More, More uses this doctrine to admonish the rebellious mob: "For to
the King-aod hath his office lent | Of dread, of justice, power and command, | Hath
bid him rule, and will'd you 1o obey" (98-100). In the apocryphal books of the Bible.
we find Ecclesiasticus 10:4 and the Wisdome of . Solomon 6:1-3 proclaiming that the
"government of the carth is in the hand of the Lord, . . . and when time is, he wil set
vp a profitable ruler ouer it", "heare 'Lhcrcforc.lo ye Kings, and vnderstand . . . for
the rule is giuen you of the Lord, and power by the moste High"ll God, savs the
homilist, "hath constituted, ordayned, and set earthly Princes over particular
Kingdomes, and Dominions in earth”.!2 In the Epistle Dedicatory to his Christian
Subjection and Unchristian Rebellion, Thomas Bilson, the Warden of Winchester, credits
Elizabeth with being the protector of God's truth because of the "power he hath giuen
[her}, and -the honor which hee hath heaped upon [hcr].13- éimﬂmly, the translators of
the King James Bible professed their gratitude for the "great and manifold . . .
blessings . . . which almightic God, the Father of all mercies, bestowed upon . . . the

people of England when first he sent your Majesties Rovall person to rule and reign
over us,"14

10Nearing a time of national crisis, the bishops of Canterbury and York
summerized the constitutions - and canons ecclesiastical “concerning regal power”;
Synodalia, ed. Edward Cardwell, 389. Figgis says divine right was "able to gain
currency by appealing to some of the deepest instincts of human nature. It gathered
up into itself notions of the sanctity of the medicine man, of the priestly character of

primitive royalty, of the divinity of the Roman Emperors and perhaps of the sacredness
of the tribunican power”, 256.

11References are to the Geneva Bible, 1560 ed.
12 4n Homily Against Disobedience, and Wil full Rebellion, 278,

13The True Difference Betweene Christian Subjection and Unchristian Rebellion,
A2f

144 a sermon preached at Paul's Cross. Richard Crakanthorp's definition of true
loyalty 10 James is "to looke at our Soueraigne, as at one placed immediately by God,
placed in Gods owne Throne, placed in the steede of God himsclfe amonge us™ A
Sermon at the Solemnizing of the Happie Inauguration of . .. King James. G3T. The
title page advertises the book "wherein is manifestly proued, that the Soueraignty of
Kings is immediately from God".
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Kings are not only seat from God, but derive their power primarily from Him:
“he is to come umto his Crowne, and kingdome-first, and principally by the grace of
GOD, and secondly by the waye of lawfull, and Lineall Succession™.15 Preaching at the
coronation of King James [, Bilson (now Bishop of Winchester) found it appropriate "for
'this present u'r'r;c. and piace, to obserue, not onely, how the Princes -function in
generall is established by God, but more specially, how the braunches thereof, namely,
their power, their honour, and their service are ordained and corfismed of God".16
William Tyndale, showing rather less awe for the person of the _rg.o\narch than Bilson
was subsequently to manifest, declared in 1528 that "Kynges they are but shadowes
vayn names and things ydle. havynge no thinge to doo in the worlde but when our holy
father neadeth their hclpc".” The homilist of An Exhorrarion Concerning Good
Order, and Obedience 1o :Ruler.i', and Magestrates, uses all the- required texts from the -
Bible to bring home the point in a dramatic way to his congregation: "as it is written
of God . . . through me Kings d.ge_; reigne, m:ough me Counccllers make iust lawes,
through me doe Princes beare rule, and all Judges of the earth execute iudgement."18
In the Eighth Book of Richard Hooker's Laws, the divine authority of the king is

defined by God's power of dominion, whose source cannct be questioned:

By which of these meanes soever it happen, that Kings or governours be

advanced unto their seates, we must acknowledge both their lawfull

choice to be approved of God, and themselfes for Godes Livetenantes

and confesse their powere his. 19

Inherent in the subject's fealty to his King was an affirmation of world order
and faithful allegiance to God: conversely, disloyaity cntailed the commission of sin.
In I Henry '] the licutenant of the Tower, on the orders of the Cardinal of

Winchester, bars the way of the Lord Protector: for this action the Duke of Gloucester

5Charles Merbury, A Brief Discourse of Roval Monarchie, 40,

16 4 Sermon Preached at Westminster before the King and Queen;.r Mafesf@s. AST,
" 17The Obedience o f a Christian Man, fol. 397V,
e ertaine Sermons or H. omilies, 70.

190 I the Laws of Ecclesiastical Polity, ed. W. Speed Hill, 111, 335.
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accuses him of being "no friend to God, or 10 the King® (L i 25). Later in the sainc
scene, Gloucester confronts the haughty prelate "that regards nor God nor King" (60)
and to defuse the ensuing skirmish, the Mavor's offxccrs enjoin a pcaccfu! retreat upon
those men "assembled here in arms this day, agamst God's peace and the King's" (73.
4),20 St. Pauls famous assertion on the theme surfaces cverywhere in print
throughout the period as a° constant rcmindér of the scriptural basis for dutiful
. obedience -- obedience to God in the presence and person of the King.21 For Stephen
Gardiner such obedience was an exalted exercise: '

In dede God according to his exceding great and unspeakable goodnes
towarde mankynde to encreace habundaunce of gloric in us whereby he
might establishe present mater for us to exercise our selues godly and
thankeworthly in substituted mcn' who bciné put in autoritc as his
vicegerentes shoulde require obedience which we must doo vnto them
- with no lesse fruite for Goddes sake than we shoulde doo it (what

- . . . vl
honour 30 cuer it were) immediatly vnto him selfe.22

In a post-script to a letter written to James, Bacon neaty inverted Cardinal Wolsey's
famous lamentation on dutiful obedience:

Cardinal Woiscy said, that if he had pleased God as he pleased the King,

he had not been ruined. My conscience saith no such thing; for i know

20Ct. Richard IT; Mowbray and Bolingbroke accuse each other of being a traitor
to God apd King Richard, 1. iii. 20, 24, 40.

21Romans 13:1-4; "Let eueric soule be subiect vnto the higher powers: for there is
no power but of God: & the powers that be, arc ordained of God. Whosoeuer thercfore
resistcth the . power, resisteth the ordinance of God: and thev that resist. shal receiuc
to them selues iudgement.” Cf. Certain Sermons or Homilies. “the viclence. and iniury
that is committed against authority, is committed against GOD, the common-weale, and
the whole Realme, which GOD will have knowne, and condignly, and worthilv punished
one way or other”, "5 Also the Homily against disobedience and wil full rebellion.

Z2De Vera Obedientia in Obedience in Church & State: Three Political Tracts by
Stephen Gardiner, ed. Pierre Janelle, 89. Cf. Thomas Bilson. The True Difference
Betweene Christian Subjecrion and Unchristian Rebellion, "emperours commaunde the
selfe-same that Christ doeth: because when thev commaunde that which is good, it is
Christ himselfe that commaundeth by them”, P47
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not but in serving you I have  served my God in onc,23

Not only is God in the person of the King, He is also manifest in the King's
speech and language: "a diuine sentence shalbe in the lippes of the King: his mouth
shal not transgresse in judgement” (Proverbs, 15:10); David.says the "spirit of the Lord
spake by me, and his worde was in my tonguc."24 Thomas Bilson wrote in 1585 that
‘"God him-selfe speaketh and commaundeth by the mouthes and heartes of Princes".2’
The image of God turning and ruling the King's heart is a recurrent onc when duty to
the Prince, and the Prince's duty to God is described: "the heart of the Prince is in
Gods hands, which way forever it shall please him, he tumeth it"26  Collects at the
communion service express this desire on the subjects’ behalf for Elizabeth, 'their

Queen:

Almighty and ecuerlastinge God, we be L'aughtc by thy holy word, that

the hartés of Princes are in thy.‘rulc and gouernaunce, and that thou

doest dispose, and turne them as it semeth best to thy Godly wisdom: we
humbly beseche thee, so to dispose and gouerne the harte of Elizabeth,

thy seruaunte, our Quene and governour, that in all her thoughtes,
wordes, and workes, she may cuer seke thy honoure and gloryc.27

. i

, Judgement and righteousness are gifts which God bestows on the monarch bir
which hec i3 “essentially” recognized: Elizabeth's "Christian wisedome” was “well
perceiucfd] to be the assured signe of Gods fauwour”28  Carried in the pockets of

most subjects, the Queen's own coin, stamped with deo grania. was a constant reminder

BThe Woc-ks of Francis Bacon, eds. James Spedding, Robert Leslic Ellis, Douglas
Denon Heath, X1V, 299,

24Geneva Bible gloss: "meaning, he spake nothing but by the motion of Gods
Spirit™, note b.

SThe True Di [ ference Berweene Christian Subiection and Unchristian Rebellion, P4T.
*6.4n Homily Against Disobedience. and Wilfui Rebellion. 280.

27BCP. second collect. Cf. Litany, "that it may please the, to rule her hart in
faith, feare, and loue, that she may euermore haue affiaunce in the",

28Thomas Bilson, The True Di [ ference, Epistle Dedicatory to the Queen, A2V,
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of the divine and human relationship shared only by prince and God: the double rose
noble read‘ in abbreviated Latin, "this is the Lord's doing, it is marvellous in our cyes".
In the Book of Common Prayer subjects were constantly asked, in devotional service,
to pray for their Queen's protection and safety, which remained in the hands of God.29
According to the transiators of the Geneva Bible, God had given Elizabeth a’ great
charge in making her the "builder of his spiritual Temple”, a "noble work which he
hath begon by‘[her]".-”0 "Therefore euen aboue strength”, they advised her, "vou must
shewe your sclfe strong and bolde in Gods matters”.31

Elizabeth herself was never at a loss, thanks to the Variety of language of
which she was m:strcss to express her perception of herself in thjsl divinely-
sanctioned role. Speaking before her lords at her accession in 1558, she declared that:

the burdaine that is fallen upon me muketh me amazed; and vet,

consydering I am God's creature, ordeined to obay his appointment, I

will thearto yelde, requiringe from the bottome of my hearte, that I may

hauec assistance of his grace, to be the minister of his heavenlic will in

this office nowe committed to me.32

In the Golden Speech of 1601, she denied an interest in the outward officé of a king:
"for myself, T was never so much enticed with the glorious name of a king or roval

authority of a queen as delighted that God hath mede me this instrument to maintain
His truth and'glory".33 .

ZQSongs 100, carried a similar message: "The seruant of the mighty God, | -Which
dooth preserue her day and night, | . .. In many dangers hath she been. | But God
was euermore her guide; | He wil not see our gratious queen | To sufer harme"; A
Collection of Sevenry-Nine Black-Letter Bailads, No. 52,

30Epistlc. "'To the moste vertvovs and noble Quene Elizabet”, iif,
31ppid., v,

32;‘\¢'ugae ~ntiguae: Being a Miscellaneous Collection of Original Papers. john
Harington, 1, 66-7. )

53The Public S peakings of Queen Elizabeth. ed. George P. Rice Ir.. 106,
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‘ It was just one step from this generally-accepted picture of God's relationship
with the King, to a perception of the Ki:{g himself as a god on earth. By virtue of
his spiritual grace, the King is deified in consecration and Ujaxisfigurcd_ above all other
men to the level of "Chrisaus” — a God-man.>* James I told his’ parliament in 1609
that "Kings are not onely GODS Licutenants vpon earth, and sit vpon GODS throne,
but cuen by GOD himselfe they are called Gods"35 The political erlls to.which the
doctrine of divine riéht was put is not the subject of this thesis. Rather, its focus is
upon the language in which this Lhcological—holitical ideology is inscribed, which in
turn made it accessible to creative artists. ! Throughout - Shekespeare, the king-god
image is expressed with evident confidence that the concept was universally accessible:
Antiochus's sin is all the more horrible because his actions as a king shouid be ruled
by the divinity of his office. for "Kings", as be is reminded by Pericles, "are earth’s
gods" (Pericles 1. i 104%36 "Therc's such divinity doth hedge a king", says Claudius,
"That treason can but peep to what it would" (Hamler IV. v. 12’:"-4)37; Angelo in his
guilt now sces the Duke "likc power divine” over his sins (Measure V. L 367). The
great scheme of wbrldly action spanned in the history plays centres around the king,.
who in his society is the clect of God: when Gloucester is, asked to give up his staff
of office as Lord Protector, Margaret 'coni‘idcmly.procla.ims that now "God and King
Henry govern England's helm!” (2 Henry V7T 1L iii. 30)% Richmond, marching in the name
of God against the usurper Richard, relics on the "true hope”. for "Kings it makes
gods" (Richard III V. i 22-4); King John depends upon the solitude of divinity to

v

maintain his power:

34The Norman Anonymous Tractates, IV "De Consecratione Ponrificunt er Regum" :
"In una quippe erat naturaliter individuus homo, in aitera per gratiam Christus; id est
Deus-homo™; see Emst H. Kantorowicz, The King's Two Bodies, 46. Both the tractates
and Kantorowicz's seminal study on the political theology of kingship will be treated
with more detail later on. -

35The Political Works o f James I, ed Charles Howard Mcllwain, 307.

36Ct, Ra pe of Lucrece, "Thou seem'st not what thou art, 2 god, a king; |
For kings like gods shouid govern cvery thing", 601-02.

>’ Cf. Beaumont and Fletcher, The Maid's Tragedy. I1L. i. 23341
King: Draw not thy sword; thou knowes't [ cannot fear
Asubject's hand . ..
~Anuntor: There is a Divinity about vou that strikes dead
My rising passions.
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But as we, under God, are supreme head,

So under Him that great supremacy,

Where we do reign, we will alone uphold

Without th'assistance of a mortal hand (King John II1. i. 81-4)
Richard is "God's substitute, | His deputy anointed in His sight" and for Gaunt, who
utters these \{ords in Richard II, the officc is sacrosanct ewen if the person who
occupies it fails to act appropriately, "for I may mever lift | An angry arm against His
minister” (1 i 37-41).

King James could always be rclied on, like Elizabeth before him, to add an
mgmauvc flair to his descriptions of his view of thc nature of kingship: "Kings are
in the word of God it seife called Gods, as being his Lieutenants and Vice-gerents on-
earth, and so adorned and furnished with some sparkles of the Diuinitie;38 “therefore
(my Sonne) first of al things, learne to knmow and louc that god, whom to ve haue a
double obligation; first for that hc made you a man; and next, for that he made vou 2
little God to sit on his Throne, & rule ouer other men”.3%

By the time that the authority of the King, established on these grounds, had
been brought to” question and violent disputation, the church threatened suspension
and ecxcommunication ‘for any “parson, vicar, curate, or preacher” who did not

voluntarily preach on the, "sacred order of kings".m

384 speech before parliament in 1605, The Political Works of James [. 281. Cf.
53, "Kings are called Gods by the propheticall King Dauid, because they sit vpon God
his Throne in the earth, and haue the count of their administration to giue vito him.".

3gBasx'lz'kon Doron, 4.

“OSmodalia “Constitutions and canons eccclesiastical, treated upon by the
archbishops of Canterbury and York, 16407, 389-92. Congregations were sure to hear
such scrmons on the authohtv of the king several times a vear: "We do further ordain
and decres, that every parson. vicar, curate, or preacher, upon some one Sunday in
every quarter of thc vear, at morning prayer, shall in the placc where he serves,
treatably and audibly read these explanations of the regal power here inserted™.
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A Divine Imitator; The King As Mimetic Construct

-

Marlowe's Tamburlaine is told that "to be a' king, is half to.be a god" What
appeals to the Scythian shepherd, howcvcr, is the pcrformance of kingship as an
artistic process, b}“wl'uCh he can "ride in triumph through Perscpolis”. - Tamburlaine is
a king in a “tragic glass", a2 mirror for maglstratcs. and his artistic unpulscs are
exactly nght for the image of a god king: the two concepts cannot be mutually
exclusive. It is by virtue of the King's inherent divinity that he is necessarily a
divine imitator, and the role itself a mimetic construct. Throughout. the writings of
the sixteenth and seventeenth centurics, and carlier, the words that keep appearing in
the context of descriptions of the King and his role are those which also apply‘to the
world of the play: “image", “patiern”, ":x:ixror". "shadow”, “"counterfeit”, “shape”,
“figure”, "form", "resemble”, "imitation", "incarnation”, "transiation”, "actor", and 50 on.

In the scriptures, Christ "Himself is the primary imitator, for He is said to be
the "bn'ghmés-qf the glorie, and ingréucd forme” of the Father's "persone”. Gloss "d"

to this passage from Hebrews 1:2 in the Geneva Bible explains the "ingraued forme” as

“the "iuclic image and paterne so that he that secth him, seeth the father"+l Nature

“itself becomes a means of imitation by which God's majesty is reflected: "O Lord my

“clothed” is that it means "sheweth that we nede not to enter into the heavens to seke
God. for asmuch as” all the ordre of nature, with which proprictic and placing of ‘the
clements, are moste lively mirrours to se his maiestic i~ Like nature, man too.

reflects the image of God. an image described by the minister John Woolton, as the

‘God, thou art exceding great, vou are clothed with gloric & honour". The gloss for

"stampe. & imprint [of] the radiant beames of his wisdome, rectitude and liberty of

will"._43 That image of God in man is a "consideration of mans mind” which “should be
. s ,

. HICE, John 14:9 (to Much the gloss directs the reader): "lesus said vnto him, I
haue bene so long time With you, and hast thou not knowen me. Philippe? he that
hathe sene me, hath scne my Father: how then saist thou, Shewe vs thy Father?”

L]

*ZPsalm 104.1, note a.

3.4 Newe Anatomie o f the Whole Man, ASY-A6F,

Pad
.



as it~were 2 glasse wherein we may beholde him” in this "God hath adorned &
beautified us, in impaerting to us his owne similitude and likenese"** ~The Itrue
Christian”, ‘Erasmus reminds the prince, is one "who emulates [Christ] by his pious
deeds"¥> If this was true for the common man it was more so for the king himself,
who is. set above his Subjects as an extraordinary act of creation: "of all the creatures
of the Universe”, Robert Sherwood wrote, "none draweth neerer-to the Creator then
man; neither any degree of men. so much as doth.:hc King, whether wee consider his
person or his Office. 6

As the lord's anointed, David was the "truc figure of [the] Messiah™7 and was *

therefore the only one, as Calvin affirms in his commentary to the New Testament,

. "adorned with the title” of King, "for .that annovnting in times past was but a shadowe

of this. Whereby it is gathered, that that which was begunne in Dauid, was a paterne
and figure of Christe"*® As descendants of David, all kings became sharers in this
mimetic quality. By the time the New Testament kings came to be described, they no

longer appeared as "forcshadowers' ‘of Christ, but rather as the ‘shadows',  the

_imitators of Christ. The Christian ruler became the christomimetes -- literally the

‘actor’ or 'impersonatar of Christ”.*9

*Ibid.. ASTV. The image of the "glasse” almost certainly derives from St. Paul's
famous metaphor, but cannot but recall Hamlet's “mirror up to nature”. )

. 45The Education o f a Christian Prince, 153.

“SJohn Bede, The Right, and Preroganve of Kings, trans. Robert Sherwood,
introductory letter to James, A2V, .

T The Argument” to the First Boke of Samuel, Geneva Bibie, 121F.

8y Harmonie Vpon the Three Euangelists, Matthew, Mark and Luxe with the
Commentarie of M. [oin Caluine, trans. E.P., 58.6, 579.42.

_ 49Ernst H. Kantorowicz. The King's Two Bodies, 47. Kanlorewicz refers to the
political ahd theological expression and evaluation of - kingship in the Norman
Anonymous Tracrates, [Tractatus Eboracenses, 1V _"De Consecratione Pontificum ot
Regum”]; a twelfth-century manuscript owned by Archbishop Matthew Parker and
bequeathed, with the rest of his library, to Corpus Christi College at Cambridge.
These indicate clearly that the concept of the actor-king long antedates the sixteenth
century, and in written form to boot. Most of the Tractates were published in 1897 by
Heinrich B?hmcr, in Monumenta Germaniae Historica. XII1, 662-79, from which | quote
some Latin sentences illustrative of the concept, not found in Kantorowicz. Though

X
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Examples from the period prove how commonplace the idea was, and how it
could be used 10 cdva subjects in their proper duty, and thercfore in their proper
behaviour 10 their Pnncc The homily Against Disobedience and Wilfull Rebellion, for
example, preached that, . T .
Princes themselues, in authority, power, wisedome, providence, and
right¢ousnesse in government of people, and Countrevs committed to
their charge, should ressemble hxs heavenly governance, 'as the Maiesty
of hczivcnly things mav by the baseness of earthly things be shadowed,
and resembled, And for that similitude, that is betweene the heavenly
Monarchy, and carthly kinlgdom_ﬁ' well governed, our Saviour Chr_:':st in
sundry parabla' sayth, that the kingdome of Heaven is resembled unto a
man, ‘a King: and as the name of a King, is very often attributed and
given unto GOD in the holy Scriptures, so doth GOD himselfe in the
same Scriptures sometime vouchsefe to communicate his Name with
canhly‘Princes. terming them gods: doubtlesse for that similitude of
government which they have, o.r should have. not uniike unto GOD their
' King.so ' _ - ) >

The duty 10 one's neighbour, explained John Maver, was to "honour and obev

_ the King" for he is the "Magistrate, bearing the Image of [God's] authorite and power

the actual Greek term “christomimeres” does not appear, of course. in the manuscript,
the Norman Anonymous explains the King's role in precisely similar terms: Rex aurem
dle et sacerdos, qui huius Christ, id est Dei et hominis, imago et figura erar (665, 28-
Sh an Ais igiur omnibus per figuram christus Domini fuit et Christi futun vices
exercuir (666, 39-40% iR spintu et Christus ef deus est. et in officio figura et imago
Chnsn er Dei est (667, 8-Sy, Chris nature imitatio sive potestaris emulatio (667, 24y
Rex emim principaiiter sequitur Christum, id est ex etus vice ef imitatione, episcopi
vero. etsi secuntur Christum, hoc famen faciunt interposita vice et immitatione
apostolonim (670,'5-7), ’

I . . - . s vy e :
S0Certaine Sermons or Homulies. 278. Also in the scme passage: "Unto the which
similitude of heavenly government, the neerer. and neerer that an earthiv Prince doth

come in his regiment. the greater blessing of GODS mercey is he unto that Countrey.
and people over whom he ramncth"
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whence he i3 said to bee a Goﬁ Princes arc set on the throne to be "representours
of his Imagc"sz. where "he-resembleth God in . . . sole goucmmcm".53 "Indued with a
kind of divinc perfection, the King, said Henry Valentine, "is Imago bei. the bright
Image of God, and the most magnificent and conspicuous; representation of the Divine -
" Majesty" 3%  Like the sun which was placed as "a beautiful likeness of _{God] in the
heavens”, wrote Erasmus "among monal men he sct up a tangble and hvmg image of
-himself -- the king. "55 By having pow_c_r of life and death. the king was a "God by
similitude, or likenesse". 56

’Thc more these images of rcprs_:scmation clmtcrlardund the figure of the king,
the more he appears as an artifact, an objective correlative ‘of the mimetic basis of the
divinely created universe. Under the heading, "The picture of the Good Prince”,
Erasmus advised that the king's tutor, in his capacity as instructor, should "paint a
sort of celestial creature, more like to a divine being than a mortal”.?? In a sermon

preached in horour of Charles's I inauguration, Henry Valentine asserted that .

wee joy in the Picrures of our friends, when we can not behold their
Persons.

51 The Englishe Catechisme Explained, 302,
SZStcphcn Gardiner, The QOration of True Qbedience, 85.

S3Robert Parsons, .4 Conference .lbout the Nex Succession to the Crowne of
Ingland. 20-1L

54qu Save the King, 5.

53The Educarion of a Chnstian Prince, 159. Descriptions of the King as "image”
were the most frequently used throughout the period: "a good Prince is an lmage of
God", Baldassare Castiglione, The Book of the Courtier, 314 "our Princc . . . is the
‘Image of God on Earth, and as it were vn minor essempto of his almightic power”,
Charles Merbury, A Brief Discourse of Rovall Monarchie, 43: “Their [princes| Authoritic
is derived from GOD, resembling his image”. Thomas Bilson. The True Dtfference
Betweene Chrisnan Sub jection and Unchristian Rebeilion, AST.

*6john Rawiinson, "ivar Rex. 11.

iy P, . : .
< 'The Educarion of a Chnsnan Prince, 162.
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All Governours . . . arc Gods Pictures. Inferiour and subordinate .

- Magistrates arc,halfc pieces drawne from the head to the shoulders, or

middle: "but ‘Kings ar¢ the Pictures of god at length, and represent him

in such due proportions, that as God I8 our invisible King: so the King

is our visible God.78 '
Thomas Heywood, in his history of Elizabeth's reign. describes the person of the king
as a “lively Embleme of the high and glorious Majssty of God in heaven"5® The
king's inner being, too, was something that could be determined in terms of similitude
for the "Spirit", wrotc Thomas Bilson, “which Princes receiue from God . . . shewéth
[my cmphasis] their Resemblance with the Sonne of God."60

Tyndale had enjoincd ail kings to follow "after the enmsample of Christe"6l
Erasmus also, in Setting forth the "likeness of the perfect prince” demands of the king
that, "you, 100, must take up vour cross, or Christ will have none of ;.ff:n.:."‘s'2 By his
just actions and by 'following the right course, and by his beneficence, the pdnch
showed how he was the "living likeness of God". and His "vicar", and showed evidence
of the “"pairs” taken to "correspond” to the "wonderful archc:ypc".53 "Al tHe king's’
actions, when viewed in this light, are part of a constant process of imitation: kings
‘ought toc indeuer”, one authority directed, to "shewe themsclues towardes their

subiccts, as [God] hath done hymselfe towardes his. This is the - true Mirror and

38God Save the King, 5-6.

ngngiands Elizabeth. 46, ..

60 4 Sermon Preached, ATV, -

1 The Obedience of'a Chrisnian Man, 51V,

62The Dedicatory Epistie 10 The Education of a Christian Prince, and 154.

631pid., 157-8 ef. 159, 191: "In his Laws Plato forbade any one to name God as
the cause of any evil, because by naturg He is good and kind. But the prince (if he is
& real prince) is a sort of likeaess of God. How inconsistent with this prototype are

they who manage things in such a wav that whatever evils spring up in the state arise
from their misdeeds?" :
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purtraicte whereby they shoulde frame their actions and order their lyva."é“ In his
account of Elizabeth's daily activilies, Chettle described how the Queen went about her
subjects in a Christ-like manner:

The muiltitudes of poore daily relicued from her purse, the numbers of
sicke persons yearely visited, and by her owne hand their corrupt sores
toucht, the washing of pborc womens feete, and reiccuing their wants,
waﬁasignc that shcwashumblc.aswcﬂascharitablc.‘ss*

To the lawyer, Henry Finch, it was only logical that the king, by virtue of his indued
divinity, had "a shadow of the cxcellencies that arc in God, in a similitudinary sort
given him"5® In the Learmed Prince, the first of Three Moral Treatises published by
Thomas Blundeville in 1580, a poem described the role of the Prince primarily in terms

of "likeness™ -

For justice is of law the end,
-Thc law the Prince’s work, [ sav. ' ‘ ¢
The Prince God's likeness doth portend,

Who over all must bear the sway.

And like as God in heaven above
The shining sun and moeon doth place
In goodliest wise as best behove

To show His shape and kively grace.

Such is that Prince within his land { o
Which, fearing God, maintaineth right

And reason's rule doth understand,

54Chelidonius Tigurinus, Of the [nstitution and Firste Beginnng of Chnsnan
Princes, trans. James Chillester, 16.

65 Englandes Mourning Garment, C21.

%Law, Ora Discourse Thereof 81.
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Wherein consists his port and might.67

if the king was a divine imitator, then it followed that the whole political
structurc  of government and .indeed, the entire kmgdom on the terrestrial stage
reflecied, or resembled, the Kingdom of Hcavcn. The "excellency” of monarchy, wrote
Robert Parsons in 1594, "is not only proued by the perfection therof in it scife, as for
that it is most ancient simple and conforme vnto nature, & most resembling the-
gouernment of God himselfe".58 According to Bacon, "lawful monarchies are a shadow”
of the “;ovc:mmcm of God himselfe over the world"6® No onec should “take their
pattern of government from anyone except [God],‘who alone is in all ways to be”

imitated. 70

Far from ecngaging in a deceitful practice, the acfor-king gains his subjects’
favour and reverence by "good emuiation™.’l Elizabeth was praised by her subjects in
these terms, in numerous adulatory writings: in his epistle dedicatory to the Discouerte
of Witcheraft in 1584 (which shows that the image was not confined solely to pohncal-
religious works), Reginaid Scot appreciates "how much . . . [we are] bound to God, wl;o
hath giuen us a Queen, that of dustice is . . . the very p;rfcct image & patcmc".’- %In

a serics of commendatory poems, collected- by John Nichols, Elizabeth is "her majesty

-

67Cited by Tillvard, The Elizabethan World Picture, $6.

68 4 Conference Abour the Next Succession o the Crown of Ingland, 18. Cf, "it
resembleth the perfection as it were of God himselfe”, 22.°

69Argument in the case of the Post-Nati, as cited in Francis D. Wofmuth, The
Roval Prerogative 1603-1649, 7-8. Cf. Richard Taverner, The Garden of Wysdome,
‘nothynge can be found eyther fayer or morc profitable then the gouernaunce of one
person called a Monarchie, for as muche as it moste resembleth the diuine and
heauenly kyndome of Ged", C8Y. )
“OErasmus, The Education of a Christian Prince. 177.

"I Thomas Elvot, Governor, under the section "What very nobility is", 104.

"2Da Capo Press facsimile, Aii".
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resembied to the crowned pi]}ar";73 "her majestie, for many parts in her most nobic |
and vertuous nature to be found, resembleth to thc spirc":74 "a general resemblance of
the roundel to God, the world, and the Queene™.’> Elizabeth's official letter to her
Lord ,Deputy, Thomas Butler, Earl of Ormonde, is typical of her attitude toward God, in

her self-prociaimed mercy and benevolence towards the rebels in Ircland. "We can be
content,” she wrote, "in imitation of God Almighty (Whose minister we are here on
 earth, and Who forgiveth all sins) to receive bk penitent and humble submission of

those traitors that pretend to crave it".76

No other prince paid as much attention to the acsthetic aspects of the divinity
. of king:ship as did James I He not only pored over all the orthodox writings on
'k:ingship.' but also rcmaine;'.i consistent in cmploying the network of images which
describe it. "A Monarchie (which forme of government, as resembling the Deuinitic,
approacheth nearest to perfection™; "Monarchie is the trew paterne of Diuinitie".”7 A
s » said James to his Star Chamber, should imitate God both in a “literall” and
"mysticall" sense”.’® In the "Argument” of Basilikon Doron, James instructs his son
how to imitate God, for "God giues not Kings the swle of Gods in vaine . . . Obserue
the statutes of your Heavenly King . . . Since his Lieuctenant heare ye shouid
remaine. | Reward the iust, .be steadfast, true and plaine: | Represse the proud,

maintaining ay the right. |. Walke alwaics so . . . And so ye shall in princely vertues

T3The Progresses and Public Processions of Queen Elizaberh, 11I, 51. Most of the
entries are unattributed but show how recurrent it was to make the Queen into a
verbal artifact on paper; the poems often take the shape of the metaphor applied to
‘Elizabeth (such as the crowned pillar, the spire, and the roundel). Nichols reproduces
commendatory works throughout the three volumes.

T bid., 52.

SIbid., 53.

7629 December, 1597. Lerters, 256. _

TThe Political Works of James 1. 53, 54.

“8Ibid., 326. Also in the same speech: “Therefore all geod Kings in  their
gouernment, must imitate God and his Christ".

L}
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' ;4:1:. | Resembling right your mighty King divine". With such behaviour the king.will
"set forthi the true shaddowe” of his "vertuous disposition".79

P———

- Most helpfully, in view of its importance to thc subsequent discussion of
Richard' II, James loved to use the image of the mirror, the glass in .which the face-of
monarchy is viewed by kings and subjects alike, throughout his writings on kingship.
"The biblical books of Kings and Chronicles arc to be read, advises James, “for there
will ye scc yourselfe (as in a mirrour) cither among the Catalogues of the good or cuill
ngs"so In a spccch to his parliament in 1609, .Tamcs offered hunsclf as thc very
"mirror” of a Christian King:

[ now called you here, to recompence you againe with a great and a
rare Presént, which is a faire and a Christall Mirror; Not such a Mirror
whcrcm you may sce your owne faces, or shadowes; but such a Mirror,
or Chnstal.l, as through the transparantnesse thercof, vou may see the

heart of your King.31

The speech which follows is the performance of his part, as he describes it, in setting

"Cor Regis in oculis populi”, and concludes with a return to the miror image: “"thus
have [ now performed my promise, in preaching vou the Christall of vour Kings heart”,

and cautions the lords before him on the proper carc of such a glass:

Yee know that principally by three waves vee may wrong a mirrour.

First, I pray you, looke not vpon my Mirrour with a false light: which
vee doec, if ve mistake, or mis-understand my Speach, and so alter the
sence thereof, ‘

But secondly. I pray vou beware to soile it with a foule brca:h. and
vncleane hands: 1 meane, that vee peruert not my words by any corrupt

affections, turning them to an ill meaning,

79Basih'kon Doron, 154, . ~
80rpid.. 12.

81The Political Works o f James I, 306 ff.



42

And lastly, (which is worst of all) beware to let it fall or breaké: (for
glassc is brittle) which ye doe, if ye lightly esteeme it.82

A king i:ﬁita:ta God even in his death, especially if it is considered in terms of
‘a martyrdom. John Foxe includes towards the end of his book of the "true Martyrs of
Christ" ‘the chronicle account of Elizabeth's "miraculous preseruation . . . from extreme
calamitic and danger of life, in the time of Queene Mary"33 The comnexion with-
Shakespearc’s Richard II, who puts himself in the role of martyr-king, is obvious. The

great public opportunity for a martyrdom spectacle brought out the actor-Christ in
Charles I: '

My next comfort is, that he [Goc_l] gives Me . . . the honour to imitate
his example in suffering for rightcousnesse sake, . . . The glory'
attending my death will farre surpasse all [ could enjoy, or conceive in
life. . . . If I must suffer a violent death, with my Saviour, it is but

mortality crowned with manyrdomc.84 ’ _ | *

. 82CF. the dedication "sonet" to Basilikon Doron:”
Lo here (my Sonne) a mirrour viue and faire: .
Which sheweth the shaddow of a worthy King.
Lo heere a Booke, a patterne doth you bring
Which ye should preasse to follow mair on mair.

7

83 ctes and Monuments, 1895.

84 Meditations upon Death", Eikon Basilike, 259-64. The precise form of these
obscrvations may be attributed, in part, to John Gauden, the Bishop of Worcester, who
edited and added to Charles's draft of the work. Cf in the same work, “Upon the
Armics Surprisal of the King™ "What part God will have me now to act or suffer in
this new and strange scene of affaires, I am not much solicitous: some little practise
will serve that man, who onely seeks to represent a part of honesty and honour”, 223.
The symbolic f{rontispiece contained in the first edition and frequently reproduced in
subsequent editions portrays Charles as the suifering martyr. The King is kneeling at
prayer, his crown is at his feet, his eves are fixed t0 a heavenly crown that awaits

him, while at the same time he holds an emblemitic ¢town of thorns. See also "An - -

Elegie on the sufferings and Death of King Charles”, J.D.. The lasr Counsel of a
Martyred KING 1o his Som: "The scene was like the Passion-Tragedie, ' His Saviour's
Person none could Acr, but He”, 7. Charles even went to death in costume, wearing a
 specially-knitted silk shirt.
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Subjects could look up to tl_lc_monarch not only as the central actor of Godly
actions, but also as a source for imitation in” their .awn lives. "Go -through your
ancient history", Erasmus recommends, "and vou will find the life of the princc-:
- mirrored in the morals of his pecople. No comet, no d:cadful pofwcr affects the
progress of human affeirs as the lifc of the prince grips and transforms the morals and
"characters of his _subjccts."85 "Teach your people by example”, wrote James, "for
people arc naturallic inclyned to counterfeit (like Apes) their Princes maners, ‘ccording
io that old verse, Regis-ad exem .‘D[mr:":86 and "let your owne life be a La‘;.r-bookc and a
mirrour to your people, that therein they may read the practise of their owndLawes; -

" and therein they may see by your shaddow what life they should leade."87

Within their work, Shakespeare and other writers integrated such widely
disseminated ideology, together with_its accompanying Li.ngu'mié formations, for a
‘vam:ty of dramatic purpoacs an examination of these will comprise the second part of
this thesis. At this pomt. it is suffm:c:m to observe that there are cnough occurrences
of this ideology., both in and outside the history plays, to’ assert Shakespeare's
awareness of the -rcligiouS basis for the concept of the actor-king. The Booke of Sir
Thomas More, for instance, takks of the person of the king as a "figure” lent by God
(102::38 and the good King Simonides in Pericles speaks of princes that are "a model
Whlc}l heaven makes hkc o itself” (IL 4 10-11). In soliloquy, the Duke in Measure
. for Heasure condemns the “seemung™ Angelo as one who has failed to carry out the
) rcprcscmanvc duty of his office: "He who the sword of heaven will bear | Should be
as holv as severe: | Pattern in himself to know, | Grace to stand, and virtue, go” (1IN

. 254-57). The' quality of rricrcy which best shows how the king imitates God is given

$5The Education o { a Christian Prince, 157.

88 Basilikon Doron, 28.

87 Ibid., 72. Also 100: "And as vour companic should bee a patterne to the rest of
your people, so should vour person be a lampe & mirrour to your companie, giuing
light to your seruants to walke in the path of vertue, and representing unto them such
worthy qualitics as they should preasse to imitate.” Holinshed described the qualities
of Henry VI as "right worthic of imitation, not onlie of such as are singled out from
. among infinite thousands, t0 be magnified with rofaitie; but also of priuat and meane
men that conuerse and liue one with an other in the world®, Chronicles, 691.

88Ct. Faerie Queene. Book V., introduction, 10: "That powre he alo doth o
Princes lend | And makes them like himselfe in glorious sight”.
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its most famous expression in Portia's courtroom speech: that mercy which is above
. this "sceptred sway" of ritual kingship il

‘is enthroned in the hearts of kings,

It is an attribute to God himself;

And carthly power doth then show likest God's

When mércy seasons justice (Merchantof f;'enice IV. 1 190-93)

The king is a source of imitation for his. subj@. The Earl! of Oxford

- reminisces ébout how Henry IV was a "mirror to the wisest” (3 Henry VI 1L iii. 83- .
4);89 Henry V tries to persuade the French princess Katherine to a different mode of
public behaviour than she is used to, for "nice customs curtsy to great kings. . . . you '

and 1 cannot be confined within the weak list of a country's fashion: we are the
makers of manners, Kate; and the liberty that foliows our places stops the mouth-of ail
.find-faLuts“ (Henr;v V V. i 284899 When Helena manages to cure the King of
France in All's Well, the news is greeted by the publication of a broadsheet ba_llad: the
title, as Lafew reads it, is 4 showing of a .heavenly effect in an:earthly actor (H. i,
23), which nicely draws together sofnc of the concepts 5o far'disﬁ:usscd.- The king is
thought to be so much a part of a system of "play” in a divine sense, that the
counterfeit image jolts with the sincerity of its intent, as it does in Samuel Daniei’s
"A Panigyrike Congratulatoric” on James's accession: “But God that rais'd thee up to

act this parte, | Hath given thee all those powers of worthinesse, | Fit for so great a

89(2{ Rape of Lucrece, For princes are the glass the school, the book, | Where
subjects’ cvcs do learn, do read, do look“ (615 16). »

Htall's description of Henry V goes bevond this: "he was the myrror of
Christendome . . . and a glasse to them that should succeede”, The union of the mo .
noble families of Lancaster & Yorke, 81¥. Cornelia, in Webster's The White Devil,
laments the corrupuon of the court that surrounds her: a court devoid of a leader
whom subjects may imitate:

The lives of Princes should like dvals move,
Whose regular example is so strong,
They make the times by them go right or wrong (L. ii. 273.5).

Cf. Antonio De Guevara's title, The Diall of Princes, trans. Thomas North.
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"worke"91 A prince _:hust learn, says Erasmus, that "it is divine to play the part of
king"'gz"it ‘remains now to. examine the physical ‘nature of that role as it manifcsts
itself to the eye of the awe- inspired subject and to thc spectator who wcws him in

the theawre. For the king's imitation consists not only in the essence of l'us naturc
but also in the "signes, which they have in common with Christ™ 93

-

1 ondon: [V. Simmes for E. Blount], B3". Cf. Basilikon Doron, "play the wise
King's parte described by Christ”, 68. This notion also applies to kingdoms: Thomas
Nashe, in 1590, elaborates on the idea: "But when Christ saith there, His Kingdome is
not of this world, he takes it to be spoken in respect of the transitorinesse of worldly
kingdome, that must passe over the stage with all theyr pompe, and come to a winding
up at last; when his kingdom shall have no end”. The First Parr of Pasquil's Apologie,
as cited in Anne Righter, Shakes peare and the Idea of the Play, 116.

92The Education'o fa Chn'srian Prince, 174,

S Thomas Bilson, A Sermon Preaciied, ASY.



CHAPTER THREE

THE OUTWARD AND VISIBLE SIGNS OF THE ROLE

i

Coronation

There are not many sccnes of coronation in Shakespeare. More than likely the
great cost of staging such a visual ém-avaganm. both in terms of ihc expense of the
costumes and of the number of -pcoplc required on the stage, deterred the company
from presenting them.! There are, however, several coronation progresses over the
stage in the plays which were very much a part of the real-life ritual itself. The
visual delights of Annc Bullen's coronation in Hcrzr_v'VHI are commented upon as
elements in a show, onc of whose' functions is to permit the signs of majesty to be
enjoyed: "You comc to takc your stand here, and behold | The Lady Annc pass from
her coronation?” The “citizens”, says the first geatleman, "have shown their royal
minds . . . In cclcbranon of thrs day with shows, | Pageants and sights of honour” (IV.

i 2.3, 7-11). An unusual]v claboratc stage direction, some 21 lines long, is needed to
detail the stage-action. Shakespeare (or perhaps Fletcher)2 has a lively flourish of .

lsome piavs' structures seem absolutely to rcqui?c them. Richard III, for
cxample, builds towards such an cvent in the first.half of the play, vet the first time
we see Richard as king is at the beginning of IV. ii. when he enters “in pomp" already
crowned. Bill Alexander’s eclcbrated 1984 RSC production included a ‘splendid
coronation scene, which completed the building up of the actios,-and gave the whoie 2
wonderful sense of appropriateness. There s only one coronation scene in
Shakespeare; in France, the voung Henry in I Henry VT is crowned on stage, but the

_ whole process is cut short (with svmbolic effect) by the interrupting quarrel between

Tajbot and Sir John Faistaff. As it stands, the ceremony is only cight lines long, at
the beginning of IV. L

2The authorship. of Henry .VII] remains a controversial subject. The play was
printed as Shakespeare’s in the Folio, and not until the middle of the 19th century
were any questioms—raised about its status. Spedding launched the debate by drawing
attention to Fletcher's prosodic style in certain sections of the playv; the joint
attribution has since become common, though the precise distribution of the scenes is
still not agreed. Cytus Hoy argues that the linguistic evidence strongly suggesis that
Fletcher's work in the play was cssentially secondary: touching q scenes, and revising
passages: he allows his presence in only six of the plav's scenes. (See "The Shares of

46
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trumpets cue the train of nobles, who arc splendidly clad and who carry the regalia
before the Quccxi; The Queen herself, "richly adorned with pearl” and "crowned”, walks

under the canopy in procession.  Acting very much like modern news commentators

covering a royal wedding, the two gentlemen call attention’ to the regalia with their

questions and obscrvations on the sceptre, the rod,.' the cloth of honour, and the
coroncts and on the mobles who mrry them.” Reaction to the coronation itself comes
with the appearance of the third gentieman, who has just arrived from "Among the
crowd i'th abbey, where a finger | Could not be wedged in more" (57-8):

2 Gent. " Yousaw

The ceremony?

3 Gent. That I did -
1 Gent. . How was it? ,

3 Gent. Well worth the seeing. (59-61) ‘ .

The third ‘gentleman goes on to describe the cc;cmony, including in his account details
about the ritual choreography, the appearance and saint-like postures of the Queen, the
‘pcoplé's view of her, the "holy t':il.__Edward'_Confcssor's crown, | The bird of peace and
all such cmblems | Laid nobly offfier” (62-94).3 | '
In less detailed fash.ion: Shakespeare _ha.; Heury V, npewly come from his
" .coronation, "pass over the stage” with his .train‘(.'z Henry [V V., v, 40.1). King John
appears at the beginning of IV. i "once again crown'd | And look'd upon”, he hopes,
""with cheerful eves" (1-2). When the King's surrounding nobles protest at "this once

again" coronation, the ~"double pomp" of a “superfluous” gesture, an action which

Fletcher (and his Collaborators in the Beaumont and Fletcher Canon.” Studies in
Biblliography, XV (1962), 71-88.) It-seems appropriate. therefore, to treat Henry VIII as
primarily a work of Shakespeare's imagining, though Fletcher very likely aided in its execution.

3Shakcspcarc uses Holinshed's account of the coronation for most of his
description. but it might be worth noting here that the audience themselves had
recently enjoved the spectacle of James's own coronation a few vears carlier. The
Ring's Men, wearing the royal livery, would nc doubt have been part of that
procession.  We can thus assume ‘Shakespeare had first-hand knowledge of what a
coronation was all about. Holinshed includes various accounts of the coronmations of
English kings: the most detailed is that of Richard II, Chronicles, $16-17.

“gild[s] r_cfinédgolcf" and "throws perfume on the violet”, the King ignores them iff the

L



belicf that a repetition of the outward signs of ceremony wxli consohdatc his authority
and retain hzs powcr (3-46).

What emerges from the coronation spectacle is a sense of common reliance on.
and belief in, the public definition of the figure of thc king's power, as it manifests
itself in the ;Symbols.of the office: to re-echo Ormmstein's phrase here -- "believing is-
seeing”.  Any discussion of the signs of the kingly role must begin with an
invdtigat.ion of the coronation service itself, which indues the king with the license. to
wear them in perpetuity. The theatrical nature of such ritual is obvious, but it must
be $uascd that theatricality was indeed an cssential element in the z;doptiqn of the
kingly role. "For what purpose”, asks Elyot,

was it ordained that Christian kings (although they by inheritance

succeeded :pcir' progenitors kings) should in an open and stately place

before -all their subjects receive their crown and other regalities, but

that by reason of the honourable circumstances then used should be

impressed in the hearts of the beholders perpetual reverence, which . . .

is the fountain of obedience; or else might the kings be anointed and

receive their charge in a piace secret, with less pain to them and also

their ministers? Let it be also' considered. ths;t we bcA‘mcn and not

angels, wherefore we know nothing but by outward sigﬁifimtions.“’ -

Biblical accounts of the coropation rites of kings form the basis for subscqucm
historical cmhroncmcﬁts: consccration with oi] was the general and: accepted custom.
starting with Saul and continuing with David and Solomon. 2 Kings givgy the fullest

account of a coromation, compicte with a crowning, and some mention of regalia.

*The Book Named the Governor, 163. In the anonymous play, Locrine, somc:hmg
of this idea is made clear: as he bestows the crown upon his son, Brutus says,

Then now my sonne thy part is on the stage,
For thou must béare the person of a King
Puts the crowrne or'his head
Locrine stand up, and weare the regall Crowne,
And thinke, vpon the state of Maiestie, (B3Y)
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. - the unwashable balm of holy unction.

Regal- bracelets, ornaments, shicids and spears apbcar in 2 Samuci.s. As a service of
the Engh‘.s_h ‘Church and State, the coronation was a re-creation or incarnation of all
the biblical anointings, in which the king takes on not only his divine right but also a
divine .duty which he prc:':n:j.sa to perform. - In. this way, the act of 'ahointing brought
with itl,symbolic'auy the '.biblical cor{ccptiop of the ideal king. The service” mirrored {as
it still does) an historical process which symbolizes the "mutual rclations of Sovereign,
Church’ .a.nd ‘Peopie, and of all three to ‘God",  and a national order and continuity
“considered sub specie Christianitatis~®  Divine sanction is achicv;:d _Lh.rough visible -
symbol; the truth of the divinity is expressed by serniotic means, in a. visual metaphor

7 “in the process- of becoming -a Christus

" Domini, as Lhc' Bible expresses it, the king becomes a different man who enters into a

new status set apart for him by God. As Pcrcv Schramm has pomtcd out, "as the ruler
is outwardly changed by the hand of the priest, so mwardlv he is the same time
chnngcd -- cleansed,. that is purified. and so forth .- through the grace of the Holy
Ghost. The anointed person becomes another man".$ Talking of the spiritual aspccts

—otftrerrule, Elizabeth had deseribed her coronation as a "great alteration™:

When [ first tooke the scepter, my title made me not forget the giuer

and- therefore began, as it became me, with such religion, as both I was

5 See Reginald Maxwell Woollev, Coronation Rz’.re:, passim, his- survey of biblical
coronation rites, which provides the information concerning the Ttuals as thev were
first used. Briefly they- are: Judges, 9:15 (parable of the anointing with oil): 1 Samuel
9-11 (Saul anointed by the prophet Samucl, endowed with special gifts, recognized or
accepted by the pcoplc covenant with God made); 1 Samue! 16:13 (private anointing of
David by Samuel); 2 Samuel 2:4 (the public anoimting of David by the men of Judahy 2
Samuel 5:3 (the pubhc anointing of David as king over all Isracl); 1 Kings 1:38-40
(Solomon’s anointing with the description of a roval procession); 1 Kings.19:15-16, 2
Kings 9:1 {f,, 11:12 ff., give accounts of .ancintings and ceremonial acts; 2 Samuei 1:10
(the crown and regal bracelets of Saul are mentioned); Ezekiel 21:26 (crown and diadem
are mentioned): 1 Kings 22:10.30 {reference to royal robes distinctive of kingly rank).

SEdward C. Ratcliff, The Coronation o f her Majesty Queen Elizabeth _I 1,23,

“See Jocelyn Perkins (Sactist of Wesiminster Abbev) The Crowning of the
Sovereign of Grear Britain: "The deep significance of this outstanding feature of the
Coronation Servicc cannot possibly be overestimated The sanctity thus bestowed. in
the words of St. Augustine, a 'sanctity not of his life. but of God's sacraments which
is holy cven in evil men', is inalicnable. By no possibility can it be effaced”, 105.

8.4 History o f the English Coronation, trans. Leopold Wickham Legg, 6-7.
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borne in, bred in, and [ trust shall dic in. Although I was not so
simple,” a3 not to know what danger and perill so great an alteration
might procure me.?

" Hal emerges from his coronation, in 2 Henry [V, with a warning to

"Presume not that [ am the thing I was
‘For God doth know, so shall the world perceive,
That | have turn'd away my former self (V. v. 56-8).

Henry turns away from his riotous past, not only because it is iime “to, but also
bcmusc heisan "altéred" person m his new role as king. 10 )

It is not hard io sze why the coronation took on the characteristics of a grcat drama
which focused on thc Lranslauon and sublumw of a king. 1

~

9A speech to her Parliament in 1586, recorded in Holinshed, Chronicles, 1585.

00ther kinds of “alterations” occur at the hands of the king himself. When, for
example, someone is knighted by the monparch, the person rises no longer as the same
man he was before the sword touched his shoulder. - The change which the process of
ritug] effects here is similar to-that of coronation. See King Joan (L. L 160:2):
King John From henceforth bear his name whose form thou bearest:
Kneel thou down Philip, but rise more great, .
Arise Sir Richard, and Plantagenct. '
A]so I Henry VI (IIL L 169-73):
King Henry Stoop then and set your knee against my foot;
And in reguerdoen of that duty done
[ girt thee with the valiant sword of York:
Rise, Richard, like a true Plantagenet,
And rise created princely Duke of York
Other similar instances occur in I Henry VI (1L iv. 25.7); 2 Henry VI (L L 63-4), (V.
i.78) 3 Henry. VI (1L il 58-62).

Uschramm, A History of the English Coronation, 97-8. Sec also Edward .
Ratcliff, The English Coronation Service: "Like all ancient rites and ceremonies which
arc performed on rare occasions, it exhibits features, both in phraseology and act,
which strike those unacquainted with them as proper 1o an historical play. Wec may
readily admit that it is not inaccurate .to deseribe the Service as an.historical drama,
provided that by the term we mean an action summing up in itself, and revealing the
significance of, an historical process”, 27. Also Robert Withington, English Pageantry,
Il "From the early vears of the thirteenth century to the accession of Queen
Elizabeth, the most notable development of pageantry was seen in the ‘roval-entry.
The splendor surrounding these ¢vents was great long before 12007, 1, 124.
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Three divisions appear throughout the history of the coronation rite: the
prorr;i;cs.madc,by‘:hc king and his acceptance by the people; the consecration and the
‘anoifiting " of the king; the vesting, coronation, and’ enthroncment, followed by homage
“and communion.!2 . The document .which provides the rubrics for the service is the
Liber Regalis, which was used for the coronation of Edward+I in 1308; it was
transiated into English for the co'ronatidn of James I and remained in use unul 1685.13
"I'hc .Liber Regalis typifies how, tiirough ritual, the king assumes a role which he must
visually perform; in addition, the historical accounts of English coronations corroborate

the details and impact of the outward process:

now the king on the day before his .coronation shall ride bareheaded
from the Tower of London through the city 1o his royal palace of
Westminster in suttable apparel of fering himself to be seen by the people
who meet h'ir.n.l“ | 7

The route followed was Cornhill, Cheapside, St. Paul's, Ludgate Hill, Fleet
Street, and the Strand to Whitehaills In preparation for Zlizabeth's coronation
‘proccssion. "in Christmas week scaffolds began to be made in divers places of the City

for pagcant.%“.l‘ﬁ Richagd, Tottell records the theatrical nature of Elizabeth's majesty

on displaw:

L
IZSCC'OIfOfd Dictionary of the Christian Church, 348 for a concise description.
A more complete examination of the service is Leopold G. Wickham Legg., English
Coronationt Records. For a contemporary survey and history of English and Continental
coronation rites, see John Selden, Titles of Honor (London: 1631).

13The Latin and English texts are rcproduccd in Legg. English Coronation
Records.

4 Rex autem precedenn die coronacionis sue. de wrn londoniensi per mediam
clatem uersus palacium regum westmonzsteni in cultu decentissimo equitabit. plebi
occurrenni se of ferens intuendum capite denudato.” Legg, The Liber Regalis. in English
Corenanon Records, 82, 113.

13 bid.. introduction. xd.

16Recorded in John Nichols, The Progresses and Pubiic Processions of Queen
Elizaberh. 111, 34.
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if a man silould say- well, he could not better tearme the citic of London
that time, than a stage wherin was shewed the wonderful spectacle, of a
noble hearted princesse toward her most louing people, & and the -

' pcoplc':s'.' exceeding comfort in beholding so worthy a soueraigne, &
hearing so princelike a voice which could not. but haue set theremie . on
fyre.17

Her progress throughout the city was constantly interrupted by the pageants presented
in her bonour and by the recitations of speeches and the playing of. music. . What
cmerges from descriptions of these cvents of pagcahtry is Elizabeth's eagerness and
fondness for d.isplayls. as she responded in 2 princely, but also in a theatrical manner

10 haﬁng all eyes gazing upon her. "For all her passage”, wrote Tottell,

she did pot only shew her mosy’ gracious louc toward the people in
generall, but also prinately if the baser personages had either offred her

. grace any flowres or such like . . . she most gently, to the common
rcioysing of all the lookers om, . . . staid her chariot, and heard theyr
- requests. 19

What ‘Elizabeth "shewed” most of all, according to Tottell, was how "mindfull” she was
of God's "goodnes and mercie” in placing her in the “seate of gouernment oucr "this

realme™ "amongst all other, two principall sygnes thereof were noted in this passage™

first in the Towne, where her grace before she entredher chariot, lifted
up her eves to heaven and {gave thanks to the Lord for her merciful
deliverance as he had saved Daniel from the lion's den]. The second

- was the receiving of the Bible at the little conduit in cheape . . . At

Y The Passage of our Moste Drad Soueraigne Lady Quene Elvzabeth, AZY.A3T
. Holinshed uses the same passage 1o describe Elizabeth'’s procession. Cirorucles, 1172,

18Robert Withington acknowledges this as a contributing couse towards directing
Elizabcthans "o devote their energies to developing the possibilities of pageantny”,
English Pageantry, 1, 198, o

¥9The Passage of our Most Drad Souerai gne. A2V,
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the ;rcccit wherof, how reuerently did she with both her handes take it,
kisse it, & lay it vpon her brest.to the great comfort of the lookers

h]

LN . .
When the king was finally alone he was still required to perform, even in his private

_meditations. In the cvening before the coronation the Liber Regalis instructs that the

Prince "Shail give higisq!f up to heavenly contemplation and to prayer. . . . In his

prayer he shall imirate the prudence of Solomon_".zl N

The Abbey itself, meanwhile, was transformed into a theatre pfcparcd to receive

its principal actor. o
First there is to be prepared a sidge somewhar raised between the high °
alrar ar;d the choir of .ine church of St Peter ar Westminster near the
four high pillars in the cross of the said church. At the ascent o f the
stage rh.ere are 1o 'be steps from the middle of the choir on the west
side by.which the prince that is o be crowhed can ascend-:o the said
stage ar his approach, going through the midst of the choir. There are
also to be steps oﬁ the eastern side by which the prince can descend to
the high altar. in front of the said altar when he is about to receive
with due devofion the solemnity of his holy anointing and coronation at
the hands of the M&rropo!iran r Bishop that is to consecrate him.

In rhW the said stage there shall be prepared a
lofty throne, that the prince }nay sit in it and be‘c!earl_v seen by all the

peo plc.?-z

r

20rbig., E4™Y. Cf. Holinshed, Chromicles. "And hir grace likewise of hir side- in
all hir- graces passage. shewed hir selfe gencrallie an image of a worthie ladic and
goucrnour. But priuaiclic these especiall points were noted in hir grace, as signes of a
mast princelike courage”, 1179.

21*In oracione autem salamonis imitetur prudencia”, Legg, Liber Regalis, in
Coronation Records, 82, 113.

22 n prinis  preparatur pulpitum aliguantulum eminens inter magnum altare et
chorum ecclesie beati Petri westmonasterii. videlicer conniguum ex omni parte quamor
columpnis principalioribus infra crucem ecclesie prelibate. ad cuius quidem puipiti
ascensum  fiant gradus de medio chori a parte occidentali per guos  princeps
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In his historical treatise of the crowning of English - monarchs, Arthur Tayvior
describes the arrangements within the church for placing those who are engaged in the

CCICIMONY as a mise en scene: : : ’ -

in the uf)pcr part of the chancel, between the choir and the high alar, .
and under the tower, is a large platforin called the Theatre; in the midst
of this arc placed the royal thrones, the king's being elevated by five
steps ascending all round . . . On the south and north sides of the
theatre arc benches for the peers and peeresses, and against the four .
great pillars _whiéh support the tower are seats for the officers at

-~

arms.z-’

.Extant diagrammatic drawings of the Abbeys interior. set upt for Elizabeth's

.

“ _

corononandus + in aduentu suo transiens per chori medium dictum pulpitum possit
ascendere ac eciam fianr alii gradus a parte orentali per quos princeps prefatus
desgendere possit uersus maius altare ibidem ante gradus dicti alianis sacrosancie
vilcionls ac Sue coronacionis solempnia. a metropolitano siue episcopo ipsum
consecraturo debita cum deuocione acce pturus.

In. medio wero dicto pulpiti erit preparatus thronus excelsus. ut in eo princeps
residens clare ab omnibus possit iniueri” Legg, Liber Regalis, in Coronation Records,
81, 112. The "apparatus in the Church of Westminster®, described in the Coronanon
Order of Charles I, provides further details: “There is @ Stage to be ser vp foure
square, close 10 the foure high Pillars between the Quire and the Altare; The Stage is
to be spread with Tapestrie, and to have Railes about it richly couered: it is also (o
have staires out of the Quire vp to i, and downe to the Altar from u. . . There is
aiso a Traverse to be sert vp in St. Edwards Chappell, for the King fo disrobe himselfe
in after the Ceremonies of hais Coronation be ended.

Where there is also, a Traverse, Faldstocle, with Quishions, and a Chaire, o be set
vp for the Queene to pray at, and to repose herself, while the King disrobeth and

newe arrayeth himselfe.” Legg, 246-47. Cf. 1 Kings 10:18-20, for a biblical description
of the clevated throne.

o .

BThe Glory of Regdlity, 178-79. What is significant here is of course the usé of
word "theatre” which Taylar surveys within various coronation rites: "In-our old Latin
ceremonials this is called puiprrumr in that of Charles V of France, solium in modum
eschafaudi; and in a later French book it is said, ‘au pulpitre ou jube de [leglisc
audessous du crucifix est dresse et pose le throne du roi; in the Roman Poatifical it is
termed thalamus sive suggesrum: and in the ceremonials of the Greek empire.
anabarhra, which is defined as 'ascensus, seu rabularum, seu puipitum™, n179.
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coronation, curiously rcsemble designs for ihc stage of a theatre (see Figure 1).2% The
sacramentality of the corqnatio:;"‘sccné, amidst a sctting complete with a "travers” (sec
..Figurc 2), and oddly .cnough, a "trap dore”, and surrounding paraphernalia’(see Figure
1), must have been perceived as 2 ritual mimesis of the highest order. Within the
spiritual significance of the coronation sacrament are embedded theatrical coda: yet
the two are not perceived as distinct or separated: the th;atn'aal ‘becomes sacramental
in this ccrcmdny.

On the day of his coronation, the king is placed in a

lofty sear . . . on which the i;ing thar is o0 reign is {0 be raised with

all gentleness and reverence, after having first bathed as is the custom;

and after being clothed with spotless a pparel and shod only with socks.

This is to be observed in every way, that, as the prince's body giistens

bl}- the actual washing and the beauty of the vestments, so his soul may

. . . . “
shine by true and previous confession and pemzence.-S

Here. and throughout the service, the nature of his inner sanctity is always described
in terms of an outward and visible expression. The regalia comprise the svmpols of his
office, the signs bv which the king's presence is made manifest, and precede his

entrance into church.=6 His acceptance by the people is accomplished with his turging

“*British Museum, Egerton MS. 3320, The drawings are part of an mcomp!ctc
book of cercmonies for the Coronation of Quecen Elizabeth. A good part” of the
drawings arc of the procession from the Tower through the city, and show Elizabeth
riding in her horse-drawn litter. "’\

Hiis sub uniuersorum concordia peracns. prouideatur guod in aula regia maion
Sedes enunens sit pannis sericis et inaurafis decenter ormata: super quam dictus “Rex
regnarurus cum omni mansuetudine et reuerencia eleuetur: | pSo tamen prius uf moris est
balneato et induto mundissimis uestibus ef caligis rantummodo caiciato. Hoc modis
omnibus obseruato quod sicur in principe per actualem locionem et uestimentorum
decorem corpus nitescit sic per ueram et preuiam confessionem ac com punccionis
dolorent amima ipsa splendescar.” Legg, Coronation Records, 83, 114.

26This is significant in Richard II: when Richard is brought in to "undeck the
pompous bedy of a king", the regalia is borne after him. IV. & 161.1. (The direction is
Capell's, but the subsequent action clearly implies it: when Richard calls for the crown
in . 181, he is addressing the regalia-bearer.)
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o the four sides of the stage as the Bishop addresses the people asking their
consent.2? But it is thc anointing with the sacred unction which is the most unportant

part of the service; here at the crucial point, thc emphasis again rests on imitation:

God, . . . whoe m the beginning by the powring out of thie Floude,
didest chasten the Sinne of the World, and by a Doue conveving an
Oliue branch didst giue a token of reconcillement vnto the carth:  And
again didest consecrate thie servant Aron a Priest, by the anho:mting of
Oyle and afterwards by the ecffusion of Opyle, didat. make Kings and
Prophets to governe thic péoplc Israel: and by the voice of the Prophet
Dauid didest fortell that the Countenance of the Church should be’ made
Chearfull with Oyle: Wee beseech the Almightic Father, that bv the
fatnesse of thie Creature, thou wilt vouchsaffe to biesse and sanctifie
thic servant . . . that in the simpliatic of a dove hee may Minister
pcace vato his People, that hee m:;y imitate Aron in the service of God

. And that by. the annowvnting of this Oyle, thou maist give him a
Countenance aiwaise Cherfull and amiable.28

The Archbishop must literally tear the specially prepared silk shirt from the body of

27"Merropo!iranus Siue episcopus regem coronaturus per gquatuor partes dictt pulpit
plebem alloquatur ipsorom inguirens uoluniatem et corsensumt de dici principis
consecracione.  Rege inferim in sede sua stante aique ad gquatuor partes dicti pulpiun
dum pontifex plebem alloguitur se uertente. quibus ur mons esl consencientibus atque
uoce magna er unanimi proclamannbus.” Legg, Coronanion Records, 85,116, Holinshed

described this segment of Edward Vs coronation as "this part thus plaicd”, Chromicles.
664. '

28rrom the Coronation Order of Charles I, Legg, Coronation Recdrdsy 257. The
Liber Regaiis reads: "Qui in primordio per ef fusionem diluuil crimina mundi castigare
uoluistt et per coftmbam ramum olive porrantem pacem lerris redditam demonstrastt.
Iterumque aaron fanulum tuum per unccionem olel sacerdotem sanxisti. et postea per
huius unguenti infusionem ad regendum populum icraeliticum sacerdotes ac reges o
prophetas perfecisti uultumque ecclesie in oleo exhilarandum per propheticam fgmuli nu
uocem dauid esse predixisn. ita quesumus omnipofens pater u! per juius creature

pinguedinem hunc seruum ruum . . . sanc -fificare tua benediccione dignens: eumgue in
similitudinem columbe pacem simplicitatis popule sibi subdito prestare: e exempla aaron
in dei seruicio diligenter imitare . . . er eguitate iudicii semper assequi uullyngue

hiflaritans per hanc olei unccionem", 91,
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the king to anoint him on the palms of thehands, on the.breast, on the shoulders and
~ back, on the inside of the elbows, and lastly on the head.29 ]

‘It is only after he is an;)imcd that the king receives the regalia and it is worth
noting here that, -as"_chg stresses, "the king is vested and adormed with -the regalia -
. 'bcmysc: hc is. anointed, and that he is not anointed in order that he may reccive the
.regalx'a."30‘ The qualities with which the king is indued are rcpr‘mcnt‘c:’d‘ by the
'swﬁboﬁg sigm’ficancc of the vestments and omaments which arc now bestowed on him.
The pallium, or royal mantle, for eyample, "is formed with foure Cormers, to let them
vnderstand that the foure Corners of the World are subjects to the power of God: and’
that no .man can happily reigne vpon Earth, whoe hath not recleived) his authority
ffom Heaven.31  The 'sccptré is th.c "signe of Kingly power, the Rodd of the
Kingdome, thee rodd of ~Vcrtuc“.32 And the crown, the prime emblem of majc'wsty.' is of ~
course, the "crown of gloric and righteousnes”, a signal that he who wears it-"is filled

with manifold graces, and all pretious Vertues”.33

%S0 sacred was the anointing that the chrism on the head was not touched. To
protect this from irreverence the Lord Great Chamberiain put a shallow coif of fine
lawn upon the kings head. This was worn by the king for eight days after his
coronation. Sece Legg, £nglish Coronation Recerds, introduction, xodx. )

:’Olnn.'oduction. Coronation Records, xxxiv.
31The Archbishop speaks this to the king as he places the mantle upon him.
Legg,-Coronarion Records, 261. .

32rbid., 263,

. 331bid., 261. Briefly, the regalia include the following: the supertunica, or tunicle,
now called the close pall: buskins, or tinsin hose and sandals; spurs; girdle, or sword
belt (the sword is symbolic of the king's responsibility to protéct his subjects); armil,
or stole; the pallium. or mantle; crown; sceptre: staff, or rod; orb; ring (symbeolic of
the king's faith a‘n‘d his relationship with és people; bracelets (of sincerity and
wisdom). See Legg's introduction, xl-xliv and the Coronation Order Qf Charles I, 259-
64. Erasmus supplics a summary of thc metaphoric significance of the regalia in the
Education o f a Christian Prince:

The Prince should learn to philosophize about those very decorations
with which he is adorned. What does the anointing of the king mean,
unless the greatest mildness of spirit? What significance has the - crown
on his head, if not wisdom that is absolute? What is the mecaning of
the collar of piaited gold around his neck. except the union and harmony
of all virtues? What is symbolized by the bright rays of gems shining
with many colors, if not the highest degree of virtue and that whatever
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At the coropation service of King James, Thomas Bilson devoted part

si:rmon to the religious significance of the regalia born by the king.
description makes clear that the appearance of the ' king in his costumed role
csscnna]ly rcprcscnts an imitation ofGodenocIcsual Tobes:

- -

Insomuch that when Chnst is described in the Scriptures, as a King, all
the orpaments and ensignes of a Kingdome, are namely recited and
personally referred to him, though in him they be spirituall and eternall,
which to men must be materiail an& temporall . Thy Throne, O God
endureth for euer, seith the Scripture of Christ, as the Apostle
cxpogn&cth it, The Scepter of thy kingdome is a Scepter of
Righ:eou:nes'se..(l-icbr. 1) Wherefore, God euen thy God, hath annoynted
thee with the Oyle of Gladnesse aboue thy Partners. On his head (saieth
Saint Ichn) are man)" Crowns, and our of his Mourth (as working his Wil
bv his Worde) goeth a sharpe Sword, wherewith hee shall smite the
Heathen. To Princes then, as Partakers with Christ in the power,
honour and fustice of his ngdomc heere on Earth, are allowed of God
a Sword, in signe of Power, a Crowne, in shcw of Glory, a Sceprer, for
a token of Direction, a Throne for a seate of Justice and Tudgement; and
Inunction as a pledge of outward Protecrion, and inward Infusion of

grace.  All which Signes and Ornaments of Kingdome since Christ

h ]

is honorablc ought to be found in a special- degree in the prince? What
docs the rich purple mean, except an ardent love toward his subjects?
What do his various decorations mean, except that he should either equal
or cxeced the glorious deeds of his ancestors? What is the significance
of the sword that is carried before him. unless that‘his countrv ought to
be safe under the protection of this man. safe both from outside enemies
and those within. {187)

of his
Bilson's

For Tudor lawyers, the “king's crown was a hicroglyphic of the laws
Coke’s Re ports, cited by Kantorowicz, 16.

", Sir Edward
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assumeth from Princes, and applieth to himselfe, he confirmeth to be

lawfull in Princes, because they are common to them with him. 34,

Once "all the nobles of the realm then presen: . . . publicly do their homage on
the stage"?s (which is the first action the king; as king, .engages in) then he is

prepared for his disrobement:

" then shall the Great Chamberlain of England .-srn'p the kaing of his regalia
. .+ . And there shall be near by a closed place near the altar with
curtains, prepared by the king's servants, where the king shall “be
stripped . . . of his royal omaments . . . the king shall be revested -

with other vestments by the said Great C}zamberlain.:’s ) .

From the traverse (5::‘: Figure 2 the ldﬁg emerges in vet another -form: no iongcr an
ordinary man, no Iohgcr adorned with all the visible symbols of his ncw’?t’)lc. but the
king, in whosc person’all the external invages of royalty arc now intermMized: his role
now is quintessentially in his person

- .- <

344 Sermon Preached, AT'V. "Their Crownes, Thrones. Swords & Scepters - . .
arc resemblances of Christs kingdome, and approued of God, as signes & assurances of
their authority, dignity, and duty from God, cuen as Inunction is an earnest to them of
that inward sufficiencie, and outward sccuritic, which God bestowes on their persons,
when hee aduanceth them to their Places”, B3,

-’5")"acro prius dicto regi ab omnibus proceribus regni iunc presentibus publice
super dictum pulpirum homagio”, Legg, Liber Regalis. in Coronarion Records, 99, 122.

36"Deinde magnus cameranus anglie exuer regem regaiibus antedictis gue per
dictum camerarium singillatim sicur a rege auferuntur tradentur abbari westmonasterii.
uel uicem elus agenni ur septus prescriptum e¢st super dictum altare reponenda. Eritgue
bt locus clausus iuxtc altare cum curtinis per regios ntinistros preparatis. + in quo rex
de suis uf predictum est exutus regalibus usque ad tunicam sericam et camisiam. ac
“caligas regales et sandaria a dicto magno camerario aliis uestibus de nouo enr
reindurus.” Legg, Liber Regalis. in Coronarion Records, 106, 127.

-t



i

The King's Countenance

Without the visual tr'-appings whici'x surround the body of a king -- the robes
.and the biilliance .of the ornaments, especially of his crown -- how does the man
“look™ hkc a king? It was held as part of the conception of his ro_lc. that o king's
face, in fact his whole appearance, displayed the cvidence of his. divinity and the
ability to witld power. There is in the countenance ‘of the kmg the mark of God and
- a celesual light It would be silly to suggest that these were actual si'gns that could
be witnessed in the king's person. But if 2 king had an inner spiritual grace bccausc
of his rclauonstup with the divine, it followed that an outward grace was present as
well <« The importance and umquc quahty of the k:mgs countenance can casily be
'1I.lustratcd from plays. Hamiet forces prcc:.scly this point on his mother when he
presents her with the portraits of the two kings: '
* Look here upon this picture, and on this.
The counterfeit presentment of two brothers.
See what a grace was seated on this brow,
Hyvperion's curls, the front of Jove himself,
An eye like Mars to threaten and command,
A station like the herald Mercury )
New-lighted on a heaven-kissing hill,
A combination and a form indeed
Where every god did seem to set his seal

To give the world assurance of a man (IIL. iv. §3-62)

Though hcrc@Hamlct is nominating “"the difference of man and man" rather than man
and king, his natural interest in the succession seems o have led him unconsciously to
a mode of description that draws on his father's irue regality as a 'means of
contrasting Claudius's usurping baseness. In an ironic exchange between subject and
king, Lcar is puzzied over the disguised Kent's desire to serve him. Kent tries "to

recall Lear to his former self's majesty by recognizing its sign in his face:
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Lear. Who would'st thou serve?
Kent. You
Lear. Dost thou know me, fellow? . .
Kent. No, Sir; but you have that in your countenance

which I would fain call master. ‘
Lear. What's that? —_—
Kent. Authority. (L iv. 24-30) : : -

Tamburlaine’s power is, in part, due to the magnific;;ncc of his countenance.” He can
"conquer” Theridamas with his "looks™ (L L 228) and make Menaphon admire his eyes
which encompass "a heaven of heavenly bodies in their Spheares™; his hair is "Wrapped
" in curles, as fierce Achiﬂcs was, | On which the breath of heaven delights to play, |
Making it daunce with wanton majestic”. "In every part”, savs Menaphon,
"proportioned like the man, | Should make the world subdued to Tamburlaine". This is
.-the "face and personage of a woondrous man" admits Cosroe (II. i 16-32), and the
appearance of the actor who plays Tamburlaine must prove Cosroe and Menaphon right.
Though the .actor. might- not- quite manage to portray heaven dancing in h.m
countenance, it is enough, that Marlowe makes the language suggest as much, and that
he could rely on his audience's belief in what kings were suppbsccl 10 look like, Lcar's
-face has authority because the actor plaving him is plaving the role of the king. The
audience accepts Hamlet's description of his father and Claudius because one was the
-rightful king and the other a murderous usurper. ) .

The Renaissance was a period poetically obsessed with the imagery of the
countenance. People’s faces are read and commented upon for all sorts of reasons: the
lovers, the soldier's, the courtier's, the fools. The wisthic expression of qualities of
character led -to notable advances of technique in both® poetrv and painting; the idea
that the king's countenance bespeaks his divine nature is certainly a part of this
btirégqning tradition. which has been frequently surveyed and documented. But the
stress on the appearance of the king's face goes further: the descriptions which are
applicci o them confirm the compicte picture of the king as a mimetic construct who
must look the role he is required to plav. Thus is forged another link between

rovalty, religion and the theatre. The Bible taught that "in the light of the King's
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countenance is life">7. What the subject could.receive from the sovereign's face was a
confidence and comfort that all was well with the world; "when a noble man passeth
by", wrote Elyot of all those in authority, "showing to men a gentle and’ familiar
visage, it is a world 10 bebold how people taketh comfort, how the blood in their
visage quickeneth, how their flesh stirreth, and hearts leapeth for gladness. Then they
all speak as it were a harfnony. ... 'He is no man, but an- angel: see how he
rejoiccth all men that behold himi™38. But the king's physicai ap*‘pcamncc' could also
instii a dread ‘o(' reverence in his beholders: "Namure herseif”, said Rawlinson. "ha.th
made the Physiognomy of Princes to bee such, as strikes an awfull feare and reverence
into as many as behold them: cuen as it is said of Mosesr Exod. 34 that after Aus
conference. with God, the skin of his face :f:on; so bright, that ihc people were afraid
to come near him."39 ' '

Writing of Henry VII's coronation, Sir Thomas More described, in "A Poetical |
Expression of Good Wishes”, - his confidence that in the "very countenance of our
prince, extraordinary as it lis. wecars upon itself sure evidence  which cannoi be
falsified"*0  The king, said More, "stands out taller then any . . . There is a fiery
power in his eyes, beaixty in his face . . . his moral perfection does shine forth from
his very countcnance. His frank face reveals his noble heart.™#l  Sir John Davies
celebrates his worship of the Queen in his eighth "Hymn to Astrea” (an acrostic) where
he asks all the Princes of Europe to "Séylc hithc; to obseruc her ecves, | And marke
her heavenly motion". Such a “pilgrimage” will reveal "This saint's tongue”, a queen

whose "eye hath made a Prince a page™

R ais¢ but your lookes to her, and see

E uen the true beames of maiestic,

(1]

“Prouerbes, 15:16.
38The Book Named the Goverror, 108.
3%Vivar Rex, 9.

4
407 he History of King Richard [Li-and Selections from the English and Lann
Poems, ed. Richard 8. Svivester, 133,

ppig,
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G reat Princes, marke her duly;

Ifall the world you doe suruey,

N o forehead spreades so bright a ray,
A nd notes a Prince 5o truly. 32
James's triumphant amrival in London, "all in pompe”, is described as “should' a King
appeare, | Gods Deputie should set the world at gaze; | Yet his milde lookes driue vs
fromall a:mazc".“3_ . ‘ ‘p

The” fact that the prince's face was stamped on the coins of the realm offered °
another opportunity for metaphor: his true merit was described in terms of “coinage”
‘and '"i:hprwsion". “thus enabling qualities of rule to be secn as yet another form of

" imitation. "We have in this realm coins”, Elyot cxpostulatcs.'

which be called nobles; as long as they be seen to be gold, they be so
called.  But if they be counterfeited, and made in brass, copper, or
other vile metal, who for the print only calleth them nobles? Whereby
it appeareth that the estimation is in the metal, and not in the print®f
figuré.'““‘

In this way the king's countenance bore witness to his unique position among men.
"The excellency of Princely digniry", says Rawlinson. "shines in the very face and
countenance of a King.® For there is a Character rremendus in vulribus Regu: An

impression or character of dreadfull Maiestic stampt in the very visage of a King."“s

Y2Com plete Poems, ed.+A.B. Grosart, as cited in Francis Yates. Astrea: The
Imperial Theme in the Sixieenth Century, 85.

6-“3"'111: Shepheards Spring Song, in gratulation of the rovall . . . Entrance, to the
Maiestie of England”, recorded in Chettle, G157V,

*4The Book Named the Governor. 106. CI. Richard III. Richard's contempt for
Elizabeth's relations: “great promotions | Are daily given to cnnoble those | That
scarce some two davs since were worth a noble”, (L il 80-3); and later in the same

play. Margaret's diatribe at Dorset: "Your fire-new stamp of honour is scarce current”,
(L. it 156).

451 war Rex, 9.
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Tt is not the antiquity -and greatnesse of your house”, wrote John Bede to the King of
France, "that maintaineth your Crowne. But that diuine character, grauen by the
finger of God in the face of the King, who simting upon the throne, chaseth away all
euill with his eyes.™*® More and more the image is that of God, who as holv engraver,
worked upon his creation to reproduce His own imégc in art: "the King of Kings".
William Pemberton told his congregation, "hath instamped his imhgc of soueraigntic in
Kings and ‘Caesars"47  For Jthe lawyer, Henry Finch, the king bore a “similituﬁc from
the divine perfection” by "carrying God's stamp and * mark among men, and being, as
one may, a God upon carth" 8 Some writers allowed the image to carry them away in
those hyperbolical panegyrics which were 36 common in the period, and it is significant
how many of these were clergymen: Your highncss_g"\.\.lohn White wrote to James, "is
more than an ordinary man: God hath set his owne image, as it were upon his gold, in

an cminent manner upon you, which he hath not done upon other rnv:n".‘_”9

Daniel includes an interesting account in his Ciude Warres of the cffect of
majesty’s countenance  upon the viewer. Brought back to London in humiliation,
Richard II rides behind the proud Bolingbroke -- ‘whom Isabel muistakes fé? the King
precisely because Bolingbroke now {ons like one:

Lo vonder now at length he comes (séith shee)
Looke my good women where he is in si'g)t:
Do you not see him? vonder that is hee

Mounted on that white courser all in white,

I 'know him by his seate, he sits vpright: ~
Lo, now he bows: deare Lord with what sweet grace:

How long haue I longd to beheld that face?

*SThe Right, and Prerogative of Kings, trans. Robert Sherwood, AST.
*TThe Charge of God and the King, A3".
“BLaw, or a Discourse Thereo f. 81

4giipistlt: Dedicatorie to King James, A Defence of the Wayv to the True Chureh,
**2¥. White became chaplain in ordinary to James.
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. But “false joy deludes her wrongly”, "For nearer come, shee findes shee had mistooke,
| And him she markt was Henrie Bullinbrooke.” But once Isabel realizes her mistake
she recognizes Richard whose “princely face doth bring | The cuidence of maiestic to

prouc" 30 -

-

Majesty in the history plays is animated in the king's countepance, a theatre in
which sacred and intrinsic qualities are viewed or said to be sadly la'cking.ﬂ The -
king's appearance is part of the role he must play because it belongs to the abstract
conc'cpt..of kingship. It thus becomes a quality accessible to the audience even before .

the actor playing the king's pﬁn rcaches the stage. Henry V is culogized by
Gloucester in I Henry VI as a kizig whosc "arms spread wider than a .cfragon's wings",
whose "sparkling cycﬂ replete with wrathful fire, | More dazzled and drove back his
enemics | Than mid-day sun fierce. bent against their faess” (I L 11-1;;. "Unto the
French”, says Winchester, "the dreadful ‘judgémentday | So dreadful will not be as was
hg sight” (I i. 29-30). 1t is in the facc of the young Prince Edward that hope is to
be found, rather than in his weak father: "Look on the boy", Clifford admonishes the -
King, "And let his manly face, which promiseth | Successful fortune, steel thy melting
‘heart | To hold thine own and leave thinc own with him" (3 Henry VI i 39-42).
Later in the same play Henry's royal powers of divination recognize that the true hope.

for Erigland's future rests in the majesty of the young Richmond:

Come hither, England's hope. Lays his hand on his head .-
If secret powers y

Suggest but truth to my divining thoughts,

50samuel Daniel. The First Fowre Bookes of the Ciuile Warres, Book II, stanzas
74-3. 8. Reproduced in the Appendix II, Peter Ure's Arden ed. Richard [1, 200-2.

" SlFor references to a majesty which is personified in facial terms see: Trorius
and Cressida, "and all my powers do their bestowing lase, | Like vassalage at unawares
encountting | The eye of majesty” (Il i. 36-8); Romeo .and Julier, "Upon his brow
shame is asham'd to sit. | For 'tis a throne where honour mav be crown'd | Sole
monarch of the universal earth” (IIL ii. 92-4); Tempest. "He was indeed the duke: out
o' th' substitution, | And exccuting th' outward face of rovalty” (L ii; 103-4); I Henry
I°I, "beauty’s princely majesty is such | -Confounds the tongue and makes the senses
rough” (V. iil. 70-1% 2 Henry 1], "Upon thy eve-balls murderous Tyranny | Sits in grim
majesty to fright the world" (Il i. 48-9); King John, "on the winking of authority |

To understand a law, to know the meaning | Of dangerous majesty, when it perchance
it frowns” (IV. 1. 211-13).
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Ths pretty lad will prove our country's bliss.
His 1ooks are full of peacefull majesty;

His head be nature fram'd to wear a ctown,”
His hand to wield a sceptre; and himself
" Likely in time to bless a regal throne. (IV. vi. 68-74)52

The "death” of Prince Anhur in King John i3 made "proud with pure and
prnéclv beauty” inherent in the young boy (IV. i 35). T the beauty of majesty.
togcther :"uh the strcngth of a king's countcnancc which the Bastard urges the King
0 put on. For a kmg must not -only act like onc, he must look the part as well so
that from him, his subjects may draw strcngth and an cxmnplc for imitation:

Bul whercfore do you droop? why look you sad?
Be great in acf, as you have been in thought

Let not the world sec fear and sad distrust
Govern the motion of a kingly eye!

Bec stirring as the time, be fire with fire,

' Threaten the threat'ner, and outface the brow
Of bragging horror: 5o shall inferior cyes, .
That borrow their behaviours from the great,.

Grow great by vour cﬁmple and put on

The dauntless spirit of resolution.

Away, and glister like the god of war (V. i, 44-54) o

And when the appropriate behaviour, befitting the king, is lacking ™ a true

prince the tell-tale signs are plain in his countenance. King Henrv laments that he
a .

+

S2CE. the description of the grown-up Richmond in Hall's account of the historv

of Richard the Third, Union: "he was-. . . formed and decorated with all gyftes and
lyniamentes of nature that he semed more an angelicall creature then a terrestriall
personage, his countenaunce and aspecte was cherefull and couragious”, fol. VY. In

Ford's Perkin Warbeck King James accepts the Pretenders claim to rovalty because
Perkin "ooks" like a king:

How like a king he looks! Lords, but observe

The confidence of his aspect; dross cannot

Cleave to 50 sure a metal -- roval vouth!

Plantagenet undoubted! ([, il 73-‘6]\

’

e
s

4
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can "See riot and dishonour stain the brow | Of my young Harry" (I Henry IV L i 84
$).  Hal himself. can "acknowledge” that his slothful weariness “discolours the
complexion of [his] greatness” (2 Henry [V IL i 45). Ironically enough it is Hal as
Henry V, who symbolizes the cpitome of the visible grace in the king's face, Ffo;n the
7ittle touch of Harry in the night", the Chorus declares that the soldiers, beholding
him, wﬂl draw the kind of solacc and strength that the Bastard expected King John to

show:

Upon his royal face there is no note

How drecad an army hath enrounded him;

Nor doth he dedicate one jot of colour

Unto the weary and all-watched night;

But freshly looks and gverbears attaint

With cheerful semblance and sweet majesty;
That every wretch, pining and pale before,
Beholding him, plucks comfort from his looks.
A largess universal like the sun

His liberal cve doth give to every one,

Thawing cold fear, that mean and gentle all, .

Behold (Henry ¥ IV. chorus. 35-46) O

The realm’s mulitary power, embodied in the king's command, is also a part of the
strength of his perceived countenance. Richard II cannot be comforted after he hears
the Welsh forces have deserted him: 5

~Aumerle. Comfort, myv liege, why looks ydt-lr grace so pale?
Richard. But now the blood of twenty thousand men

Did triumph in my face. and they are fled:

And till so much blood thither come again,

Have I not reason to look pale and dead? (Richard IT 111 11. 75-9)

Cne of the signs of a subject's lovalty is his ability, and willingness, 10
* proclaim his awarcness of thesc signs of the king's outward nature. Bo'lingbrokc_ is

understandably anxious to see how Richard II has reacted to his reverses of fortune,
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and sends Northumberiand to Flint Castle to (among other things) "mark King Richard
how he .looks" (0L iii 61). But when the Duke of_York. the reluctant participant in
Boliﬁgbrokc's progress to rovalty, sees Richard on the ramparts; his immediate reaction
(though he is aware that in material terms Richard has lost everything) i to recognize
in Richard's mere -appearance the sigﬁs “of enduring royalty, a spontaneous tribute of
' fealty: -
Yet looks be like a king. Behold, his eve,
As bright as is the eagle's, lightens forth
Controlling majesty; alack, alack for woe
That any harm should stain so fair a show! “
- . . (Richard [I 1L iii. 68-71)
<
The "fair show" York pays tribute to is the light of grace, that imitation of
divine glory, which denotes the special sign of Gods favour. Grace "is a special mark
of divine love", Aquinas had written, "“which is observable”, a "form and perfection . .
. signified by some sort of light"33 It became a commonplace in the pericd to refer.
therefore, to the king as someone from whose person there emanated a kind of
celestial glow. “As .thc face of Moses descending the Mount from God, shone bright
and glorious”, Robert Sherwood explained,

so the Majesticke looke of a King (reflecting divine beames, rececived
from the King of Kings) daunteth the most proud and savage hearts of
Inferiors.  Therefore Kings are in holy Writ called Lights, for their

glory ... to testifie their graces, and the dignity of their Office” 5+

53Thomas Aquinas, On the Truth of the Catholic Fatth Summa Comtra Geniles,
trans. Vernon J. Bourke: "Hence in Scripuure, the -grace of God is signified by some
sort of light, for thec Apostle says in Ephesians (5:8): You were herctofore darkened,
but now, light in the Lord. Properly enough, then, the perfection whereby man is
initially moved to his ultimate end, which consists in the vision of God, is called light,
for this is the principle of the act of seeing”. 233, "So, 'man achieves the likeness 1o
God through grace”, 234.

54Imroductory Letter to James in Sherwood's translation of John Bede. The Right
and Prerogative of Kings, A2Y; also, "And surely your Maicsty is a light, and a light of
Israel, (Gods people) not oncly for glory, but for example of picty, religion, and
vertue: vour Maiesty is Gods Lieutenant”, A2Y. Cf. Merchant of Venice, for the true

r
»

-



69

The light affirms the king's graces, but can also by the same token cast his faults into

greater view, for : -

a King is like a Lampe, that shineth light to all the worlde: therefore if
he be blemished of blotted with any vice or crime, it is more Notable

and reproveable in him, than in any other Priuvate pcrsonc.ss

Tudor cncc-omiums of kingship reached exaggerated, indeed idolatrous, and often
absurd proportions: one writer "dares not cast [his eyes] but sidewise up;:an the flaming
beams of [the king's] bright sun, which [he) in no wise can steadfasily behold".56
Elizabeth is the "onely star of light . . . whose like on carth was never seen™>7; whose
“vertewe of so bﬁght an hewe shinefs] cleere in [her] to cvery man's vew" 58  The
mayor of Norwich, in his oration to the Queen duﬁng one of her progresses to the
city in 1578, "would account néthing more pretious . . . than that the bright light of
{her] bright beame of [her] most chast cic which doth so cheare us, might pearse the
secret and strait corners of our hearts"3% Daniel wrote of James that "There are no
mightic mountaines interpos'de | Betweene thy beames and us, timbarre -thy light, |

There Maiestie lives not as if inclosde".60 Nonetheless, these hyperboles all spring

essence of a king in terms of light: "A substitute shines brightly as a king | Untl a
king be by", (V. L 94-5).

53From Chillester's Engiish translation of Chelidonius Tigurinus, Of the Insrtution
and firste Beginning 6 f Christian Princes, 38.

58] ctier written by an unknown person to King Henry VIII British Museum Reg.

MSS 7. CXVI1f181, cited by Franklin Le Van Baumer, The Early Tudor Theory of
Kingship. 86. '

.74 Collecrion of Seventy-Nine Black Letter Ballads, No. 52, by Richard

Harrington, 182.6; No. 11, "Lines underneath a Portrait of Queen Elizabeth™ "Loe here

on carth | The oncly starre of light". 36. Cf, Dedicatory Preface of the King Jame¥
Bible, "that bright Occidentall Star queen Elizabeth™.

58Recorded in Nichols, The Progresses and Public Processions of Queen Elizabeth.
1L, 52. ' - ‘

SSHolinshed, Chronicles, 1288.

80samuel Danicl, "A Panegyrike Congratuiatorie”, Adf,
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from thc same 1dcology as we have bccn discussing, and may be rcgardcd as no more
than its most ostentatious flowers. . .

One image, which through’ persistent use became effectively inevitable, was the
equation of -the king with the sun in the general order of creation. "Thercfore”,
observed Castiglione, '

. even as in the firmamente the sonne and the moone and the other
sterres show to the world (as it were) in a glasse a I likenesse
of God: so uppon the earth a muche more liker image Z‘;Rc:’: are those
good Princis that . . . showe unmto the people the cleere light of his T

justice, accompanied with a shadowe of the heavenlye reason.61

Henry Valentine maintained that  the -I;:ing's function in socicty is as the "Sun of the
Common-wealth, according to that of the Psalmist (89.36) His Throne shall be as the
Sun. The Sun is Sponsus namwrae, ‘the bcaut'y- of the Bridegroom of Nature, appointed by
God to ru‘lc the Day, and it runs from one end of the Heavens unto the other"52 In
his Italian dedicatory cpmlc to Elizabeth, Charies Merbury devotes the cntire page to
composing an claborate picture of 'the Queen, who is "stella, Sole, Honor, & Gloria
della natione Inghilese”, who will he hopes, "splenda lungamente, & ci scaidi sempre °
con i suoi viui, & chiarissimi raggi"®3 Elizabeth's death was of course expressed by-
the image of the sctting sun, but as-the translators of James's Bible pointed out, the
King Ead been the new light 'on the horizon, whose appearance in "Sion . . . as of the

Sun in his strength, instantly dispelled those supposc.d and surmised mists",

S1The Book of the Courtier, 314.
62God Save the King, 18.

634 Brief Discourse of .Royall Monarchie: "Si come il viandante riguarda al Sole, il
nauigante aila tramontana, & la calamita al Polo: cosi (Serenissma Maesta) hauvendio a
- solear con la mia debil barcz nell' alto madre della Republiche, & de gli stati; ho preso
ardire d'alzar gl'occhi alla diuina, & chiara siella del suo felicissimo Regno: indrizzando
il corso del mio viaggio, & gouernandolo tutto, secondo 1o splendor, & la chiarezza di quello”.



Hau dacn“bcs chxy V as “the- blasyng comete and apparant lanterne in his
dazcs"64 His coumcrps.rthhakcspcarcwxll
.7 | i imitate the sun,
Who doth permit the base contagious clouds
'T&mothcr up his beauty from the world,
. That, when he-please again to be himself,
Being wanted he may be more wonderd at )
By breaking through the foul and ugly mists , T
- S (! HenryWI ii. 192-97).63
He can already conceive his future role after his purposed “reformafion” in terms of
“brightness and light (. i.203-12). As king, who will fight against the French, Henry
" sces himself Tising "there with so full a glory | That [he] will dazzle all the eves of
Francc. | Yea strike the Dauphin blind to look on us™ (Henry ¥ L. ii. 278-80).

Verbally matching the visual splendour of Henry VIII, the languare of the
opening dialogue between Buckingham and Norfolk describes the famous niccting of the
Kings on the Field of the Cloth of Gold: "Those suns of glory, those two lights of
men”, who arc there in their pomp, in the "view of earthly glary” (L i 6, 14-38). But
nowhere in Shakespeare is the sun of rovalty more consir;tcntly used than in Richard
H.. where not or‘ﬂy the splendour of the office is_conveved but aiso the hallowed

radiance of the man who occupies it in his role of I-cing.56

64[:'m'u:m. fol. chd". :

651t has been already noted (section 1 of this chapier) that the king was- stripped
of his silk shirt before he could be ancinted. Perhaps this fact accounts for some of
Hal's imagery, when he thinks of throwing off his loose bchaviour to appear the more
striking in men's eves.

56There has been much written about the sun images in this play, see Peter Ures.
Arden ed.. introduction, n.6, bxd.  Also Ernst Kantorowicz. The King's Two Bodies: the
banner of Richard II "had a sun shining carried by a2 white hart, whereas his standard
was sprinkled with ten suns 'in splendor' with a white hart lodged”, 32-3. n.18. The
sun was also the Yorkist badge. Holinshed described the effect the King's' flatterers
had on him as "dimming the brightnesse of trie honour, with the counterfeit shine of
the contrarie”, Chronicles, 418,

~



The signs of kingship mark a figure who -is propertied, costumed and endowed
with the i;ualiti&_s of representational divinity. The spectator in the theatre could
expect to sec in thé performance of the king on stage what the nobleman saw of the
real king in court. By the inscribed codes of his physical prucncc. the outward and
visible signs of Lhc rolc “the king is acccptcd by tbc viewer as a person who is forcvcr
acting out the ro\g aken on at his coronation. The tmppmgs ofy, rovalty which the
actor wears, the references”to’ the regality of his coumchancc. -and the aura of his
‘pcrson (if only pmcm in the la.nguagc and thc sparkle of his performance) are
symbols of the histrionics the real king is obhgcd to pcrform in the continuai drama
inherent in his office. : '
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'~ CHAPTER FOUR

"THAT WITHIN WHICH PASSES SHOW™ - .
i
The King's Extraordinary Nature
If a necklace, 2 sd:ptrc, royal purple robes, a train of attendants are ail
1hal meke a king, what is 10 prevent the actors who come on the stage
dcckcdmu;allthc pomp of state frombcmgallcd king?! vy .t

More .Lha'n any other person in his socicty, thc.king bore the burden offhavz'rxg
1o be an extraordinary individual His pléoc in the Great Cha.m of Being contributed
to his image, as a man who, of necessity, and by virtue of his nature-and function in
society as head of the body politic, was more than mortal The sacred character of
his office and_ of his conduct set the king above normal existence: indeed it was a
commonp\lncc that to cxpcriatz'dc.thc Mere exhalation of the breath of kings \Qas a
transccndcmal experience. Shakespeare’s King John is confident that no "earthly name
o mrcrrogato-w.a ! (&ag'r.astc the free breath of a sacred king” (OI. i 73-4). But as
Austin Woolwch pomts out, "national pride and popular feeling cravcd for a more than
human figure to persopify the majesty of the State dnd the aspirations of the nation™.>
Within the kingly role bcat the pulse of the whole realm and thc welfare of its
subjects. It i3 no wondcr that the office drew attention tc itself as role: its

singularity and isolation automatimﬂ_v placed the king in an extraordinary position..

. - ' r'y ‘/

YErasmus, Education of a Christian-Prince, 152.. g .
’ 0

~ ZPolitical theory and political practice”, in The Age of ‘l!xiron. eds. C.A. Patrides,
Raymond B. Waddington.. 37. Woolrvch takes th)s peoint an mtcrcstmg step further:
"John Foxe Atad supplied a special reason for holding [the king] so.. Far more widely
read theilany, other, book excegt the Bible, his Book of Martvrs. had taught generations
‘of Englishmen to bchc\c that they were an elect nauon. predestined to play a verv,

' special part in the final overthrow ol .—\nuchmt I(x this great enterprise the Godly

o--t

Prmcc was cast for a ﬁc.ro:c role”,

-

o
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.

Erasmus paraphrases Aristotle on this subject in the following termis: "The rule

of the king is finest of all because it seems 1o possess a certain something which is

- greater than mortal™> So special is this "certain something” that the king is seen

almost not to belong to this world at all; his consecration and sanctification, according
to the: Norman Anonymcus, made him a saint: "that is, outside the earth and outside
the world . . . set alﬁart as mediator bétwccn God and the people, having communion in
heaven and moderating [his] subjects on carth"* His designated responsibilities set
him apart from other men; God promises to "raise vﬁ Kings and gouernours” and give
unto them an. especil charge” to set forth His word.® The treatment the king receives

from his subjects must also -correspond, in degree, 10 the treatment cntitled to God
himself: : e

he who wants to permit the prmcx: what is not honourable is really
lowering the prince! In what else does lowering a prince consist than in
making him like the common run of men; to be a slave to anger, lust,
ambition, avarice, and beholden to folly? Would it be a shameful ~~
outrage and one not to be tolerated if that werc not granted 10 a prince
which is not granted God himsclf?. God does not demard that He be
allowed to act contrary to the course of propriety. But if He did, He
would no longer be God16 . 3
<

"God hath set a part your Majestic”, Joseph Hall wrote to James, "as a glorious

instrument of such an universall good tc; the whoic Christian world".7 Hall's

’

2 Education of a Christian Prince, 174.

41:1‘ his_customary fashion, the Norman Anonymous applicd this- quality to bishops
as well: "Ideo igitur consecrantur sacerdotes et reges et sanctificantur, uf . . . sanci_
sint, \id est extra terram et extra mundum segregari, inter Deum ef populum medigtores
effect, . et in ~celis conversentur et in lerris subdifos moderentur”, as cited in

Kantorowicz, The King's Two Bodies, 83. _ .

SThe "Argument” to Deuteronomie, Geneva Bible, 807.

6'Erasmt.!s: The Educarion of a Christian Prince, 191,
. -

[pr| Rgcouecn‘on' of such Treatises, A2F.

-
[
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commendation cannot be considered panegyrical, or any ecxaggeration of the rolo.;., m
view of the number of other commentators making ecssentially similar claims. The
kmgs relationship o God, as His vicegerent, made him unlike any of God's other
created children. His pt:)wcr was, therefore, assured and necessarily for the ':ight'. It
“is to this issue of power that Roger Maynwaring, one of James's chaplains in ordinary,
addressed 'his sermon, printed by "His Maiesties Speciall Command™:

Now, to this high, and most constraining Power of Kings, not onely

Nature, but euen God himselfe giues frém heaven, most full and ample

testimone: and that this Power is not rriccrcljr humare, but Superhumane,

and indecd no lesse then a Power Diuine. Though Maiesty . L. be

shrouded vnder Mortality, yer is it endowed with such a Power from

aboue, as beares no small resemblance with the Dez'ry.g
"By reason of their distance {rom common men, cven as the heavens arc in respect of
the carth”, Maynwaring goes on to say, "none may, nor can®Search into the high
discourse, and decpe Counsells of Hings: sceing their hearts are so deepe”? Such an
isolation ‘places the king in a reality which, in certain significant respects, is different
from that his subjects inhabit. It was, for instance, a commonplace of their
superhumanity that kings could not get sigk, or grow old, or die. Sir John Fortescue,
in his tractate on The Governance of Eng!é}:d. writes on the natural defects which are

lackf& in the figure of the king:

..

it is no poiar to mowe synne, and to do vlle, or to mowe 10 be seke,
wex olde, or that a man may hurte hym self. Ffor all thes poiars comen
of impotencic . . . wherfore the holy sprites and angels that meyv not

syane, wex old, be scke, or hurte ham selff, have more poiar than we,’

SRch‘gr'on and Alegiance, 10.

SIbid.. 17. Also in the same passage: "the heart of a King is unsearchabie. As
also, for that none may dare to call in question the Judgemen: of a King, because, the
heart of a King is in the hand of god. and hee turneth it which way he Dleaseth”. It
was proverbial in the period that "every man cannot speak with the.king', Tillev,"
MI111. Cf Tilley: "The King's word is more than another man's oath”, K82. .

“
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that mey” harme owrc seiff with all thes defautes. So is the kynges

power more. 10
In his [nterpreter: Or Booke Containing the Signification of Words., John Cowell
includes - in the definition of the word "King", that he "is in intendment of Lawe
Cleared of those defects, that common persons be subiect ;nto"11 It was not, then.
just a matter of Elizabeth's vanity, or flattery by the painters, or propaganda for the
Tudors, which resulted in successive portraits of the Virgin Queen rcprcscm-ing her
unaging, and unchanging (when all the Court knew the patent truth that she in fact
grew  progressively older -and less attractive).  On the contrary, what was being
represented in the paintings was not Elizabeth at all, but the role of the king, whose

countenance is constant, and whose natural defects are non-existent.

Y

The king's superhumanity also allows him, like God, the powers of bestowing
life and death.!2 "For hee can Vivi ficare & occidere quicken, and kill men at pleasure:
He can breathe into the facc of man (his ciuil creature) the breath both of life and

death: He can raise men out of the dust, and set them euen with the Piers and Princes

10E4. Charles Plummer, 121. Fortescue’s comments are part of a larger concept
that of the king's two bodies, which consisted of a body natural, and a body politic
that cannot be seen or handled. The theory of the king's two bodies is discussed in
section iv of this chapter. Cf. Henry Finch, Law or a Discourse thereof: "A sccond
thing proper unto God, is the diuine perfection. In the King no imperfect thing can be
thought”, 82. See also Tilley: "The King can do no wrong”, K61.

HThe dictionary, as the title page says, sets "forth the true meaning of all, or
the most part of such Words and Termes, as are mentioned in the Lawe \‘vmcrs
Cowell was King James's Professor of Civil Law at Cambridge. .

1210 his speech to Parliament in 1609, James described this divine power: "Kings
are iustly called Gods, for that they exercise a2 manner or resemblance of Diuine power
vpon earth: For if you wil consider the Auributes to God. vou shall sec how they
agree in the person of a King. God hath power to create, or desirov, make, or
vimake at hus pleasure, to giue life, or send death, to iudge all, and to be iudged nox
accomptable to none: To raise low things, and to make high things low at his pleasure,
and 1o God are both soule and body due. And .ihe like power hauc Kings: they make
and vnmake their subiects: thev haue power of raising, and casting downe: of life, and
of death", The Polirical Works of James I, ed. Mellwain, 307-8. James, as usual, is the
most articulate spokesman for a-doctrine which was, however, common knowledge, and
by no means of his creation
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of his people. Yea, what God doth himselfe, that doth the King".13 His character
must drive him to be an "overreacher”, because God has "reputed” the king "to excelle
amonge all other humayne creatures”.14  Further set apart from the people in his

world, thc king "must”, says Erasmus, "exhibit the highest moral integrity, while in . .

others a general appearance of uprightness is enough. His mind must be divested of
all private cruotions.”13 -

Even the king's anger exceeds.that of "ordinarie man"16 His suffering too, is
greater than purely mortal suffering, because it is that of the head of the bedy politic,
who is obliged to feel for all his subjects: “the stronger or of more might is the

M -

13john Rawlinson, Vivar Rex, 12. It is appropriate here to include a few
comments about the king's ability to cure scrofula, the so-called King's Evil, which is
part of this divinc power that Rawlinson talks about. The procedure was initiated by
Edward the Confessor and the full ceremonial was laid down in the reign of Henry VIL
from 1634 the “ritual of roval healing was included in the Book of Common Prayer,
where it remained . until nearly the middle of the cighteenth century” (see Keith
Thomas, Religion and tke Decline of Magic, 193-5). As Reginald Scot noticed, "the
kings euill . . . hath beene alwaies thought, and to this daie is supposed (0 be a
miraculous and peculiar gift, & a speciall grace giuen to the kings and queenes of
England. Which some referre to the proprictic of their persons, some to the peculiar
gift of God, and some to the efficacie of words" (Discoverie of Witchéraft, 303-4).
"Some 'argued”, says Thomas, "that the miraculous power sprang from the monarch's
* consecration with holy oil at his coronation . . . Most people thus regarded the power
to cure the Evil as an intripsic quality pertaining to the sacred person of thc monarch”
{195). See the cve-witness account by John Ernest, Duke of Saxe-Weimar, of James's
royal healing of three children in 1613 (England as Seen by Foreigners: In the Davs of
Elizabeth & James the First, ed. William Brenchley Rye, 151; the phrasc used at the
point of -healing is "Le Roy vous touche, Dieu vous guerv"). The Doctor and Malcolm
in Macbeth deliberate at length about the king's evil at IV. i 141-55.  Their
discussion of the king of England, though based on the account of Edward the
Confessor in Holinshed, is an obvious allusion to James.

] 1"’Stcphcn Gardiner, De Vera Obedientia, in Obedience in Church and Stare, 89.

13 Education of a Christian Prince, 182.

16Holinshed, Chronicles, "But what will not an ordinaric man doo in the full tide
of his furie; much more princes & great men, whose anger is resembled to the roaring
of 2 lion",.170. One of the factors in Heary V's surprising victory at Agincourt is this

divine anger: "l was not angry since I came to Franee | Until this instant”, IV. vii. §7-
8 )
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pcrsox;. the stronger pain is to him imminent”l7 The close scrutiny -:with which a king
was observed made any fault he possessed glaringly 1arg§r than it was: for "everic fault
is greates in a king than in a meane man"18 “Falsehood", says Imogen in Cymbefine.
"Is worse in ldngs than beggars” (III. vi. 13-4); Lear’s mad behaviour toward Cc;rdcﬁa's

liege men is "A szght most pitiful in' the ‘meanest w-rctch | Past speaking of in a King!"
(IV. vi. 201-2).

Because he is an extraordinary being, there was good reason for the king's role
achieving the heroic proportions that are associated with it in the Recnaissance: his

qualities made him as close to being a god as it was possible for any human to be:

‘In very early times, the kings were selected through the choice of the

people because of their outstanding qualities, which -;;.-crc milcd "heroic”

as being all but divine and-supcrhuman.‘ Princes should remember- their

beginnings, and rcahzc that they are not really princes if they lack that

quality which first made them princes.!?
a

More was needed than simply to acquire the qualities of which Erasmus speaks in order
for the king to play his roic: he had constantdy to excel in them. The political
structure cannot survive, cautioned Richard Taverner, "onles [the prince] surmount and
cxcell the rest of men in wysdome, in vigilance, in honestye, holynes of mynd in
godlvnms“ 20 william Blount, Baron Mouatjoy, uscd similar terminology in his eulogy -
of the heroic qualities of Henry VIII, shortly aftcr\"l'u‘s accession.  He. wrote 10

Erasmus, then at Rome:

UiErasmus, Education of a Christian Prince, 96-7; "For most hatd and grievous
judgement shall bc on them that have rule over other. To the poor man 'mercy is
granted, but the great men shall suffer great torments. . . . This notable sentence is
not only to be imprinted in the hearts of governors, but also to be often times
revolved and called to remembrance.” Cf. The Wisdome of Salomon, 5:5-8.

18Mr. Cheeke to the Duke of Somerset., Lord Protector in the Reign of Edward
V1. Nugae -Antiguae, 1, 45. :

19 rasmus. Education o f a Christian Prnce, 173. :

20The Garden of W ysdome, B3F.
.. ~

oo .t
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For what may you not prqnﬁsc yourself from a prince, with whose -
extraordinary and almost divine character you are well acquainted, . . .

_ But when you know what a hero he now shows himself, how wisely he
behaves, what a lover he is of justice and goodness, what affection he
bears to the learned, [ will venture to swear that vou will peed no

wings to make you fly to behold this new and auspicious star.21

In a more exciting account of kingly heroics, Henrv Chettle records Elizabeth's

bravery, and reaction to an apparent assassination attempt:
) .

when Appletree whom [ remembered before, had hurt her waterman,
being next to her in the Barge; the French Ambassador being amazed,
and all crying Treason, Treason: yet she with an vndaunted spirit, came
to the opc:; place of the Barge; and bad them neuer feare, for if the
shot were made at her, they durst not shootfe againe: [s]uch maiestie had
her presence and such boldnesse her heart, that she despised all fcarc:..
and was as all Princes arc. or should be: so full of diuine fulnesse, that

1]

guiltie mortalitic durst not beholde her but with'dazeled eyves.2~
Here,” Chettle's, interpretation of Elizabeth’s behaviour as a queen is more important to
my subject than what Elizabeth herself did. The role, for Chettle, is forefront, not

-7

..the person. -

The monarch’s "diuine fulnesse" is a sign of his superhumanity, and the
responsibility of the burden to "bear all" bevond what may bc necedful in a man.
Rosencrantz (rathcr surprisingly) is given a perfectly orthodox cxprcssxon of the ways

in which the cease of majesty affects the condition of the whole state:

The single and peculiar life is bound

With all the strength and armour of the mind

-

1The Epistles of Erasmus, ed. Francis Morgan Nichols., 1. Eplstlc 210, Thc Palacc
of Grccnvnch. 27 May [1509], 457.

22Englandes Mourning Garment, E2V-E3T. ’
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. To icecp itsclf from noyance; but much more .
That spirit upon whose weal depends and rests
The lives of many. The cess-ofgnajesty
Dics not élonc, but like a gulf doth draw
What's near it with it. Or it is a massy wheel
Fix'd on.the summit of the highest mount,

To whose huge spokes ten thousand lesser things
Are mortis'd and adjoin'd, which when it falls,
Each smail annexment, petty consequence,
Attends the boist'rous ruin. Never alone

Did the King sigh, but with a general groan (Hamler 111 iii. 11-23)

The duty and the grave responsibilities of the king as rL'r:lcr and ‘as the divine guide of
the nation necver ceased to be a lively subject for the many writers of the time w_h_t;
held foreeful opixxidns- on the matter. What emerges from their accounts is a pictu'fc'
of the king as a man who, bound up in a six;gular role, has an infinite stratification of
functions. In their course of actions, "Princes must not passe” the tyme in slotpfulncs
necligence and Idlenes but continually serve the office that God hathe given \hem",
wrote Bishop Gardiner; for kings LT

. - A
.

‘+ sgc them selves the more bounden in vielding accompta. For it is a great
talent’

t_God hathe put princes in trust withall: that. is that they
-shou nly ruic the people but also rule them rightly not in any
‘one parte alone but in all panicularly.?'s

- .

There exists an obvious tension ‘between the humanity of the man who fills the

-role of king; and the expectations cngcridcrcd by his divine nature. it is not

uncommon to find, in history and™ir-Shakespeare, instances when a king is acutely -

LI

BDe Vera Obedientia, in Obedience in Church and State, 113. "that the Prince is
the hole Prince of all the people and not of parte . . .the same Prince beinge as the
headde: whose ‘officc is to take charge not only of humavne maters but much more of
divine maters that is to distribute fitely unto every membre of the body their propre
offices that he with his eies with his cares and with his mouthe according to the care

“wherby he hathe the gouernment by the gifte of God in mungstring vnto the body and -

chargeing every one with their dutic he mave applve that maner of office that God
sgdoubtlcs one dave call for a reconving of at the handes of a christian Prince”, 117,

&

2
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aware of the pressures of his obligations. " In a speech to her Parliament in 1601,
Elizabeth echoed Gardiner's concern for a'prince’s ultimate accountability.

I know the title of a king is a glorious title, but assure yoursclf that
~ the shining glofy of princely authority hath not so dazzled the eyes of
our understanding but that we well know and remembex that we also are
to yicid an account of our actions before the Great Judge. To be a
king and wear a crown is more glorious to them that sce it than it is

pleasure to them that bear it.2%

Henry IV complains that slgcp will give its “repose” to the common "wet sea-boy" but
"Deny it to a King™ "Uneasy lics the head that wears a crown" (2 Henry [V IIL i 26-
3.5 Brakenbury, in Richard HI.- comments ho;w the outward glories of a king are at
odds with the burdens of rule: T

Princes have but their titles for their glories,

An outward honousfor an inward toil;

And for unfelt imaginations

) They often feel a world of restless cares (1. iv. 78-81).

Hal describes the crown as this "poiish'd perturbation!” and "golden carel” (IV. w. 22
But Henry warns the wayward Ph’.ncc that he secks "the greatness that will averwhelm
[him]" (IV. v. 97). In his speech of excusc to the King, Hal talks of the crown "as

having sense”, and thus upbraided it because .

The care on thee depending
Hath {ed upon the body of my father;
'I‘hcrchrc thou best of goid are wérs: of gold
Otht:r.k less fine in carat, is more precious,

Preserving life in med'cine potable;

“+Golden Speech”, in The Public S peakings of Queen Elizabeth, 109.

25chry's and Elizabeth’s statements about the cares of kingship are proverbial:
sec Tilley C363, "Crowns have cares".

7
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But thou, most fine, most honour'd, most renown'd,
Hast cat thy bearer up' (IV. v. 157-64)
Yet kingly care cannot be sh;ak'cn off from the role, or from the man who plays it.
Bolingbroke is mistaken in thinking that he will sharc part of Richards "cares” when
the King gives him the crown. Agccording to all standard Renaissance theory, Richard's
rcspobsc is the correct one:

Your cares set up do not pluck my cares down.
My care i3 loss of care, by old care done;

Your care is gain of care, by new care won

Thy cares | give, [ have, though given away, 3

(Richard IT V. i. 194:99) -

I

"TheyNend the crown, yet still with me they stay. |

—

. :t-
The Homilies exhorted Elizabethans to belicve in God as "ﬁ?c -universall

Monarch, and onely King, and Emperour over all, as being onely able to take, and

‘beare the charge of all}  subjects likewise were to acknowledge a -“similar

correspondence in the earthly monarch: "for it is indeed evident; _both by the’
Scriptures, and dayly by experience,. that the maigtcnancc of all vertue. and godlinesse,
-and consequently of the wealth, and prosperity of a kingdome, and people, doth stand'.’
and rest . . . in a wisc, and good Prince”.?® Joseph Hall told James that the "burden
of the whole world lics on the shoulders of soveraigne authority".~’ Erasmus

forewarned the prince what kind of ordeal he must be prepared to take on:

No one enters the Olympic games without f{irst considering what the
rules of the contest demand. And he does not complain that the sun is
bothersome, or the diist, or the perspiration, or any of the other things

. L 3
of this sort. Likewise the man who undertakes to rule should first

26ran Homily Against Disobedience and Wilfull Rebellion”, in Certatre Sermons. 278,

27 4 Recollection of Such Trearises, A2'. The King's relationship™to bex Church is
the same: "As Kings are to the world, so are good Kings to the Church: None can be
so blinde, or enuious. as not to grant, that the whole Church of God vpon earth, rests
hez-selfe.principally . . . vpon vour Maiestics rovall supportation” (ibid).

~

- -

42
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-

consider what tt;c position of prince demands. He must give bis thought
to the best advantage of others and neglect his personal interests. He
must always be alert so that others may sicep. He must toil so that
others may rest. . . . He who is carrving on the offices of the state
must give his dttention to nothing but that.  FHe must perform
kindnesses even to those- w];o are ung.ratcful.' to those who do not
understand, and to those who are opposed. if these conditions are not
to your liking, why do you desire the burden of ruling?zs_

On the eye of Agincourt Henry V wrestles with perturbations arising from the
burdens of 'his role: the "twin-born greatness” of his humeanity and the extraordinary

nature of the office: '

~ ~

- t e o —

Upon the king! let us our lives, our souls, -

*Cur debts, our careful wr(a )
_ Our children, and our sins’lay on Lhc k.mg!
We must bear all. O hard condition!
Twin-born with greatness, subject to the breath
Of every fool, whose sensc no more can'feel - -
But his own wringing. What infinite heart's case

Must kings neglect that private' men cnjoy!29 (Henry I/ TV, 1. 236-43)

—

*8Educarion, of a Christian Prince. 182. Erasmus' Latin is not as bluntly
imperative as thc translation implies. Twice the impersonal verb oporter is used
{meaning "it is necessarv"), but the other verb is licer, from which derives the common
Renaissance (and subsequent) formula "It pleases the King to proclaim . . . * (or
whatever). That it pleases the king to do thus and such (ic. that it is appropriate that
he should) is some distance from that he musr do so. For some similar concepts to
those cxpressed by Erasmus, ¢f. Henry Valentine, God Save the King, "When the King
watches we may all sieep, when he labours we may all rest, his Terme is our \raczmon .
and when he workes every mon may keep holy day”, 18.

29Erasmus speaks of the accountabilit\ of the king in 2 situation of war. Henrvs
sentiments on the isolation of his role, “particularly in the situation he faces at
Agincourt, are similar: "After the-prince has reckoned and added up the total of all
the "catastrophes (which would come) to the world (if that couid ever be done}. then he
shotld think over in his own. mind: "Shall I, one person, be the cause of so many
calamitics? Shall 1 alone be charged with such an outpouring of human blood; with
causing sO many widows; with filling so many homes with lamentation and mourning;
with robbing so- many old men of their sons: with unpoucnshmg so many who do not

{

-
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In'this, as in all these discussions of *the king's extraordinary nature, a central and
crucial link .is formed with the view that the king was an imitator of Christ. The
nature of the hypostatic union has come to be recognized in twentieth-century
. Christology. as ome of the key philosophical issues, or onec of the profoundest
theological mysteries, of the Christian faith. The nature of the hypostasis in Jesus was
accepted by the Church in the Definition of Chalcedon in A.D. 451, and was common
doctrine throughout the Middle Ages and chmssancc it was construed as'a union of
truly divine and truly human substances .in onc Person. The application of this to lhc
doctrine of kingship as an imitation of Christ could not be clearer. The king, by virtue
of his role, adopts a new substance; but he remains also substantially human. The
ordinary nature is often, inevitably, at odds with the semi-divine na:urc.- afid the

strugglcs and tribulations this entails upon the royal actor have. been already fully

documented. Becatse these struggles are a form of agon, they are in essence theatrical:
they are part of the role the king is expected to play, and they in turn lend
themselves to representation in the drama No wonder the conflict of the public and
the private became the pivotal point of so many Renaissance plays.

i ’ €

Kingly Qualities

-

In the fourth ract of Macberh Macduff encourages the young Prince not to be
fearful, since "Scotland hath foisons to fill up your wﬂ.L | Of your mere own. All these
are portable, | With other graces weigh'd”. (IV. iil 88-90) But Maleolm replies with a

whole list of the kingly quaiities which he declares that he lacks whose absence makes
him unfit to rule: '

But I have none: the king-becoming graces,

Justice, Verity, Temp'rance, Stableness.

~

deserve such a fate; and with such utter destruction of morals, laws, and practical

religion?  Must 1 account for all things before: Christ?", Education of a Christian
Prince, 254.

AN
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Bounty, Perseverance, Mercy, Lowliness,
. Devotion, Patience, Courage, Fortitude (91-4).

Although he names the Twelve Virtues, his list is actually rather incomplete: it lacks

.many other qualitics widely regarded as necessary for a king to have, such as wisdom,

zeal. goodness, moderation, affability, placability, and understanding; in fact the list
could be extended further. As a divine imitator, and because of his extraordinary .
nature, the king was expected to show -with cvcf-y action he took, and with every word
he spoke, many of the hﬁali:ics God Himself posscssed. Any man might have any
number of these “"graces”, but it was only the. king who could manifest them all.
During the coronﬁtion scx:vicc, in. the blessings bestowed upon -the kihg. a number of

these qualitics were prayed for, to be granted to the new monareh:

Give ecare wee bescech thee vato our humble prayers, and rnulnphc thie
blessings vppon this thy Scrva.ut . .+ whome in lowly devotion wee doe
consecrate our King, that hee being strengthened with the faith of
~Abraham, indued with the mildnes of Moses, armed with the fortitude of
Joshua, cxalted with the humilitie of Dauid, bewtified with the Wisdome
of Salomon, hee may please thec in all things, hee may alwaies walke
vprightly in the way of rightcousnes, hee may nourish and ‘each, defend
_ and instruct, thy Church and People, . . . and being defended with the
helmet of thic protection, covered with thie invincible Sheild, and ail
N clad with heavenly armour, hee may gloriously triumph. . Blcssé wee
* . beseech thee this our K.mg that hee may rule like Dauid, . Grant by
thic inspiration hee may governe with the Mﬂdcncssc of Salonzon, .
that hee ,may scrve thee with feare, and fight for thcég,:vuh Constancie.
. Lctt him be singular in Judgement and equite, . . . Besprinkle him
with the dewe of thic Wisdomes0 '

-’Otcgg. Coronation Records, "respicg quesumus ad preces humilitatis nostre: et,
super hunc famulum tuum quem supplici deuocione in regem consecramus: benediccionum
ftuarum dona nmuwinplica: cumque dextere tue potencia semper et ubique circumda:
quanrinus  predicti  abrahe fidelitate firmatus: movsi mansuetudine fretus:  iosue
fortitudine munitus: dauid Kumilitate exaltatus: salamonis apiencia decoratus: nbi in
omnibus placear: et per tramitem iusticie inof fenso gressu g:-m per incedar: ecclesiamque
fuam. . . . e ‘quoque  proteccionis galea munitus: et scuto insuperabili lugiter

N

.
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Sunday prayers at the end of the homily were devoted to thanking "God for his, great,
anﬂ excellent benefit,’ and providence concerning the state of Kings", and further

cn;ommg thc congregations to pray that "thcy [kmgs] may have wucdomc stength,
msnoc, clcmcnqr. and zeale™ 31 -

« ' : Lo
The make-up of the kings inner attributes was a concern for the whole nation.
Elizabeth had her own place in the Praycr Book, where worshippers could ask God to
"replenyshe her with the grace of [His] boly. spirit, that shc may alway incline to [His]

' wil, and walcke in [His] waye: Indue her plcnu.funy wyth hcaucnly gifts™. 32 Because of

his gifted pature, the kmg was in turn a bicssing to his people: "a good mercifull, and
gracious Prince, s as a shadow in heate; as a defenee in stormes, as deaw, .als sweet
showers, as fresh watersprings mgrcat drought"33" According to Erasmus, it is “"most
natural” that the power of rule should be entrusted 1o him “#vho excels all in the

requisite lcmgly qualities of wisdom, jL‘LSthC mo;jsmnon. foresight, and zeal for the
pubhcwtlfarc"34 ' '

Sir Thomas Elyot outlines "three special qualitics” which are of particular

importance to the people: affability, placability, and mercy.3?  For "affability is a

.

-t -

protectus: armisque celestibus circumdatus: optabilis uictorie triumphum feleiter capiar .
. . -Benedic domine hunc regem nostrum: qui regna omnium moderans. a seculo et (aii
eum benediccione glorifica: ur dauitice teneat sublimitatis septrum: er glorificarys in
eius le propicio reperiapir merito. Da ei fuo inspiramine cum mansuetudine ita regere
populum: sicut salomonem fecisti regnum optinere pacificum: Tibi cum fimore semper sit
subditus: tbique militet cum quiete . . . sit in iudiciis equitatis singularis.. . . er ila
eum benediccione syderea ac sapiencie tue rore perfunde“ 89-90, 256.

~
—~ .

314n E.r.hortanou Concerming Gooa‘ Order, cmd Obed:mce to  Rulers and
Majestrates, in Certaine Sermons, 77. : oot

2BCP. The Litany. Pra\rcrs for Elizabeth were read at Morning Praver and
Evening Prayer, at Communion, in A Form of Comumon Praver. and on feast days.
33 4n Homil v Against Disobedience and Wilfull Rébellion in Cermraine Sermons, 279.

34 Education o fa Chri.'srian Prince, 140.

/‘ET} o, . ‘

te Book Named the Governor, 106. ) . o
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wonderful efficacy or power in procuring love"5® Nothing more "becometh a man
noble and honourable, then Mercy and placability™ it is, in the governour something to
be "marvelled at"37 "It i in their mercy that kings come closest to gods” waos
proverbiai>® in the period. for mercy in the ruler was the fundamental quality upon
which all others rested:

Mercy is and hath been ever of such estimation with’ mxmkindl that not
only reason persundeth, but also cxpericnce proveth, that in whom mercy
lackcth and is not found, in him all other virtues b¢ drowned and lose
their just commendation. 39 ' |
Portia is the most famous cxpo:cm in Shakespeare of the nature of mercy, but there
are others: Isabella in' Measure for Measure. despite her personal diffidence. speaks

with confidence to the Duke's deputy of the mercy that his role requires him to
manifest:

--Well, believe this: )
No ceremony that to great ones longs,
Not the king's crown. nor the deputed sword,
The marshal's truncheon. nor the judge’s robe,
Become them with one half so geod a grace

As merey does. (1L iL,58-63)

By his mercy, 2 prince couid not only secure the lovalty of his subjects, but also

secure the safety of his own person:

3Braié.. 107
3 Ibig. 110, -
. 35Tilley MSSS.

:'QEI_\'OL The Boock Ncmeg the Govermor. 115, “Let governers, which know that
they have received their power from zbeve. revelve i their munds m what peril thes
themselves be in dalv {7 in God were not zbuadance of merev, but that as socn as
they offend Him grievousiy, He should immediately strike them with His most terribic
dart of vengeance”, 116,
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what a notable history is this, and worthy to be graven in tables of .
gold: considering the virtue and power of benevolence therein expressed '
For the benevolent mind of a 'ovcmor not only bindeth the hearts of
. the people unto him with the &thain of love, mé& strongly than any
material bonds, bul also guardeth more safely his person than any tower

-

or garrison."‘o

Besides mercy, the other quality which received much attention in the period
was learning and wisdom. "A King without learning is but a cowned zxs:."ﬂ Bacon
had attributed the flourishing of the golden age to the "conjunction of learning -in the
prince with felicity in the people”®2 _ Elyot admitted that knowledge from certain
books is “almost suffident to make a perfect and c.(‘ccllcn: govcrnor."‘s Whatever the -
prince thinks himself as a ruler, he must remember he is above all said Erasmus, "a’
Chrsnan Prince! . . . and should be as different from e¢ven the noble pagan princes as
a Chnstian is from a pa'gnn".44 It is the education of the "Christian Prince” which
shaped him a‘nd prepared him for rule: The second Psalm was often invoked to keep
them in this frame of mind: "Be wise now therefore, C-)" ve kings: be [earmed, ve that
are j(:dgcs of the ecarth”. But it was pot a question simply of being learned: the
prnince's first obligation was to acquire wisdom in the word of God. Because the king

has "allied [tumself] with Christ”,

-

Wimg., 127, "Surcly nothing more entirely and fastly joineth the hears of

subjects to their prince or sovereign than mercy and gentleness”, 119. The quality of
merey is not insubstantial; Sir Thomas More described how he could see the "gifts” of
Henrv's character displaved in his countenance: "how serene the mercy which warms
his gentle heart!™ "On the Coronation Dav of Henry V1™ in The History of King
Ricierd 111 and selecnions from the English and Lann Poems, 132.

HTiflev K69,

*“Works, \1, 152-53. For an account of Bacoms views on the learning of the
monarchy and their involvement in education, see Theodore K. Rabb, “Francis Bacon
and the Reform of Society”. in cnen and Convicnon in Earfv Modern Europe. eds.
Rabb and jerreld E. Seigel, 176 1.

'
-

The Book Named the Governor, 39,

““Educanon of ¢ Chrisnen Prince, 152
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before all else the story of Christ must be firmly rooted in [his] mind.
He should drink deeply of His teachings, gathered in handy texts, and
then later from those very fountains themselves, whence he may dnnk
more purcly and more ;ffccﬁvcly. He should be taught that the
teachings of Christ apply to no onc. more than to the pl_'inv::t:."5

* Just as soon as the young prince had lmmcd_thc basic "clements of language”, he was
sct to read the Proverbs of Solomon. Ecclesiasticus, and the Book of Wisdom. From

these sources, the tutor might show “whatever pertaims to the functions of a good
prinee”.*0

Queen Elizabeth prided herself upon, and was admired for, her religious
learning. Spcaki:;g to her Parliament in 1566, she reminded them of this fact,
—declaring: It is sa:d [ am not divine. Indeced I studfied] nothing clse but divinity till 1
came 1© the Crown and then I gave myself to -the study of govcmmcm".“? Bacon had
commended the Queen for hcr' "mannc;-rs religious™, not only for her learning, but also
for the way she appecred in her role as a ChristBN Morarch.

In h.cr rch'gioln'shc was pious, constant, moderate and could not away

» - with innovations, her piety chieflv appeared in her “works and actions,

‘fsfbid... 153, 148.  "Christian theology attributes three prime qualities to God--
the highest power, the greatest wisdom. the greatest goodness. In so far as vou can
vou should make this trinity vours”, 158.

H0bid.. 200. Elvot adds to this list Ecclesiastes, "all historical parts of the Bible
be right necessary for to be read of a nobleman™ and the "residue (with the New
- Testament) is to be reverently touched, as a celestial jewel or relich, he also adds
Erasmus's own book, The Educanion of a Christian Pnrnce. The Book Named the
Governor, 39. The Homilies reminded people that "GOD . . . chargeth Princes aswell as
Priests. that they should indevour themselves to get understanding and knowledge in
his Word . . . In GODS Word Princes muist learne how to obey GOD, and to governe
men: in Gods Word subiects must learne obedience. both to GOD. and their Princes”,
“"the praver as in that time it was published”. after the fourth part of the Honulv.
Against Disobedience and Wilfull Rebellion, in Certaine Sermons. 317-18. In their
Epistle o Elizabeth. the compilers of the Geneva Bible stressed to her Majesty that
‘great wisdome, not worldlie, but heauvenly is here required. which vour grace must
carnestly crave of the Lord, as did Salomon. to whome God gaue an vnderstanding
heart to fudge his people aright, and 1o discerne betweene good and bad”, i, '

“"The Pubiic S peaking of Queen Elizabert, 30.
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_but it was also secn in the ordinary course, and conversation of her
life; she was scldom absent from prayers in her closet, or at sermons
and solcmn scrvice abroad: diligent in reading the Scriptures, well-versed
in the Fathers, and above all in St. Augusnne; upén divers ocmions' she
composed sundry pravers: when. she.mentioned God (though in common
talk® added for thc most papt of Creator, casting, as I have often

observed, her face & eies into a reverend form of hu.rm'li!:).'."8
A

4

Henry VIII, who was awarded the title of "defender of the Faith" (and who
appropriated it as a hereditary garnish to the Al:ingly roles of all subsequent English
rulers) described kingly qualities ot so much as virtues which are acquired from
without, but as indued substances. In the last speech he made to his Parlinment. he
tried to distinguish. in & deliberntely modest manner, between those ~qualitie:s which
God had given him, and those he attempted to "get™ himself:

I most heartily thank vou all that vou have put me in remembrance of
my duty, which i3 to endeavour myself to obtain and get such excellent
qualities and nccasar_v‘ virtues, as a Prince or go'vcmor should or ought
to have, of which gifts [ recognize myself both barc and barren: but of
such small qualities as God hath endued me withal, [ render to his
goodness my most humble thanks, intending with all my wit and
diligence to get and acquire to me such notable virtues and princely

qualitics as vou have alleged to be incorporate in my pcrson."g

The qualities “incorporate” in the king's person are indued=C by special grace and are

S

“SFrancis Bacon, The Felictity of Queen Zlizabeth and her Times, 23.
4924 December, 1545, The Lexters of King Henrv VIIT, 318,

3sce OED, "endue” definition 9: "to invest with a power or qualitv, a spirituad
gift. etc.” But the word, in the senses applcable to the dis¢ussion of roval qualities.
s more richly complex: sec the etvmological senses "lead into”, "draw imta”, "lead on”,
"draw on”, which. says OQF£D, "account tor the English senses of OF. enduire. induire.
In senses §-6, however, the word was associated with the nearly synonvmous L. induere
o put on (a garment), which it often renders in early wanslations from Latin . . .
Senses 7. are of mixed origin: thev are partly derived from the fig. use of sense 6 10
clothe' (cf. invest); but the forms endew. indew in 15th c. (sense 8) are envmologically
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as patural to a king as human qualities are to mortal men. That all men are indued
with certain characteristics is clear from an account by Repginald Scot: "As we sec in
stones, herbs, cte: strange opcratiori and naturall loue and dissention: so doo we read,
that in the human bodic of a man, there bc as strangc properties and- vertues
naturall” 51 The king's person.can be read in a similar fashion. In the words he
addressed to the voung King Edward V1 at his coronation, Archbishop Cranmer stressed
the inner grace of the king: for kings "be God's anointed -- not in respect of the oil

. but in consideration of their power, which is ordaindd. . . . of their persons,
which are elected of God, and cndued with the gifts of His Spirit fo

and guiding of His people.5=

the better ruling

Elizabeth not only recognized her idued princely qualities, but dered

them as signs of the miraculous:

the bottomlesse graces and immesyfuble benefits bestowed upon me by
the almightie, are, and have beene such. as [ must not onelic

acknowledge them, but admure them. nccou{tting them as well miracles as

cquivalent to ENDOW . . | Hence in 16th and 17th ¢ the verd endue had all the senses
of ENDOW in addition to those which it derived from OF. enduire and L. inéuere. In
sens¢ 9 the meanings proceeding from the three sources have so completely coalesced

that it is often impossible to say which of them is the most prominent in a particular
use of the word.”

1 Discouerie of Witchera fr, 303.

S2arthur Stanley, Historical Memorials of Westminster Abbev, I, 97. Holinshed
described King John as an example of a king whc lacked the inner graces. whese
mistakes could have been avoided "had he beene indued with such prudence and
prowesse as is requisit to be planted in one that beareth rule, of whom it is said.

Cut st quando Deus rerum permuriar habenas,

Imperijgue decus, runc aurec secule fiunt,

Tunc flore: virtus, terrasgue Asireg rewisis,

Pax viger. er virfum duris cohiberur haberis,
whereas by meanes of defects in the contrarie, he bare oo low 2 sale. in that he
would be so foolified as being a king. to sufer wsurped supremasie 10 be caruer o1 hn
kingdome”, ChronXles, 191. '

b
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benefits . . . there liveth no't-anic. that maic more trustic aéknowlcdgc
themselues infinitelie bound unto God than 1.53 '

The transiators of the Geneva Bible found a good phrasc .to encompass all the
inner qualities of the kingly role: it is a “principal Spirit” that God "indewc[s] vour
grace and other godly'princu and chefe governours . . . ‘that you may procurc and
commande things nccessarie”* This principal spirit, or_what might be called essential
kingship. is a required clement in a true prinoc.55 And though it is part of his inner
noture, it i3 _none the less recognizable by those who look at him  Falstaff uses this
exact argument in his trumped-up story 1o excuse his cownrdice:

ot

-

B

By the L‘n.:rd. | knew ve as well as he that made ye. Why, hear you, my
masters, was it for me to kill the heir-apparent? should I turmn upon the
trua®prince? Why, thou knowest [ am as valiant as Hercules: but beware
instinct -- the Yon will not touch the true prince; instinct is a great
. matter. | was now & coward on instinct: I shall think the better of
' myself, and thee, during my life - [ for a valiant lion, and thou for a

true prinee. {]_Henry 1711 iv, 263-71)56

Later he.tells Hal that, however he may disguise his behaviour. the Prince s a “true
picce of goid”. he i3 "essentially made without seeming so” (I iv. 486). Belarius, in

Cymbefine, is amared that Guiderius and Arviragus should behave like true princes

- -
o

3 The Queenss rcpc;n to hir parliament”, 1586. Holinshed records the speech in
his Chronicles, 1582,

SEpistle. iV

*3Thomas Bilson, in .4 Sermon Preached. makes a lengthy point of the "principal
spint” indued in the king: "God . . . neuer calleth any man to serue him. whome hee
doth not furnish with gifts according. Workemen hee would haue none to the making
or decking of his Tabernacle, but such as he replenished with the spirit of
understanding f{or that purpese . . . gouernors then, whose harts. mouths. and hends,

he vseth to keep his peopie in peace and pictie: God neuer cheoseth any but he first
endewed them with a Principal spirit™, ATv-ASr,

A\

*6The belief that lions could distinpuish between kings and ordinary men was
legendary. See ! Henrv IT7, (Arden ed)), AR, Humphreys's note to :this scene.

Y
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though they have not been tmught how. Even in the wilderness of Wales, the bovs
have shown their essential royalty: -

Thou divine Nature; how thyself thoulblazon'st
In these two princely boys: they are as gcndc
As zephyrs blowing beiow the violet,

Not wagging his sweet head; and vet, as rough,
(Their roval biood enchaf'd) as the rud'st wind b
That by the top doth take the mountain pine
And make him stoop to'tah\'alc. Tis wonder
That an invisible instinet should frame them
To royalty unlearn'd, honour untaught,

Civility not scen from other, valour

That wildly grows in then, but yields a crop

As if it bad been sow'dS7 (IV. ii. 170-81)

Belarius believes that their action in the wars at home will prove who they reatly are:

it will "fly out and show them princes born” (V. iv. S0-4).

The king shows himself most like 10 God by the grace (which encompasses all
the qualitics) with which he is induedS® Groce and mimesis, as Kantorowics has

demonstrated in this context. are not mutually exclusive; "grace is the power ¢nabling

St Castiglione's contemperary appraisal of Prince Hal: "2 man can judge no
lesse, but that nature was willing in this Prince to show her counning, planting in ovne
body alone so many cxcellent vertues, as were sufficient 1o decke out infinn”, The
Book of Courter, 329,

SSAccording to the Norman Anonvmous, the king was ciarsus by gracé onlv. The
Spirit "leaps” into the terrestrial king at the moment of consecration tc make ‘um
"another man” (eiius vin): "dE ipsam Guippe uncnoner: er dningm  berecicrionem
insiliedar in cos spiritus Domini er virmus derficens, per gucm Chren figura fierens o
IMGZO €f Que MUICreEr COS iR VIros clios. 1@ i ulergue mipersonc suc esser clws vir, e
alius in spiritu er virute” 664, 20-3.  "Post uncnorem vero :mgin in eum spirius
Domini, et propheta factus est, ef mutaius est i virum elium”, 665. 23,
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man to be, or act as, the 'image of God'."sg_ Chettle’ records that Elizabeth's "charitic”
was o sign of her “principall diuine Grace to the eve of mortalls”.60 ‘How well or
badly Shakespeare's kings act like kings is a matter of their grace in degree and
proportion. Henry VI is a holy and béhevolent king but the qualities-of his kingship
are misproportioned -- he is not much else besides being learned and sainty, and so
his guthority crumbles. Likewise every king (except for Henry V and Henry VII) upon
whom the lustory plays focus, is dramatized as lacking the proper combix;ntion of the-
qualities belonging to a monarch.  Shakespeare was not the only dramatist to be aware
of the comsequences of deficiency in the indued kingly qualities: Beaumont and
Fletcher's A King and No King is a dramatization of precisely this issue. The clue to
the plot's ﬁnpcnctmbility is Arbaces’ unkingly behaviour, whose cxcesses mightily
perpiex the other characters of the play. He oughr to behave in certain ways, but
consistently fails to do so because, as the audicnce msy deduce (though the befuddied
other characters fail t0) he i3 not the kmg at all®l It is evident that to achieve a
successful balance, cif the princely qualities of a kings cxtraordinary nature had to

combine in harmony.

T a

*OThe King's Two Bodies, 500. The Norman Anonyvmous describes the actor of
Christ in terms of grace: "Potestas enim regis potesics Dei est, Dei guidem est per
nafuram. re;is per granam. Unde ef rex Deus er Christus est. sed per gratiam, ef
quicquid facit non hkomo simpliciter, sed Deus factus et Christus per gratiam facit".
667.36-9. Kantorowicz's translation: “The power of the king is the power of God This
power, namely, is God's by nature, and the king's by grace. Hence, the king, too, is
God and Christ, but by grace: and whatsoever he does. he does not simply as a man.
but as one who has become God and Christ by grace”, King's Two Bodies. 48.

60E-Zr:glandc.r Mourning Germenr, CZF.  Maicolm speaks of the king of England for
whom “sundry blessings hang about his throne, | That speak him full of grace”
(Macberk ¥V, ul. 158.9); Falstaff quibbles on the name of "grace” given o kings, which
qc addresses in an ironic way to Hal: "and [ prithee sweet wag, when thou art king, as
God save thy Grace -- Majesty 1 should say. for grace thou wilt have none” (I Henrv
7L 16-181 -

5100 the “counterfeit stamp of majesty” in this playv, see Thomas Ryvmer, Crirical
Rorks, ed. Curt A, Zamansky, 42.5.



95

Multipie Identities

In his speeches to Lear, Kent continally tries to put his King in mind of who
. " .
he is: . \/
Royal Lear, v
Whom I have ever honour'd as my King,
Lov'd as my father, as my master follow'd,
As my great patron thought on in my prayers . ..

{Learl i 138-41)

Hcfc Rent acknowledges the several roles, the familiar identitics, which the king has
displayed: king. father, master, patron (the list is short because Lear interrupts him).
A king was expected t6 be alt things to all persons at all times and, as Kent's speech
shows, recognized as the one te “plav in one person many people”. "Beeause a King is
Persona publica”, Rawlinson wrote, "not a private, but a publike pcrson:‘hcnc: is i
\thm his style, is, Mandamus & Volumus, in the plural, e will and command”.®= The
use of the roval "we” refers not only to the king's public nature, but takes into
account his multiple identities also. Rawlinson wept on to say,
O ho;v.- happy then we., that have not Regem unum in plunbus, a King
that is but onc among many, but Plures in uro, many Kings in one! The
King of England, the King of Scotland. the King of France, the King of
Ireland, all foure Kings in our ome King. So that he is not only . w—mm

Frus, but unifivus; one King, or 2 singuiar King, but 2 King thar makes

one of many.63

Ve o
621 hvar Rex, 2S.

631pid., 32.
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Even the kings faith is another kind of identity: James advised his son that since a
prince is a good Christian and a icing. he is therefore “clothed with two, callings” and
"must be alike carcfull Y the discharge of them both".54 Considering the qualities
the king was expected to possess, it is not surprising to scc just how many différent
identities were ‘attnchcd.‘to his role. In the homily “concerning good order and
obedience 0 rulers”, kings are ~proclaimc\d as "Gods Licutenants, Gods Presidents, Gods
Officers, Gods Commissioners, Gods Judges".65

One of the most common roles the king was seen as fulfilling was that of the
father of the nation's great family.éé The Catechism taught that to hooour vour

father and mother meant also to honour all superiors:

that we may better know the duty of this Commandment. it is to be
mderstood, that the word Father is diversly taken in the Scriptures,
cuen for cuery Superiour in any thing . . . For our superour in -
gw:mrﬁ&u. thus cuery King is.called a Father, because he is Parens
Parria the Father of the Countrey, it was a common name of the Kings
of the Philistines, who were called .4mbimdecti, which is the King my
father,87

O Basiikon Daron, 27,

654 Exhortation concerning good Order and Obedience 1o Rulers, in (ertaine
Sermons, 1. Henry Valentine justifies the number of times the liturgy asks subjects
to pray for their king: "For in her [the church's] Liurgie she praves for the King
foure or five severall times, and yet | dare say commits no Tautologie, or idle
repetition.  For his severall capacities as a man. as a Christian. as a Magistrate. as the
Supreme Magistrate, upon whom lveth the care of the Church and Common-weaith,
require it of us”, God Save the King, 22.

655ec Figgis, The Divine Right of Rings: "The arguments of Bodin m favour of
monarchy and the phrases emploved by Williams, Bishop of Cssory, in a little pamphiet.
Jure Magistrarus, are an indication that men were feeling their way to a system akin
to that of Filmer: "Every master of a familv that ruleth his own household is a perire
Aing .. . A kingdom is nothing else but a great family where the king hath paternal
power™, 152,

6%John Mayer, The English Carechisme Expicirned. 303.
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We saw above that the King was an imitator of Christ, Christomimetes; it is now -
cvident that he is also an image and imitator éf God the Father; if anything, his
paternal relationship . with his people was the better-known. ° Roger Maynwaring
preached ‘of the “most high, sacred, and transcendent Relation which naturally growes -
“berween the Lord's Anointed, and their lovall Subiecrs, to, and over whom, their
lawfull Souercignes arc mo lesse then Farkers, Lords, Kings, and Gods on carth”SS
Richard Taverner believed that even traitors could not but have in “wonderous
reverence” the “incomparable maiestye” of Heary VIIL: |

wherefore should this come, but by reason that his grace beareth hym so

benyngoely, so gentilly, so louynglye 1o all hys subiects, lhal' he mave

v:;r_v well be called Pater patric the father of the countrye, or (10 _use

the terme of the Prophete Esave) the noursvnge father.6¢

Likewise, Elizabeth was thought of as England’s “natural mother”.70 The—image wns 50
prevalent that Bacon described it as the first of threc "platforms or patterns which are

found in the nature of monarchies™.” 1

The second "pattern” he finds is that of the shepherd u&nching over his flock

(with the obvious religious connotation). The “exceliency of Kingiy dignity -shines in

8 Religion and Alegiance, 3-4. >

S9The Garden of Wysdome, Aii™Y. Cf. King James's speech to Parliament, 21
March, 1609, which encompassed not only the father identity but also others: “In the
scriptures Kings are called Gods, and so their power after a certaine relation compared
16 the Diuine power. Kings are also compared to Fathers of families: for a King is
trewly Parens patrige, the politique father of his people. And lastlv, Kings are

compared to the head of this microcosme of the body of man", The Political Works of
James I. 307,

7O-sir John Harington to his Lady”, 27 December, 1602: "Our Deare Queene, my
rovale godmother, and this state’s natural mother, dothe now beare shew of human
infirmitie”, Nugae Annguee, I, 320.

"I*The Argument in the Case of the Post-Nati™: “the first is that of a f{acter. or
chief of a family, who governing over his wife by prerogative of sex, over his children
by prerogative of age, and because he is author unto them of being. and over his
servanis by prerogative of virtue and providence (for he that is able of body, and
improvident of mind, 8 ramre semus) is the verv model of a king™ quoted (rom
Francis D. Wormut{ﬁ. The Royal Prerogasive, 7-S.
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the very appellations of a King: that he is called a Head, a Shepheard, & Father, a
God".’+ The "Shepheards Spring Song” cclebrates James's accession to the English
throne ~in  precisely  this _rolc.73 In his speech to his first Parliament, James
amalgamated l,nempbor'd' king's identity as the counm‘s husband with that of the

shepherd:

- ‘5_-_
. \d _
© "what God hath conjoined then, let no man scpamate.” [ am the
husb\ d, and all the whole island is my lawful wife; I am the head, and
it is my body, [ am the shepherd, and it is my flock. ™4

Shakespearf's famous shepherd-king is Henry V1. who. rather than attend to the crucial
occupation of soldiering (an identity which he lagks), spends time amid the battle

meditating upon a pastoral existence (3 ey T IL V) N
Other identitics include kecper of the \inéymd75: the gardener of the state €
(1o which Shakespeare devotes a whole scene in Rickard IDN: physican 1o the body

politic-‘"": and philosophcr.TS Identities derived from classical antiquity were also

- . - -
‘~Rawlinson, I iver Rex. 9.

Tia Royall King will of vour weale take keepe, | Hee'le be vour Shepheard, vou

shalbe his sheepe™ included in Chettle, Engiandes Mourmning Garment, G157V

“William Cobbett, Fariiamentary Historv of Engiand., 1, 930 +

“Ssee Stephen Gardiner, De 1'era Obediennc. 113 the vinevard is not only the
state but also the church. Cf. Marthew 20,

“CThe comparison ¢f the siate to the garden had long been established and was
current among medieval preachers. Fer a discussion of the garden image see Peter
Ure's Arden ed of Richard [I. Also see Elvot. The Book Named the Governor "In this
similitude t0 the garden may be resembled the public weal 10 the gardeness the
governors and counsellors, 1o the knots or beds sundry degrees of personages, ¢ the
moles vices and sundry cnormities”, 241, ) )

~‘Thomas Elvot. The Boox Named the Governor, "governors shall not disdath 1o be
resembled unto phydicians, considering their offices in curing and presemving be most
ke of anv other”, 231. Richard II disclaims the reie of physiclan, but actually plavs
1, sceing himself as one whe can cure the sickness of the guarreling Mowbray and
Bolingbroke:

Wrath-kindled gentlemen, be mul'd Dv me,
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wanﬁbﬂtﬁd to English kings, as rulersyof new Troy -- further oadditions to the

-

increasing number of roles enacted bv the bolder of kingly office. For William Blount
thc newly crowned Henry VIII was "our Octavms"79 More described Henry, on the

'\da) of his coronation, as not only appearing like Achxlh:. but as Achilles in two of his

role-playing ventures: .

+ . and such color in his checks as is-t}'picnl of roses. In fact, that
face, admireble for its animated strength, could belong to cither a young
girl or a man  Thus Achilles looked when he pretended to be a maiden,
thus he looked when he dragged Hector behind his Thessalian steeds.S0

A
Having lost his kingdom,” Shakespeare's Heary VI laments that "No bending knee

will call [him] Caesar now" (3 Henrv 17 1L i 1851 Al three men of roval rank in
the pla}" cither describe themselves or are described as Cacsar.  The usurping King
Edward appropriates the name for ;n'msclf when addressing Clarence, his false flecting
‘brother: "Et tu, Brute! wilt thou stab Caesar (007" (V. i 8. And Margaret compares
the fate of the murdered Prince Edward with that of Caesar (V. v. 49.53). Richard
tries 10 persuade Elizabeth that her daughter in marrving him "shall be sole victoress.
Cacsar's Caesar” (Richerd ITT TV, iv. 336w Exeter warns the French King that Henry V
will-come "In thunder and in earthquake like a Jove™ (Henry 17 IL iv. 100) but when

the King returns to London, the citizens "Go forth and fetch their conquing Caesar
in" (V. Chorus. 28).

Let's gurge this choler without letting dlood --

Thus we prescribe, though no physician: :

Deep malice makes too deep incision. (L L. 152-55Y

“SErasmus, Ecucanion of ¢ Chkrstigr Prince: "You cannot be a prince, if vou are

not a philosopher . . . To be a philosopher and to be a Christian is svnonvmous in
{act.  The only difference 3 in the nomenclature, . . | do not mean bv philosopher,
one who is learned in the wavs of dinlectic or physics, but one who casts aside the
false pscudorealities and with an opex mind seeks and follows the truth”, 150

“Op: - I -
His letter to Erasmus, 27 May [1509). In Erasmus = pistles, L4ST.

8302 the Coronation Da v of Heary VIIIT, Seiecnons from: the Lann Poems, 132,
Heary persisis in adopting classical roles. Within 2 few lines, shortly before he

is lcillcd_ he refers o himself as both Roscius (the great Roman actor) and Daedalus:
rurdered Prince consequently becomes the il-fated Iearus (V. v 10, 21.2)0.
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In an age generously given to flattery of the Queen, Elizabeth acquired a
plethora of mythological and classical identities. A nice catalogue of her roles begins
Thomas Dekker's play, Old Fortunamus. Two old men meet on the way to Elizabeth's

court:

- 1. Are you then trauclling to the temple of Eliza?
2. Euen 1o her tcmplé\m my fecble limmes trauclling. Some cal her
\ Pandora: some Gloriana, some C ynthia: some Belphoebe, some Astraea: all
by scucrzll names 10 cxpresse scuerall loues: Yet all those names make
but one celestiall body, as all those lgues meete to create but one soule.
1. I am onc of her owne countric, and we adore her by the name of
Eliza.

2. Blessed name, happie countrie: Your Eliza makes vour land Elizium.S<

Her epithets included Ladv of the Sea, Phoenix of the World, Peerless Oriana, Diana
{and so Huntress, and moon goddess), and the Fairy Queen: she was also countless
other goddr.ssa.S:’ What these identities helped to create was an image of the Queen's

role as a rich compiex of imaginative structures.

In addition to, and more truly significant than, the classical roles, were the
many religious ones which surround the office and were understood on a more serious
level.  According to Bishop Jewel the prince was by "ordinance and word of God . . .

iv be the nurse of God's rch’gion".s"' In 1578, on one of her better-known progresses

$iThe Prologuc at Court, 1-10. The second old man, later in the prologue.
addresses Elizabeth as the "Dread Queene of Fayries®, 55, The Dramanc Works of
Thomas Dekker. ed. Fredson Bowers, 1.  Explications of the names and reference
sources are found in Cvms Hov, [Introductions. Nores, and Commentaries [o fexts in
The Dramatic Works of Fromas Dekker', 1, 92

$3sec Frances Yates, "Queen Elizabeth 1 as Astracd” in The Im perial Theme in the
Sixteenth Century. G

$John Jewel, Detence of the A po.ogw of ihe Church of England. in IWorks. Parker
Society, ed. John Aver, I11, 167,
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to Norwich, Elizabeth was grect.cd as "the nursse of Christ his church".8S The king's
spiritual concern for his subjects was part of his identity as pastor and shepherd, but

not only those. "For wee are not to imagine”, advised Rawlinson, =

-

that 3 King is but Armenmn‘u.s. a hecardsman onely, that he should haue

care but of the bodies of his people. No: a King is Mixta Persona curﬁ \a

Sacerdote, a mixt person with a Priest, hauing also the procuration and ‘

“care of Gods Worship, and so cc’mscqucml}; the Soules of men.S6

. - .

Rulers often described themselves as the vicams of Christ; Henry VIII for instance
declared that he was the person “whom God hath appointed his Vicar and high
minjstc_l'".37 As well as being a priestyg the king_a.ss...umcd the identities of a host of
biblical figures.

Well may Rex, the King, stand for Adam: for .ddem was Rex mundi: the
sole King & Monarch of the whole world: and as well may I'ivar goe for
Lue. For Eue was Marer vivennum, the Mother of the liuing: cuen as

the Kings life is . . . the Motker of all their fities that live vader him.33

$5"The minister of. the Dutch” church his oration”, recorded in Holinshed.
Chronicles, 1294. The speech was made directlv to the Queen and she, is referred to
twice as the "most faithfull nurse of the Church of God~, 1294,

S61tvar Rex, 11. The idea of the king as muxta persona cum sacerdote lasted into
the seventeenth-century and is 'shown by the words put igto the mouth of Charles | in
Eikon Basilike. "On their deriving his majesty his chaplains™ "It mav be, | am esteemed:
by My Denvers sufficient of My self to discharge My duty to GOD as a Priest, though
not 10 men as a Prince.  Indeed. | think both Offices, Regall and Sacerdotall, might
well become the same Person; as ancieatly they were under one name, & the united
rights of primogeniture™, 211,

87This is taken from Henry's last speech to Parliament in which he rebuked the
lords temporal and spiritual for their lack of charity to each othern The King
threatened (0 "see these divisions extinet, and these enormities corrected. according Yo
(his] very duty” as minister and vicar of God. 23 December, 1835, The Letters of Fenrv
I, 421 ' o

$8John Rawlinson. Iiver Rex, 1. The passage begins the sermon preached hefore
James and the Queen thence the Eve attribution), on the day of his inauguration in 1614
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Church prayers asked that kings “may most faithfully follow the Kings, and Captaines
in, the Bible, David, Ezekias, losias and Moses, with such other.89 The biblical figure
whose identity was most frequently claimed by kings was of course David.- As the
"true figure of the messjas”, David was the, king whose house and dominion were to
stand for ever: "this muste alwayes be noted, that th.c kingdome which God erected in
the person of Dauid: was established in the true- Messias vnto the ende of th‘c
worlde.” %0 That a ldng.took\o-n the identity of David implicd a kind of national
immortality and prosperity for his kingdom. The Mayor of Norvwich, speaking on behalf
of the citizens, welcomed Elizabeth as the "light of this rcalme (as Dawid was of
Israel)".91 Joséph Hall wrote to.James [ that “you may truly say with Dauid, Ego

sustineo columnas eius."5% ) )

[N

On the occasion of the Norwich progrcss' Elizabeth was addressed, on the same
day, as the "nurse of Christ”, David, and Joseph: ‘

Y

Thou sutlic doost folow most holilie the mind of loseph. by the singular

89.4n Exhoration Concerning good Order, and Obedience o Rulers, in Certaine

Sermons, 77. Sir Richard Rich lauded Henry VIII for possessing the same virtues as
Solomon, Samson, and Absalom; see Franklin, Le Van Baumer, The Earflv Tudor Theory
of Kingship, 8. Thomas Bilson could sce "no cause why the function of Princes still
remaining the same, the lnunction of Princes shuld not haue also the same
signification, operation & approbation from God which it had in Dauid, Salomen, [oash.
lelioahaz, and others”, 4 Sermon Preached, B3

Mjohn Calvin, A Harmonie Vpon the Three Euangelists, 579.42. Henrv Vi in
Holinshed's Chronicles uses.this argument to justifv maintaining his monarchy: “"Not
iong before his death, being demanded whie he had so long held the crowne of England
uniustlie; he replied: ‘My father was king of England, quictlic inioieng the crowne all
his reigne; and his father my grandsire was also ‘king of England, and [ euen a child in
my cradell was proclaimed and crowned king without anie interruption: and so held it
foric yeares well-neere, all the states dooing homage unto me. as 10 my antecessors:
wherefore | maic sav with king Dauid: The lot is fallen unto me in a faire ground; vea
I haue a goodlic heritage, my helpe is {rom the Lord which saucth the upright in
heart™, 691. '

®IHolinshed, "The maiors oration to the quesne Englished", Chronicles.
1288, ~

2.4 Recollecrion of Such Treanses, A2,
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goodnesse of God, as well in preseruing thy kingdome, as in amplifieng

the kingdome of Christ.93

Elizabeth could be mimetically represented as a biblical figure: the final pageant in her
coronation procession portrayed her as "Debora iudge and restorer of the house of
Isracll”.9% In an obvious attcmpt-2o parallel his name’ in form of compliment, James
was called England’s Jacob. In thanksgiving for his “Highnesse happy deliucrance 'from
the traiterous and bloody attempt of the Earle of Gowry’, pravers were published
ad.monishi.n'g "the wicked and bloodthirstie men [who]' thought to deuoure Jacod, and to
lay waste his dwelling place . . . thou (O God) . . . rulest in Jacob”95 The title is a
particularly interesting one from the point. of -view of representation. Saint Augustine
explains why Jacob was also called Israel: for "this name, the angel that wrestled with
him, gave him, being an cvident type of Christ."%6

In consequence of the king's maintaining one or several biblical identities, the

country too, was transformed: England now becomes Israel and Zion%7 The king, said

" BHolinshed, "The minister of the Dutch church his oration”, Chromclés, 1294,
“The oration cnded, there was a certaine monument presented to hir maiestic, in the
upper part whereof was artificiallie grauen the historie of Joseph out of Genesis”, 1294,

93Holinshed, Chronicles, 1177: “she might by this be put in remembrance to
consult for the worthie gouernment of hir people, considering God oftentimes sent
women noblic to rule among men, as Debora, which governed Israell in peace of fortie
veares”, 1178. Elizabeth was also described as she "whom God hath made as our
Zerubbabel for the erecting of this moste excellent Temple . . ., Epistle to the Queen,
Geneva Bible, iif.

954 Fourme of Prayer, with Thankesgiuing, 10 be vsed bv all the Kings Maiesties
lowing Subiects, D2Y. James was not only Jacob but Abraham as well At the end of
Henry VIII, Shakespeare has Cranmer prophesving that Jjames will be Elizabeth's
successor whase "honour and the greatness of his name | Shall be. and make new
natons”. The prophecy is based on Genesis 17: 4-6 where God makes his covenant
with Abraham: "thou shait be a father of manie nacions, Nether shal thy name anie
more be called Abram, but thy name shal be Abraham: for a father of manic nacions
haue 1 made. thee. Also 1 wil make thee exceeding frutful. and wil make nacions of
thee: yea, Kings shal procede of thee.”

9The Citv of God. trans. John Healey, [, 125,
97"For whereas it was the expectation of many, who wished not well unto our

Sion..." dedicatory preface to King James in the King James Bible, A2F.
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Valentine, "is Decus [sraelis, the beauty of Israel . . .the éffécu and influences of
whose government . . . extend over the whole Kingdome, and reach from Dan, even to
Beersheba, from -arons head to the skirts of his 'cloathing".93 In commemoration of
James's inauguration, Richard Crakanihorpc describes how London in "our Temples, our
houses, our streets, did witnesse and proclaime that publicke jow: ‘No otherwise then

did the people of /srael, at the Inauguration of their Solomon™.99

v
“Toe King's Two Bodies” o
~

W'-

In his attempt to confound Rosencrantz and Guildenstern, Hamlet leaves them
and the audience in bewilderment with his. cryptic retorts, especielly when they

concern the whereabouts of the body of the dead Polonius:

Rosencrantz My lord, you must tell us where the body is and go
with us to the King, .
Harnlet The body is with the King, but the King is not with
the body. The King is a thing -- .
Guildenstern A thing, my lord?
Hamlet Of nothing. Bring me to him. (IV. ii. 24-9)

To what, if anvthing, is Hamlet referring? In his recent Arden edition of the pilay,
Harold Jenkins suggests that "it is impossible to agree with Furness, Kittredge, and

others that this or anything Hamiet says is meant to be mere nonsense™.l00 Op the

98God Save the King, 18.

99 4 Sermon at the Solemnizing of the Happie [naugurarion of ... King James,
G4l The whole sermon casts King James i)\ the role of Solomon: "All the people ran
after him. piping with Pipes, blowing Trumpgts. & rejoveing with so great a iov, that
. the carth rang with the sound thereofl and fryving with all their might. God saue King

Salomonr", G4 ' '

100se¢ his note to this scene and the longer notes, 525, /\
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contrary; political doctrine held that the king, as one person, had two bodies: a body
naturai and a body politic: . '

his Body natural (if it bc considered in itself) is a Body mortal, subject
to all Infirmities that come by Nature or Accident, to the Imbecility of
Infancy or old Age, and to the like Defects that happen to the natural
Bodies of other People. But his Body politic is a Body that cannot be
seen or handled. 101

With rcfé‘rc\r;‘cc to the kings two bodies, Jenkins thus explains Hamlet's response:
“asked wherc the body' is in relation to ‘the King, Hamlet indicates that the body
(natural) is necessarily ‘with the King' but that the essential of the kmg his majesty .
and kingly office, does not inhere in or belong with that body."102
That the king cx:sts in two -capacities is vet another- element in his invisible
but essential role. Though the two bodies are united in the king and “are become s
“~they remain "distinct capacities”, “whereof the Body politic is grcatcr".103 The
characteristics of the two bodies are described by James's Scrjcgm at Law, Henrv
Finch:

A body politick is a body in fiction of Law that endureth in perpetual
succession.  And such is the King alone, and by himself considered . . .

for the King hath two capacitics, a body natural (wherein he may inherit

1017he Commentaries or Reports of Edmund Plowden. 212a. Plowden's Reports
consist of law cases "argued and adjudged” during the several reigns of King Edward
VI, Queen Mary, King and Queen Philip and Mary, and Queen Elizabeth.  Sec
Kantorowicz, The King's Two Bodies, which is a comprchensive study of the theory.
His first chapter iivestigates the Reports, which are the first clear claboration of
concept of the king's two bodies. See also Mavnard Mack, Killing the King, who bases
his study on this theory.

— 102Longcr notes, 523-4.

103p10wden's Reporrs, 23%2, 2342, Kantorowicz admits the apparent confusion of
the theory in the minds of the law-courts: "it was anything but a simple task to
remain consistent when one had to defend at once the perfect union of the Kings Two
Bodies and the very distinct capacitics of cach body alone. It is a veritable sword-
dance that the jurists perform”, 12.
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from any of his ancestors, or purchase to him and his heirs, and retain
the same, notwithstanding be removed from his estate Royal) and a
body politick, wherein he piy purchase to him and his heirs Kings of
England, or to him and hisSuccessors. 104 7 7

As a2 man, the king could be arated from his physical role, or body natural, by
violence; _but from his spiritual role or body politic he could never be scpamtcd.ms
The celebrated proclamation, "Le Roi est mort, vive le Roil" is an illustration of the
belicf that the king's body politic, at lcast, never dies. The successor to the throne
enters his office the moment of the king's death, so that the role is never seen as

unoccupied -- the role is absolute, 106

The dcfinition of "king" in Cowell's dictionary” includes that he is “taken as not
subiect to death, but is a Corporation in himselfe that lueth ever 107 The
“corporation” of the king consists of all the members of the body politic and

he and his Subjects together compose the Corporation . . . and he is
incorporated with them, and they with him, and he is the Head, and
they are the Members . . . and this Body is not subject to Passions as

the other is, nor to Death, for as to this Body the King never dies. 108

1047 aw or a Discourse thereof, 83. The theorv could be extended metaphorically
to incorporate the whole country: as Roger Maynwaring declared: "the King is the
sacred & Supreme Head of mwo Bodies, the one Spirtuall, the other Secular”, Religion
and ~legiance, 5-4.

105ss Kantorowicz notes, the theory of the kings two bodies was turned to
advantage by the Puritan revolutionaries. After Parliament succecded in trving Charles
I for high treason it admitted to "executing solcly the body natural without affecting
seriously or doing irreparable harm to ihe King's body politic", The King's Two Bodies.

~n

-

106For the “absolbtism™ of the process of succession and coronation see Perey
Emst Schramm. .4 History of Engiish Coronarion. trans. Leopold Wickham Legg, 1.

107The 1 nterpreter: Or Booke Containing the Significarion of Words.

108The case of Willion v. Berklev, in Plowden's Re ports, 234a.
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" Seen in this light, the body politic and the head of such a corporation was an
immortal entity.10% But in several ways. bork his natural body and his body politic
could be regarded as immortal It was precisely for this reason that having an heir
for the throne was so important, for the succession was the guarantee that the
"corporation” wouid continuc indefinitely. The monarch's "Power shall last (by God's
grace) perpetually”, Charles Merbury wrote in 1581, “first during his owne life in him
sclfe, and then after his death in his sonnes, and successors™.!l0  Discussion of the
death of even the king's physical body was avoided as far as possible. Elizabethan
theologians and lawyers never liked to. use the word "death” in connexion with the
king, but spoke rather of his "dcmisc":.'a quitc different word, thanks to its special and
technical significmipns: : : '

his natural Death is not called in our Law . .. the Death of the King,
but the Dcﬁu’sc of the King, not signifving by the Word (Demise} that
the Body politic of the King, is dead, but that there is a Scparation of
the two Bodies, and that the Body politic is transferred and conveyed
over froml the Bodv natural now dead, or now removed from the Dignity
royal, to another Body natural So that it signifies a Removal of the

Body poiitic of the King of this Realm from one Body natural to
another. 111 !

This transmigration of the immortal part of kingship was secured with the production
of an heir -- the most significant action a king could ever undertake, “"However many
statues he may set up", declared Erasmus, "however manv massive works he may erecl,
a prince can have no moré cxccllent monument to his worth than a son, splendid in
every way, who is like his excellent father in his outstanding deeds. He does nor die.

1091 this respect, [reason nmwust be understood ro\bé against onlv rthe king's
natural body, for his politic body is immortal. See Kantorowicz, 45..

110 4 Brie f Discourse of Rovall Monarchie, 41.

1The case of Willion . Berklev, Plowden's Reports. 234a. Cf Henry Finch, [.uw
or a Discourse thereof: "for perpetuity, the King never .ieth. but in Law it is said the
demise of the King, and a gift unto the King, withcut saving more, trencheth to his
successors”, 83.

~—
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who leaves a living likeness of him.self."uz "Holinshed records a speech made by the
dying Edward [V, in which the King advises his counsellors as to the proper care of

the successor: - -

studie to defend, counsell and preferre, not onelic him during his life;
but also to serue, assist, and mainteine his sequele and lineall -
succession, as the verie images and carnall portatures of his stirpe, and B

line, and stemme, naturallie descended. 113

The adaptation to Christian purposes of the classical myth ‘\Ef the Phoenix
provided the appropriate metaphor to represent the king's immortality and the living
successor.} 14 This self-begotten and sclf-perpetuating fabulous creature became yet
" another identity for the king and his role. It was engraved on Elizabethan medallions
and became a pcr'mancm' symbol of the Queen.  Thomas Heywood's history of

Elizabeth's reign nicely incorporates the image in his description of Anne Boleyn:

the young lady her Daughter lost a Mother before she could doe any
more but smile vpon her; She dved the Phoenix of her Sexe, but left a
daughter behind who proued the Phoenix of her time, the true Daughter

of 50 rarc a Mother Phoenix. ;15

U2 Egucation o f a Christian Prince, 142.
3¢hronicles, 708.

U4For an interesting discussion of this topic see Kantorowicz, The King's Two
Bodies, 387-95: "he Phoenix represented one of the rare cases in which the individual
was at once the whole existing species so that indeed species and individual coincided.
The species, of course, was immortal the individual. mortal. The imaginary bird
therefore disclosed a duality: it was at oncc Phoenix and Phoenix-kind, mortal as an
individual, though immortal too, because it was the whole kind. It was at once
individual and collective, because the whole species reproduced no more than a single™
specimen at a time . . . the lore of the Phoenix . . . siressed almost without exception
the personal identity of the dead Phoenix with his living successor”.

5 . - . . .
“-England: Elizaberh, 31. Heywood includes the following when he recounts the
moment of Anne’s exccution: "Phoenix lana iacer. nato Phoenice, dolendum, | Saecula

-

Phoenices nuila ndisse duos”, 30.
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In Shakespeare's Henry VI, Elizabeth and her successor are described in the same

kind of relationship, even though James (obviously) was not the biological offspring of
" the Queen: '

The bird of wonder dies, the maiden phoenix,
Her ashes new create another heir

~ * As great in admiration as herself,

So shall she leave her blessedness to one . '

{When heaven shall call her from this cloud of darkness)
Who from the sacred ashes of her honour |
Shail star-like rise, &s great in fame as she was,

- And so stand fix'd. Peace, plenty, love, truth, terror,
That were the servants to this chosen infant,
Shall then be his (V. iv. 43-9)

The demise of a king is given dramatic representation in the last act of King
Jokn, where the dying King shares the stage with surrounding lords and the voung
Prince Henry. Listening to the dying singing of Chis father, Henry describes himself as
the “cygnet to this pale faint swan" (V. vii. 21). Oncc the King dies, his' body natural,
represented on stage, ‘is simply as he had dﬁ&ibcd it would be: "but a clod | And
module of confounded rovalty” .(57-8). Twice, the body of the King is pondered upon,
as representing both a former and prcscm‘substancc: Salisburvy tells the Bastard that
he is speaking "dead news in as dead an car" (65) and eulogizes John "But now a king,
now thus” (66); the Prince questions the "suretv of the world” when "this was now a
king, and now is clay?" The King is dead, long live the King! The stage is never
lacking one, for Henry assumes his father's body politic immediatclv. The Bastard .is
the first to recognize Henry §§ king, and as a sign of this, makes his subjection to
" him and offers him fealty. The others on stage follow suit.116

116During the king’s demise, the successor prepares for the new role he is about
to put on with a different kind of awareness from that which he has held during his
lifctime’s training. As Hemry lies dying in 2 Henry [1°, Poins admonishes Hal for not
preparing seriously enough the new role of king he must soon assume:

How il it follows, after you have laboured so hard, you should talk so
idlyl Tell me, how manv good voung princes would do so. their fathers
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As a king, John lives in his son. In the same play the disputed heir to
Englands throne is said to have the figure of his father living in him King Philip
accuses John of cutting off "the sequence of posterity”, for Asthur is the Tlittle
abstract [who] doth contain that large | Which died in Geoffrey" (O. i 101-2). In 3
Henry VI Prince Edward has hothing of his father's unkingly qualitics: rathér. he has
more of the truc cssence of royalty which he. has inherited from his grandfather. The
Earl of Oxford declares that Henry V lives in Edward, because the Prince speaks like a
king: ‘ S\ S

O brave young Prince! thy famous grandfather

Doth Jive again inthee: long may'st thou live

To bear his image and renew his glories! (V. iv. 52-4)
When Henry disinherits his son in favour of the Duke of York, he is several times
_condemned for performing such an unmatural act. The horror of the deed is not lost
upon the King's faithful lords, who sce the act as an injury not only to the Prince but
to themselves and to all of England. By denying the role to the rightful heir, Henry
has damaged his body politic and the corporation ’whjch it represents. He offends
against the several roles he plays asl}cixlxg: against his role as the King of England, as

a father to the Prince, his son, as the Father to the country, and as a man.

Kingl ar&comcx{t: Richard Plantagenet,
Enjoy the kingdom after my decease.
Clif ford 'W'hat wrong is this unto the Prince vour son! '
Warwick What good is this 1o England and himself!
Westmoreland Base, fearful, and despairing Henry!
C!i_ﬁ_«%rd Haw hast thou injur'd both thyself and us! (1. i. 18G-5)
Northumberland Be thou a prev unto the house of York,

And dic in bands for this unmanly deed! (192-3)

being so sick as vours at this time is (IL. ii. 28-31).
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Ciif ford He, bu%k}'womd have his son a king,

And raise his issue like a loving sire;

Thou, being a king, bless'd with a goodly‘son,

Didst yicld consent to disinherit him,

Which argued thee a most unloving father. (1. i. 21-5)117

~

A

-~  There is anotl"lcr very important aspect to the matter of the king's two bodiés.
Thc-king is preserved in his heirs as well as in the cssence of his kingship in his body
politic; but he is also a part of all his subjects in corporation: "he is incorporated with
them, and they with him"  Roger Maynwaring described the cbrporation as all-
encompassing: I | '

The poorest creature, which lyeth by the wall, or goes by the high-way-
side, is not without sundry and sensible tokehs of that swear and Royall
care, and prouidence; which extendeth itself to the lowest of Bis
Subiects. The way, they passe by, is the Kings high-wav. The Lawes,
which make prouision for their reliefe, take their bin&g force from the
Supreame will of their Liege-Lord. The bread, that feedes their hungry
soules, the poor ragges, which. hide their nakédncss. al are fruit and
superfluity of that hapiﬂic plenty and abundance caused by wise and

peaceble gouernement. 113

That the king was a part of every member in his realm was the argument used in the
casc of Hales v. Perit in which Chief Justice Dver ruled that suicide was a crime
against the !a:ing.119 To kill one's sclf, as a member of the king's realm, was also to
destroy part of his corpus mysticum. Speaking in a more positive vein, Valentine talks
of the king who

117The unnaturainess of the deed is continually stressed. Cf. [.1.199, 225,

118Re1}'gz'or: and Alegiance, 9. -

1prowden's Reports, 261: it was a crime “against the King in that herebv he has
iost a Subject, and . . . he being the Head has lost one of his mystic members".

-

———
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inanimates and informes the whole collective ’l;ody of the people, and _
cvery parucular man of it, of what degree, quality, or profession soever,
so that to say wee have no part in David is the voice of a rebell; for
yong men and maids, old men and children have all a part in him, and
profit by him. 120 J

The king's mystical body represented an exact parallel to that of Christ: "For as we
haue many members in onc bedic, and all members haue not one office, So we being
inany are one bodic in Christ, and eueric one, one apothers members™. 121

Canon law and theology merged their respective bdundaries in similar discussions of the -
king's ability to be everywhere and in all people. Henry Finch attributed this quality
first to God and then to the'king: |

the first thing in God, and most proper to his sacred Majesty, is the
infiniteness of his nature; who, as the philosopher clegantly saith, only
is that Circle, cujus centrum esr ubig; ecn'pher:’a nusquam. So say our
_ books, that the King in a manner is every where, and present in ail his

courts. L=<

Members of the roval court had their own special role to play as
representatives of the king's body. In a sermon preached specifically 10 the superior
officers of Jamess court, William Pemberton charged that all “Vice-Roves, and all
others, in their scucrall rankes of gouernment, do beare the stampe and impression cf
God, and the K.ing".l:13 Even in the absence of the king's roval person. his

authoritative presence resides in whoever acts on his behalf. What God can do of

120God Save the King, 17-18: "so that high and ldw. rich and poore, one with
another, and all together owe their fene esse unto him".

7 1:’-I}Epi:.th: to the Romaines, 12:4-§. Cf. the Communion Service: "we be verv
members incorporate in thy mistical body, whiche is the blessed company of al faithful
people”, BCP. 104. -

L]

Z2rawo f a Discourse thereof, 81.

135 ke Charge of God and the King, A3%. .
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Himself, 3 king can do through others: as "God himselfe knowes all things", Rawlinson
wrote, "So doth a King by his Inrellegencers. God of himselfe can do ail things: So
can a King by his Officers. God is in all places at once by himselfe: So is a King by
his depuries.’1** Because of the kings two bodies, his role i not a localized, entity
but all-pervasive, through what might be called a process of multiple occurrence. Thus
to rcbuke the kings messenger was, in other words, a direct slight upon the king
himself. The mistreatment of Kent by Comwall in King Lear is shocking (no’ matter
how obnoxous his behaviour toward Oswald) because of whom he representy in his
person: . -

" Call not your stocks for me; I.scm: the King,
On whose employment [ was seat to vou;
Youshall do small respect, show 100 bold malice
Against the grace and person of my master,
Stocking his messenger. (IL. it 125-29)

Within a few lines Shakespeare shows, and repeatedly cmpﬁasizcs. the import of
Cornwall's and Regan's action. As an old-guard vassal, Gloucester too understands the

meaning of Kent in the stocks, and implores Cornwall not to go through with the

punishment:

the King must take it i}l,
That he, so slightly valued in his messenger,
Shouid have him thus restrained. (141-43)

Likewise, the king speaks through and in the persons of his ministers and
deputies that make up part of his mystical bodv. This is a lesson that Hal, in 2 Henry
717, says he had to learn the hard way at the hands of the Chief Justice:

Chief Jusrice | then did use the person of vour fathen; )
) The image of his power lay then in me:

And in th'administration of his law,

Il P -
1231 0er Rex, 12
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Whiles I was busy for the commonweaith,

- Your Highness plca.sea to forget my place,

* - The majesty and power of law and justice,” 7
The image of the King whom I presented,
And struck me in m} very seat of judgment;
Whereon, as an offender to your father,

I gave bold way to my authority

And did commit vou. If the deed were ill,
Be vou contented, wearing now the garland,
Te have a son set your decrees at naught?
To pluck down justice from your aweful bench?

To tn:p the course of law, and blunt the sword ‘
That guards the peace and safety of your person? <
Nay more, to spurn at your most royal image,

And mock vour workings in a second body? (V. iL 75-90) 125

Unlike Kents recsption, Suffolk's in i Henry VI, is correct and courteous:
Reignier embraces him "as I would embrace | The Chrstian prince, King Henrv, were
he here” (V. il 171-2). When Suffolk completes his purpose on behalf of the"King and

is once again in Henrv's presence, he can

humbly now upon bended knee
¢ - ~ Insight of England and her lordly peers,
Dcl.ivc‘r up my title in the Queen
To vour most gracicus hands, that are the substance
Of that great shadow [ did represent (2 Herry VT L L 10-14).
In his constant refusal personally to fulfill his kingly duties, Henrv gives leave 1o his
lords 10 "Do. or undo. as if ourself were here (IIL i 196). The murderers sent 10 kill

Clarenee .in  Richard [Il gain' access to the prisoner because of their written

T 1cr Elvot's Governor "Sir, remember vourself: [ keep here the place of the
King, vour sovereign lord and father, to whom ve owe double cbedience, wherefore
cftsoons in his name [ charge vou", 114. : '

f

Y
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' commission. In his attch{pt to appease the First Murderer, Clarence finds himself at a

loss to realizc exactly who he is speaking to: : .
Clarence Thy voice is thunder, but thy looks arc humble. .

" I Murderer My voice is now the King's, my looks mine own. (L. iv. 158-9)
— L4

Clarence Wherein, my friends, have I offended you?
I Murderer Offended us you have not, but the King. (167)

- The French are made to Listen to the Bestard, who speaks Tor King John: "Now hear

our English king, | For thus his royalty dSth speak in me™ (King John V ii .128-9),

York, in Richard I1, confronts the returning Bolingbroke with power of his authority:

Com'st thou because the anointed king is hence?
Why, foolish boy, the king is left behind,

And in my loval bosom lies his power (L. il 95-7).
- ’I‘hc‘thcory.of the king's two bodies enhances the multiplicity?)‘r the role as the
king performs it. It is another kind of mimesis which links him to God and to the
way in which the king is perceived by his subjects. Shakespeare, in his plavs. pavs
ample acknowlcdgement to the doctrine of the king's two bodies, but nowhere morc
tellingly than in I Henry [V In the batlie of Shrewsburv Henry is represented by the
many soldiers who arc dressed as the king. Decoys were a strategic plov to confuse
the enemy and protect the monarch. but in this play t‘h'é__v provide a visual metaphor
for the muitum in uno .- the :ing whose body is legion After Hotspur informs
Douglas that "the king hath many marching in 'his coats" he swears to “kill all his
coats; . . . murder all his wardrobe, piece by picce, | Until [he] meets] the King" (V.
i. 25-8). But as the kings body politic cannot be killed. whenever Douglas strikes
down a counterfeit it is imrncdiatél_v rcpiaccd by anothér. He is exasperated that the

"kings" he has met in the field "grow like Hydra's heads"126 (V. jv. 24). At last, after

-

126See Holinshed, Chronicles: “the carle Dowglas strake him downe. & at that—

instant slue Sir Walter Blunt. and three other, apparclled in the kings sute and

clothing, saieing: I maruell to see so many kings thus suddenlic arise one in the necke
of an other”, 523.
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he has encountered so many of Henary's "shadows”, Douglas finally meets the real king
-- and, as a rebel, is defeated himself. '

-
{
v

"The Name Of King? A God's Nam¢

Curiously, neither the Arden nor any of the editors summarized in the Variorum
edition gloss this line of "Richard II's (II #i 146). Yet it is clearly ambiguous (at
least in the Quarto; the Folio reads, probably without any author.ity. "0'Gods Name").
Richard may be attempting merely the wearily dismissive ("Oh, for God's sake let it
go™. or he may be alluding to the enormous significance the name of king carried at .
this time: it was, quite literally, a god's pame. The possibilities for multiple meaning
in this simple phrase are very altractive, in view both of Richard's naturc and of the
theme of the play. In fact, the extraordinary nature of the monarch, the qualities
which make him capable of rule, ihc various i;jcntitics subsumed in his role, and the
dual nature of his "body", arc all understood in the very name of "king". To say the
name of "king" is to mean, in one utterance, all these thmgs and to scc them in the
man whether he appears’ in real life in the court, or when he makes an entrance on to
the stage in the theatre. The name itself becomes 2 touchstone for the entire scope
of possibilities inherent in the role, and the way it is perceived by others.

. L4

In many ways, the power of the king is the power of his name. The storm in
The Tempest is indifferent té the fact that the ship has the King of Naples on board:
the roaring waves, savs the Boatswain, care not “for the name of King" (I.' L 16-17).
But of course in this instance the storm itself is an artificial conﬁtruct. part of the
role that the King of Naples -must perform in Prospero's metadrama. In despair upon
his return from Wales, Richard II remembers he is after all still a king, and recalls his

role because he recalls the significance of his name:

[ had forgot myself. am I not king?
Awake, thou coward majesty! thou sieepest.

. Is not the king's name twenty thousend names?
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* Arm, arm, my name! a puny subject strikes
At thy great glory (IIL. ii. 83-7)

In 1631 Elizabeth's name "euen in this our age is so sacred amongst all good ‘men, that
it is scarce rcmcmbrcd, at the least uttered without deuout thanks- -giuing”. 127 For
James's sub]ccts h:s “very name” was celebrated as “precious among thcm" 128 As a
god. on carth, the king shared the name of Christ. I is, said Thomas Biison, anothcr
important sign of sovereignty:12% - LT

As Christ giueth Princes his' nime, by calling them Goq:. and, the
Sonnes of the.most High: So he taketh their Names and Sig;xu 10 shew
the Vnitie and Soueraigntic of his Kingdome, and to seuer it from all
other kinds of gouernment. 130

In the samec sermon. Bilson preached that the "likeness that Princes haue with the
kingdom of God and of Christ, consisteth in the Socictic of the names (as well as
signs] which they haue -common with Chn'st".1:31 That kings share God's name is not

an association that was taken lightly. Since it was prohibited to take the name of God

127Englands Elizaberh, "the Epistle to the Reader” by N.R.
128~The Dedicatory Prcfacc" to the Holy Bible, A2T.

2% olinshed condemned Bolingbroke for his return 1o England and for what is
"woorse”, for ‘usurping the signs of rovaity: he had "taken upon him the name, title . .
- of king". "Henrie of Lancaster . . . tooke upon him the scepter and the crowne, and
wrongfullie bare the name and stile of a king", Chronicles, 305, 319.

1304 Sermon .Preached ATl Ch R:chard Taverner. Garden of [ vsdome: k:ngs
“represent unto us the person even of god himsef” and so God “adorneth them with
the honourable title of his own name, callifng them Gods", B6T.

"1317pid.. AST. "The Societie of their names is cuident. [ haue sayvd, s¢ are Gods.
and all the Sonnes of the mosr Hight (Psalm 82): And of this very Scripture our Sauiour.
saith. i can nor be dissolued tJohn 101", ASY.
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in vain, how *shall wee thinke, Bilson asked, “that God himselfe wil giue his name to
“Princes in vaine?" -- what God hath spoken, he will perform.132

The kings name  was supposed to be worthv of its Christ-like associations.
"Let. the prince remember”, Erasmus cautioned, that titles mcc' "your highness', ‘your
mgjc;cty'. 'your divine excellence', are not appropriatc unless he governs his kingdom
after the fashion of God, with a sort of celestial magﬁaninﬁty".l33 True pobility s,
thel;. "surname of virtue”, and it is, according to Elyot, "extolled and marvelled at" the
"longer it continueth in a name"!3¢ Immortal and divine, the name of the king is an

extension of his body politic. For as one Justice explained,

King i3 a Namc of Coxitinuancc. which shall aiways endure as the Head
and Governor of the People (as the Law presumes) as long as the People

continuc . : . and in this Name the King never dies.133

Conversely, ho.wcvcr‘ a ruler who was a man of inaction was a king in name
only: "know that' the name:of soveraign or ruler without actual governance is but a
shadow".136  When Shakespeare's Henry VI resigns his crown to the Duke of York, the
King scparates his role into two aspects (those of name and action) which ought to be

inscparable. Hall recorded how "it was agrecd, that king Henry should reigne in name

- 13274, Kings deserve God's name "heere on ecarth" because "they are gods by -
Office: Ruling, Iudging, and Punishing in gods steede”, A6T"Y. When God gives Abram
his new name, it is with "Abraham", the “father of manic nacions”. that a covenant is
made.. The gloss to the Geneva Bible reads: "the changing of his name is gpeecale to--
confirme Gods promes vnto him"; see Genesis 17:4.

133Educanion of @ Christian Prince, 199. Holinshed recorded how, in the history
of Richard II, these titles were used by those people around the king, for all the
wrong reasons: "Sir John Bushie in all his talke, when he proponed anv matter vnto
the king, did not attribute to him titles of honour. duc and accustomed, but inuented
viused termes and such strange names, as were rather agreeable to the diuine maiestie
of God than to any carthlie potentate. The prince being desirous inough of all honour,
and more ambitious than was requisite, scemed to like well ‘his speech, and gaue good
care 1o his talke”™, Chronicles, 490. >

134G overnor, 106.
1-351"’:'0»,'»'4;{0: s Reports, 1772,

13651}'01. Governor, 168.

2
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and dignitie, but neither in deed nor in aucthoritie.137  Holinshed concluded his
history of th!c King ‘with the r;om.mcm .that "Henric . . . (besides the bare title of
roialtic and naked name of king) had little apperteining to the port of a prince”.138 -
Lear mistakenly believes he can simply "retain | The name and all th'addition to a
king', and can leave the “execution” of the office to others (L i 1348). The*
symbology of the action is his request that Cormwell and Albany aiﬁdc "this coroner” p
between them. Richard II usurps the name of the king; Holinshed had Richmond poiﬁl :
out that Richard is merely "he that caileth himselfe king"139*-- like a little man who-
has played dress-up in clothes that arc too big for him, he does not become the role

he thinks he is playing. In the play, Richard attempts to bolster his self-confidence
before the battle by cvoking the power of “the King's name" which is "a tower of

strength | Which they upon the adverse faction want” (V. ifi. 12-13).

Some other characters in the history plays draw attention to the importance,
power and authority of the king's name. Gloucester, in I Henry VI, is enraged at the

manner of address in the letter sent by the rebellious Duke of Burgundy:

What means his Grace, that he hath chang'd his style?
No more but plain and bluntly "To the King"!l

Hath he forgot he is his sovereign?

Cr doth this churlish SupchCﬁplion.

Pretend some alteration in good-will? (IV. i. 50-4)

The defeated Cade in 2 Henry VI anguishes over his deserting soldiers, lamenting that
"the name of Henry the Fifth hales them to an hundred mischiefs, and makes them
leave me desolate” (IV. viii. 56-8). After Edward has taken the crown in 3 Henrv 11,

he demands several times that he be proclaimed 'ng of England” (IV. viii. 53), and

137U mion, Clxviii¥,
138Chrom'c!es. 661.

13%Chronicies. 757. Holinshed goes one step further: "this caiufe Richard the
third, not descruing so much as the name of @ man, much lesse of a king, most ‘
manifestlic appeareth”, 761. .

).
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insists that Warwick "call Edward King" (V. i 23).140  As Richerd II -declines in his
role as King, his name also diminishes in autherity.. In an unpleasant display of open
contempt for his ruler, Northumberland merely calls him "Richard”. York is quick to

point out the fauit, whatever the erring lord's excuse:

York It would beseem the Lord Northumberland
To say "King Richard". AIfck the heavy day, , -
When such a sacred king should hide his head!
Northumberland Your grace mistakes; only to be brief,
Left I his title out. v

~

~

York The time hath been,
Would yourt;avc been so brief with him, he would
Have been brief with vou to shorten you,

For 1aking so the head, vour whole head's length.

(1L iii. 7-14)

- The surrounding events distance Richard from his role and name, and in consequence
he speaks as if he had somchow moved outside of himself. Like Gaunt before him, he

now declines his own name in a rhetorical dispiay of submission.

What must the king do now? Must he submit?

The king shall do it. Must he be depos'd?

The king shall be contented. Must he lose

The name of king? a God's name. let it go. (IIL. ii. 143-6)

Because he has lost the name of the king, Richard has subsequently lost all names. In

his isolation, he does not know how he is {0 be addressed nor what to call himself:

No lord of thine, thou haught insu!ting'man:
Nor no man's lord. I have no name. no title:
No, not that name was given to me at the font,

But ‘tis usurp'd. Alack the heavy day,

1401 nis private meditations, Macbeth is annoyved that Banquo should have "chid
the Sisters, | When first they put the name of King upon me" (IIL. L §6-7).
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That have worn so many winters out, Co- -

And know not now what ngme to call myselfl (IV. i. 254-9)

—This speech is one of the most intense in the play, rich wiLh'ovi:noncs of idcn(i{y and
loss. * Richard was bapﬁcd Richard, surmamed Plantagenet, but both these names
became superseded when he became ﬂﬁng Richard II". Now that he is no longer King
Richard II, now that identity has been taken ‘away from him, he feels unable to
reconstruct  his former identities: the names “Richard” and “Plantagenct” are
irrecoverable, so fully was his identity bound up with thc name of king. The loss of
this great role disables him from playing his former, lesser roles. Not until Act \r;'x-i.s' =
h;: able to find another set of roles to play, though all leave him discontented. The'
theatricality of the situation is obvious; what should by now be also obvious is that
the theatrical metaphor (the star piayer being dismissed from his role, and unable to

- revert t0 playing bit parts: Othello's occupation's gone) is based firmly upon a
conception of the role the name of king played in renaissance monarchical theory.

The mere three words of the familiar stage direction: "enter the King”, carry in
themselves the signification of everything so far discussed in the first part of this
study. In the name of the king is defined all England itself.14! Its function is a sign
which encompasses not only all the visual trappings which must accompany the role
(the outward and visible signs) but also all "that within which passes show". To the
Elizabethan subject and-- to the Elizabethan who attended Shakespeare's plavs, the living
monarch, and the actor who played the king on stage, are not "merely plavers® of a

| named role, but living extrapolations of a Christian ideal. It remzins now 1o
investigatc how Shakespeare put the Christology of kingship to usé in his historv

piays, and in the various themes and variations that he played upon this subject,

- ldlrhe term *"England” was a frequently used, and well-known form of address for
majesty. See King John (IL. i 89-95) for King Philip's equivocal use of the name as it
applies to John's role and Arthurs rightful claim. In the same play. the Bastard ’
laments over Arthur's ‘dead body as that of England itself: "How casy dost thou take
all England up | From forth this morsel of dead rovalty” (IV. iii. 142-3). )
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Epifoguc

It may not be the fashion to see the lady the Epilogue, but‘ when the lady is
Elizabeth I, she commands that position in any discussion of the qualities and nature
"of the monarch in the rénaissancc. From the time of Elizabcth's coronation onwards,
and even after her death, English subjccﬁ; were used 1o seeing the Queen portrayed in
various pageants and plays. A mere handful of examples~will sufficc to show ho;.v
Elizabeth, the chiefest icon of the age, became a focus, if not-indeed, on oceasion, the
impetus for mimetic art. A brief description of a few of these will help to draw
together some of the points so far discussed, and provide a convenjent bridge to the
second part of this thesis.

On her coronation day, Elizabeth passed from pageant to pageant that were

contrived to present to her cither the glorious history of her family, or to represent

_her as a symbolic figure of conquest and honour. The first pageant, "grounded vpon

the queens maiesties name™!*2 was "The vniting of the two houses of Lancaster and
York. Both Ric;ha.rd Touell and Holinshed described the elaborate threc-lcvel stage,
bedizened with the "persopages represcnting the kings & queenes” of the Tudor
dynasty. The levels were enmeshed with joining branches of the family trees which
had for their pinnacle "a seate royall, in the wh-ich was sclte one representyng the
Queene's most excellent maiestie Elizabeth”.i43  Ag Cornhill, in a second pageant,
another child "representing hir maicsties person. placed in a seate of gouernement" was
"supported by certaine vertues, which suppressed their contrarve vices vnder their

feet" 1+ At the great conduit in Cheape, a pageant preseated the q'dalitics of the

142The pageants are described in great detail in Holinshed's Chronicles, 1173 ff.

..All quotations concerning them are from this source, unless attributed ad loc. to

Richard Totiell, The Passage of our most Drad eraigne Lady Quene Elyzabeth.

143 Tottell, ALTY. - -~ " T

- =

M Touell, B3, Holinshed provides the detzils of the presentation which
 tllustrate, in a dramatic way, the qualities inherent in a monarch: "each [personage]
hauing his face to the queenc and people. whereof eueric one had a table to expresse
their effects, which are vertues, namelie Purc religion, Loue of subiccts, Wisedome and
Justice, which did tread their contrarie vices vnder their fect, that is to wit: Pure
religion did tread vpon Superstition and Ignorance. Loue of subiects did tread vpon
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Queen in the blessings of the "eight beatitudes . . . applicd to our souereign ladic
queene Elisabeth”. In another pageant, Elizabeth is the crowned figﬁrc of Deborah,

"richlie apparelled in parliament robes, with a _sccptcr in hir hand, as a queene”. For

almost c§cry pageant Elizabeth c{xcoumcrcd.. the Queen was able to sec a mirror image

of herself, not only as a person but also as a princely ideal. The sight, from the
perspective of the thousands of onlookers, must have been powerfully evocative of the
grandeur inherent in the very concept of monarchy, as well as laudatory of the Queen )

in particular. The spectators had not only the presence of the real monarch in Lhcir—'
midst, but also her mimetic rc-crcation's.. pr@cx:ncd on the symbolic level - queens of

- artifice, - ‘ ‘

In plays throughout the period, Elizabeth is presented (or at least alluded to) in
her various identities. "Presented before the Quccné's Maiestie, by the Children of her
Chappell”, Pecle’s Arraignment of Paris has Diana who "describeth the Nymph Eliza, a i
figure of the Queen™ (V. i 54.2).145 Eliza governs a "second Troy" (70), whose péop{c
are "y-cleped Angeli” (72); she is the Queen "in whom do meet so many gifts in one”

(84), "mot earthly, but divine" (105).. Elizabeth becomes involved in the actual
performance “of the druma: the character Clotho speaks directly to her as she lays a

distaff at the feet of the Queen. Atropos follows suit, with the resignation of "her

fatal kmife” (150); “enus herself gives up' the golden apple that P-ari;s had dlloucd to

her as she “delivereth the ball of gold to the Queen's own hands” (157.1). In

Marston's Histiomasnx, pageant-like scenes present ‘Eli._zabcth as Astraca, who enters )
"ushered by Fame, supported by Fomitude and Religion, followed by Firginity and &
Artes”. The playwright includes a note in the margin to indicate that Astraca is "0
Eliza” (V1. i). At the court performance of Every Man Qur of his Humor the epilogue,
written with the Queen in mind, is directlv addressed to Elizabeth. She is represented -
by 'Cymhia in Jonson's Cynthia's Revels, and is certainly the “imperial votaress”. whom

Oberon praises in A Mfdsumm;r Nz'ghr‘; Dream. Alter Elizabeth's death, the Queen
appca.r&as an actual character in several plavs: Thomas Hevwood's [ f vou Know Not

Me, You Know Nobody was published in 1605 with the sub-title, The Troubles of Queen

Rebellion and Insclencie, Wisdome did tread vpon Follic and Vaine glorie, Justice did
tread vpon Adulation and Briberie™, 1174,

143George Pecle, Works, ed. A.H. Bullen.
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Elizabeth: part two of the play in 1606 included another appearance of the Queen. In
yet another Heywood play, part onc of The Fair Maid of the West, Bess Bridges (the
fair maid) is likened to Elimbcth.’ She is Titania in Dékkcr's Whore of. Babyion; and
continued t0 be a figure .in the drama throughout the period and after the
Restoration.146  Shakcspeare uses Hall's account of the christening of the infant
E‘.h'zabc.th as the source for the final scene in Henry VIII, in which the ceremony is
dramatically recrcated.  She is, says Cranmer, ,'this royal infant” around whom heaven
moves (V. iv. 17), "a pattern to all princes living with her" (22), "a mighty piece”
which is "moulded up” of "all princely graces” whom "truth shall nurse” (25-8). In her
"God shall be truly known, and those about her | From her shall read the perfect ways
of honour” (36-7). It was, then, not an uncommon occurrence to Qcc the monarch, who
existed on the stage of the court, represented 2s adramatic construct (in whatever
form) on the theatrical stage,

Perhaps, for the purposes of this study,: the most tclling example of Elizabeth's
presence in a drama i Dekker's Old Forunatus, which has earlier been meationed. -In
the Prologue and Epilogue at Court, classical and Christian images are combined to
prs-cm a picturc of Elizabeth both to her own eyes and to those attending the play.
Descriptions of the Queen incorporate most of the concepts -of kingship so far
cxplored: the king's multiple identities (aircady discussed with reference to this piay),
the king's counicnancc. divinity, qualities, immortality and so on. The second old man
-says he comes to effer what "all straungers doc: two cves strucke blinde with
admiration” (14-15); it has been a vear "sincc he last beheld her” (18). The eves of
the two old men are “dazled bv Elizaes beames" and dare see for themselves "where
she sits" (28-9). The court is the "great panthaecon of our Goddesse, | And all those
faces . . . Are Nvmphes attending on her deitie” (25-31). The scco;id old man weeps to
“behold this Maiestie” (36). Elizabeth (now in the fortv-second vear of her reign) is
"still bright, still one, st'il—l’ diuine” (47). At the conclusion of the play, Vertue,
speaking directly to the Queen, prociaims herself but the “"counterfeit” and Elizabeth
“the true” (V. . 334); she acknowledges that the Queen has the power to turn the
actors of the play, who are "shaddowes”, into real “substznces” (357-39). The first old

man addresses the audience as “pilgrims” who share "the circle -of this bright celestiall

148For a more extensive survey see¢ Frederick S. Boas, Queen Elizabeth in the Drama.
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Sphacre” (1-2). As the whole court is brought to their knees, the first old man begs
on their behalf "one“pardon for himseife” (7). Elizabeth is entreated 10 "breathe life
in [their], nombd spirits with one smile, | And from this cold earth, [they] with liucly
soules '| Shal rise like men (new-borne) and make heau'n sound | With hymnes sung to
{her] name™ (9-12). The play concludes with appropriate shouts of "Amenl"

Elizabcti; _hc:-:sclf made .a celebrated observation, which revealed her acutely
sensitive awareness of the significance inherent in the performance of kingship as a
role. The Queen, discussing .thc plaving of Richard II on the eve of Essex's rebellion,
told William Lambarde: "I am Richard Ii. know ye not that?147

I, 55255,

"147Recorded in Nichols, The Progresses and Public Processions of Queen Elizabeth,



ﬂEHAPTER FIVE

F3

ENTER SHAKESPEARE'S KINGS

’I‘hcrcisahistoryinallnicn's lives
Figuring the nature of the times deceas'd;
The which observ'd, a man méy prophecy,
With a near aim, of the main chance of things'
As yct not come to Jife, who in their seeds
And weak bcginniﬁgs lic intreasured.
Such lhmgs become the hatch and brood of time.
T T ‘ (2 HenryIVIII i. 80-6)

To judge from the general tenor of his works, one may reasonably conclude
that Shakapcaré h.t;d a very profound interest in the past., He wrote no fewer than
ten” plays on énglish history alone, of which-cight deal with the later Plantagenets; his
other works include three pleys on Roman history, and several plays which deal,
mythi'mlly or tragically, with the ecvents based on the history of ancient times.l As
cveryonc who has studied the subject rcmari-cs. Shakespeare was a plavwright who,
though he consulted a great variety of chronicles and historical ‘sources, was no merc
chronicler, but rather was able to find in the past a stimulus for his imagination, in
its development of subjects for dramatic conflict on the stage. Paraphrasing Cicero,
Thomas Elvot hpd reminded the feaders of his Governor that history is the "witness of
times, mistress of life, the life of remembrance, of truth the light, and messenger of ‘
amiquir.y"z. from which the lives of kings provided valuabic lessons for the present.
Writing in a‘pcriod -which .su'll saw history as a handmaid to theology, Shakespeare

created his theatrical kings for an audience who judged them against thie religious® and

- - LI

Un view of its source in Holinshed, there is a good case for considering Macbeth

a history play too, except that its dramatic strategies impose a primarily tragic focus
upon it

<The Book named the Governor, 36.

3a survey of Richmond Noble's Shakespeares Biblical Knowledge rteveals 2
conscious and abunpdant use of biblical and prayer book allusions in the historv plays.
Noble cites some 285 allusions in the history plavs alone: when compared with all the
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political climate of the day. The hémilists had encouraged their congregations to

."turne over, and read the histories of all Nations, looke over the Chronicies of our

owne contrey™ as a place where Godly ‘truth could be revealed  Historical writers
such as Hall ‘and Holinshed saw their own roles as part of a religious ministry which
was indistinct from political concerns:
Of the same mind it were to be wished that all storie-writers were: for
then should Chronicles approch next in truth to the sacred and
inuiolable scripture, and their use not onlic growe more comumon, but
also of greater account . . . Chroniclers therefore deserue a reucrence
of dutie, whome time hath cailed and culled out as it were bysthe han .
to usc their ministric and seruice for the disposing and dis{ributing of
the riches of his wisdome to all ages, that successors may be taught by
their predecessors, wit by their follic. fealtic by thc'bxdmkmaluc
obedience by their rebellion, vmitic and peace by their dissenvion,
plainnesse by their doublenesse . . . pitie by their vncharitablenesse;
~ {inallie ali goodnesse by their badnesse.

The written history which' chronicled the lessons of kingship was a -mirror of
the past that, when held up to the nature of present times, could prove a guide and

helpful reminder.® History itself became the emblem of a mimetic process which saw

other piays, which have some 418 allusions, the proportion is a revealing statistic:
history and theology are compatiblé subjects for dramatic treatment.

*dn &mﬂy Against Disobedience, and Wilfuil Rebellion, 301. -

SPreface 1o the chronicles beginning in 1576 by John Stow and others, in
Holinshed's Chronicles, 1286.

~_8Cf. the Chronicle of John Hardying, first published in 1543: .
Wherefore Goddes woorde and holy scripture
Which abandoneth all maner vanitee
Yet of Chronicles admitteth the lecture
"As a thing of great fruite and utilitee
And as a lanterne, to the posteritee
For example, what they ought to knowe
What waies 10 refuse, and what o folowe.
As cited in Lilv B Campbell. Shakespeare's Histonies: Mirrors of ELlizabethan Polic. 5 ‘-
s

i
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the patterns of rise 'an'd‘-"gtu enacted and reflected from age to age. As Lily B .
Campbell has pointed out, "it is* in the descriptions of history ... . that-we find the
word [mirror] most frequently used".’ The work most symbolic of this.concept was, of
course, The Mirror for Magistrates, 'agéiﬂst which the king could measure the actions

_of his own rule, and ponder'.their significance. _ By the time Shakespeare began his

dramatic carccr, thcories of kingdhip and history were 30 c‘ntrcnchcd in religious
ideology that the figure of thc king was seen as a2 symbolic rcpmcntauon of all divine

\-

order and hannonv - the mirror of Christeridom. He was the magc of God's own

.
-
B

power irf'the Grcat Chain of chg. and the worlds second Prime Mover. 8

The materials of history and ideology which Shakespeare's age inherited helped

to serve his dramatic purposes. By stressing that historical significance is a servant to
the dramatic purpose, Northrop Frve was surely right when he maintained that “the

poet . .'. can deal with history only to thé extent that history supplics him with. or
affords a pretext for, the comic, tragic, romantic or ironic. myths_that he actually
uses”?  In order to prowdc his plavs with a dramatic habitation and 'a name,
Shakespeare used methods which resemble remarkably those cmiploved by the historical

- scholar.  The accumulated evidence which shows that Shakespeare knew and drew upoen

7 Ibid., 108.

SFor if the king be well ordered”, wrote Hugh Latimer, "the realm 'is well
ordered”, Selected Sermons of Hugh Lanmer, ed. Allan G. Chester, 79: the passage is’
from the "Second Sermon” preached before King Edward VI in 1549, In his Sphaera
Civitans (London, 1588) John Casc declared that "as the heaven is regulated in all its
parts . . . by the-one first mover who is God. so the world-of men is at its best” when
it is rulcd by one prince”. The famous diagram, which is included in the work,
represcnts the sphaera civitaris over which the all-embracing figurc of Queen Elizabeth -
looms as the representative of the Deity. Not only kings, but all magistrates had their
appointed place and ordained task in the world Prcaching before members of James's
court, William Pemberton reminded his audience that thev were to rcflect the universal -
scheme- by imitating God as prime movers: "Sith the God of heaven and earth is the
first mover, in his suprgme orbe of government, all you his secondarie movers. in this
vour orbe of government, in thxs heaven of our politie, ought to move after thc will
and ordination of God, and not . . . from your private affection . . . You must in vour
riotion run the same course, -& cve the same end with God hzmsc[fc namely, the glory
of God . .. And such subordination will surely cause an heavenly harmony, and heart-
pleasing - concent.in a circular revolution thus”. The Charge of God and the King to
Judgesr and Magistrates, AST. It is apparcm that not only was the king to be a mirror
but whole court as well. -

-%New Directions from Old” in Myrh and Myth Making, ed. H. Murray,117.

e
e
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such sources as Hall, Hohnshcd. Foxe, Damcl. Stowe, The Mirror for Magurrare.r. the
Homiha, the Book of Common Praycr. other plays, poems, and historical accounts, and
"that he _cross-checked and collated h:s materials, produces a p:cturc'of a dramatist
whom one would have to call interested in research. That fistory’ and :dcology
provided him with the tools for his dramatic endeavours of art is not in question: the
sub]cct is rather just which materials he chose, and how he used them to present a
view of kingship on the stage.

As the- first part of this thesis has shown, Shakespearc was aware, and madc
use of, the Christology of kingship so much in the political forefront of the
RAcnaissancc It is not unreasonable to assume that a mind of his calibre was m tune-
with cvents and with thc challenges to political and religious orthodoxy in thc exciting
times in _whlch he lived, and upon which he drew. What the mass of materials’
gathered and presented in the .first part of this thesis has proved, both by its varicl_\;
and frequency of ;propagétiom is that the ideology -of kingship was part of what
Tillvard called "the collective consciousness”l® of the Elizabethan age. Kingship was
very much a part of a world picture which could inform not only outward actions, but
also the rcalm_‘of spiritual idsals surrounding the figure of the monarch. The obstacle
that any modern audience of Shakespeare's history plavs must face is that much of this
_ sixteenth-century  ideplogy is foreign to our own: tw;:miclh-ccﬁtur_v tastes and
understandings are simply not those of the chaissancc. Many notable scholars have
wrought to re-create -son_:cthi.ng of that lost understanding, an endeavour which this
thesis attempts to support and in its-own limited way extend. The reconstruction of
ideology is in itself a-fascinatmg and worthwhile activity, but not the only one
proposed by this thesis, which aims, by secking to rc;:aplurc the matrix of ideas which
inform the concept of the king as a divine actor, to re-assess the dramatic nature of
the plays. As G. Wilson Knight had advised,

- to all these kingly plavs we must briﬁg a sense of the sacramental. They
challenge our modern understanding on a vital issue. Kingship is closely

-related to the essence of poctic drama. wiich seems never propérly to

have recovered from the execution of Charles [.

IOSkakespeare: History Plavs, 18. His use of the phrase pertains to the doctrine
of order.
1
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We who find Shakespeare's kings- a stumbling-block and the other
spiritual kingship of the Christ an cnigmatic dream . . . are thercfore
unabie :; follow the significance of their union.11 " T
Shakespeare's history plavs &c about the meking and unmaking of kings. in a
dramatic context which focusses upon thé specific role and social office of the king.
The audience was awarc, cven before he made his entrance onto the stage, of the king
as a figure whose role beionged to the Jdomain of a 'prccdnc:ivcd concept -- the
abstract idea of a king and how he was supposed to act. Individual character, though
part of his kingly performance, was outweighed by the idea of what a king
represented.  Throughout the history plays the recurring focus is on the definition of
kingship as a role and what that role constitutes in an individual who is wedded to a

divine ideall? A measure by which a king's failure to act according to his role may

- W Shakes pearian Production, 150, 158.. In his book, The Player King, James Winny
divorces Elizabethan ideology from an understanding of the plays: "[Shakespeares] idea
of the king is not a political concept. and whether his royal figures are not good or
bad kings by Tudor standards is irrevelant”, 44, Winny's sample kings “are not
‘approached as kings whose roval conduct invites judgement within 2 context of
. Elizabethan political ideas, but as men grappling with an identity bigger than their
own", 47. In light of the new knowledge presented in this thesis, it scems that such a
view could not be more mistaken.

The rea king, unlike the actor who plays his part on the stage, cannot remove
his costume at the end of the performance. That the drama of the period was aware
of this idea is revealed in an interesting manner in Jochn Fords Perkin Warbeck: A
Strange Trnuh. The play dramatizes the disparity between an actor plaving the king
and an actor plaving an actor plaving a king, which ultimately bccomcs the “strange
truth” of the play. "The player's on the stage sull, 'tis his part; | Heé does but act"

. 68-9} savs Henry VII disdainfully of Perkin: but the same naturally applics to
the actor who.plavs Henry's role., As Peter Ure points out in his Revels edition of the
play: “evervthing 'acpcnd.s upon the exalted performance of a roie. When man and actor
draw as close together as this, when to be a man and hero is 10 be one who performs

~ ——=ex¢celleniv—he chosen role, who creates it. and stands by it in his imagination, and
prefers 1o die rather than abandon it -- then what matters is the quality of
composition and performance. their stageworthiness the degree of accomplishment
achieved. If these satisfy and convince, &t really does not matter if the little boy
points oul that the emperor has no clothes, that the hero strutling it out before us is
‘really’ the son of John Osbek. We have known that all along. in much the same sensc
that we have known that Henrv VII is not ‘really' Hennv VII but a member of the
Phoenix company”. lxxix. '
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be assessed was avmlablcﬁmc audience through thc:r lcnowlcdgc of how a king was
supposcd 1o play his role in the first placc

The contrast between the individual and the part which he assumed at .
the moment of coronation is 5o obvious that it evokes the image of the
actor, an image which serves to express the ﬂawcd nature of the king's
rule, the contradictions’ imposed by abd:cauon. or by the Ll.lcgnunacv of
his possession of the crown.13

The "flawed rule" of a king is only r?cognizabic when the picture of a perfect rule is
‘2 common conc.:cpn‘on in the minds of the audience. In order to present kings who do
" not ager like kings, Shakespeare had to rely upcn his audience's awarcness, their .
"collective consciousness”, of the ideology of kingship. The ceremonial and ritual
aspects of the role, the distinctive language of a king, the repertory of roval moves
and gestures, his. rclationshx:p to¢ other characters and theirs 10 him._ are all
recognizable facets of the office, which the incumbent must learn and perform

accordingly. . The acter who plays the king, too, must learn to play the role in its
recognizable form.l"'

ghakcspcarc never iJrcscms his audience with a picture of an ideal king (even
Henry V has his faults); but rather ia}'s the dramatic stress on various ways in which
monarchs depart from the ideal Each play has something different to say about-the
nature of the king's role, which surely reveals “that Shakespeare was interested 'in the
conditions of kingship, rather than merely 1aking them 't'or granted, and focussing
solcly.on the conscquences of misguided kingship, on the king himsclf and on his
realm.  Shakespeare's kings ecach have a particular stvle, and a view of the world,
which reflects their attitudes toward the office they hbld. They continually cast their
rovalty into the enactment of .a special role. Henry VI is the saintly king who, rather
than rule effectively, desires the simplicity of 2 pastoral existence; Richard iII is an

anti-Christ king, "detcrmined to prove a villain" in the demonic role he has written for

.

13Anne Righter. Shakes peare and the Idea of the Play, 121.

1¥There is no other kind of. character who predominates in Shakespeare's plavs to
the same degree as do the kings. In the history plavs alone, the audience sces the
figure of a king enter on 10 the stageTio fewer than ninety times.
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himself; Prince ;-'Ial gdc: through- the changes of personality and -attitude which allow
him to grow into the role of king; when he is King Henry V, he is presented as a
dynamic amalgamation of kingly qtialitit: and roles. Richard II provides the most
intensc statement about 2 king who finds himself at odds with the sacred identity of
his office: believing in the anointed authority of his role, Richard cannot, however,
manifest the reality of its power.

Naturally, not all the history plays deal with these issues with cqual intensity .
or in equal detail ’ﬁathcr. cach play reveals aspects of the wﬁys in which kin.éship is
primarily a role-playing endeavour, whose histrionic basis is ultimately derived from a
theological foundation The ideal king is an actor of Christ, and when he fails to
perform his divine role, the consequences can pfow: catastrophic, not only for himseif,
but also for the realm over which he rules. The history plays explore the difference
between the right to rule and the ability to rule, as other characters may find
themscives in a better position fo perform the kingly office than the king himself.
The gap that is created when a king abdicates the proper plaving of his role is filled
by thosc who aspire to play the role themselves, or by those whose actions represent
them as better- suited to the office.  Henry VI, King John, and Richard TI must
confront choracters who act better kings than thev themselves can: Richard Duke of
York, Talbot, Faulconbridge, Bolingbroke. The conflict of the drama becomes the
conflict of the individual who sits at the head of the statc as the centre and focus of
the ‘crdered woild  James Winny has summarized the nature of the player-king's
® conflict in the history plays:

‘the king is forced 1o -come .10 :crms. with the nature of the roval
identity which he has tried to ‘assume, and to recognize a disparity
between his ideal of majesty and his personal ability to fil the role
assigned to him. The costume is laid out and the part’ rchearsed, but the
pcrfxna'n‘cc falls short in rc.;:pccis which both actor and audience

acknowledge. The plaver is not the king. 15

15The Pla ver King, 46.
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The tragic dilemma in which Shakespearc’s kings find themscives involved is the
measure of the disparity between the sacramental nature of rovalty and the unworthy
person in whom that iiaturc inheres. Not all of Shakapcarcs kings dre failures,

however: neither Henry vinlé por. Henry V can be considered as fitting this category

_of the inept role-player.  They arc nonetheless actor-kings, who have learned, and can

use, aspects of the role cfféctivcly. l

The conflicts in 'thclhistbry-p[ays reveal that the religious concepts of authority
and obedience arc more compiex than the Homilics would have had Elizabethans
believe.l7 It is impossible to undertake to demonstrate whether or not Shakespearc
belicved in the divinity of the king. That he found the ideology of the king as a
divine actor a way ot’ rcprcscnung dynamic human conflict on the stage is, however,

beyond doubt: it is the focus of the followmg chapters.

. -

e

lsHenrv VT is a d:ffcrcnt kind of "history play from the rest. A bnct discussion
of his kingship forms part of the conclusion to this thesis. -

17nrg Shakespeare could not fail 10 attend t0 the annual readings of the homilies.
neither could he escape an awareness of the great events and the diversity of opinion
of the extraordinary times in which he lived. and in consequence he must have been
conscious of the theoretical difficulties involved in the doctrine. the challenges. which
the times repeatedly threw up against it, and the dilemmas of great as well as ordinary
men whom the realities of power and the inflexbility of the official doctrine lempted
10 entertain rebellious thoughts”, Moody Pror, The Drama of Power, 99.



CHAPTER SIX

- NOTLIKE A KING: THE HENRY VIPLAYS

i
1 Henry Vi
"A Talbot!”

! Henry VI marks Shakespeare's first venture at portraying a king on ?té;éc.l

[t was, as has been obscrved, a remarkable decision that he chose to begin his
profcssional dramatic carcer by representing the unfortunate reign of this particular
king. Shakespeare pr&cfucd his audience, not with the character of an ideal monarch,
. but with one whose role fell notoriously short.'of the lond of ideological expectations
so far discussed in this thesi. In the three plavs devoted to his reign, Henry is shown
10 be incapable of fulfilling the role for which he was consecrated. His inabilty,
indeed his rcfu.slal. to. "act” like a king, especially when action is most rcquircg},)cmaﬂs
the ruin of the realm in all manner of civil cﬁaos and unnatural moral order. ‘Hcmy'is
not like a king, in that he leaves vacant onc__of the most vital roles the” king was
cxpecied to play: the man of action, thc‘commandcr. a role which is grappled for by

.

the energies of other characters.

“in part one, Talbot makes a dramatic contrast with Henry, in that Talbot
possesses some of the kingly qualities which Henry so conspicuougly lacks. These
qualities, of military energy and fortitude, the role of soldier, are in theory delegated
~ by the king, the realm's commander-in-chief, to his deputics. Taibot, however, has to

gcnc:;atc them in himself, lacking inspiration from his leader; by doing so, he becomes

1The controversy concerning the order in which the Henry 17T plays were written
scems to have expired. The current consensus appears to be that they were written in
the order part onc -- part two -- part three, that no author other than Shakespeare
was involved in the composition of Part 1, and that all plavs datc from the beginning
of the 1590s. See Andrew Cairncross's Arden editions for detailed argument towards
these conclusions, and “ntony Hammond's Arden edition of Richard II1. 54-61. for a
recent recapitulation of Lhe question.

134
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inevitably, though unconsciously, a living criticism of Hcmy’s deficiency. The Duke df
York, (and to a lesser extent Queen Margaret) in the second and third parts, has the
kind of hard courageousness Henry .never drcamed. of possessing -- but should have.
. They, like Talbot, and in his different way, the Duke of Gloucester, attempt (0 occupy

the vacuum that Henry's inmp_gciﬁa have) opened at the centre of England's political

The cycle, often criticised for lack of a cohering formal ‘structﬁ;‘c. actually
forms a unity out of this pattern of centripetal movement; as Harold Brooks has
observed, "the centre is unoccupied, but is unmistakable because the parts that make
up the design are all balanced about it."2 Henry is the placid moral centre around
which all the confusion and activity of a realm becoming - violently unstable occurs.
Henry is not a fool, nor a vicious king, nor is he a bad man;” what Shakespeare makes
abundantly clear' is' that morality and picty and ‘being full "of the milk of human
kindness do not comprise enough of the roles kings must play to suffice as an amalgam
of kingly qualities. Henry is the saindy king, one who can imitate Christ 1hc.
Suffering Servant well enough, but is never capable of imitating the role of Christ the
King, a rolc he has forgotten, and is made painfully aware of, in the course of the
trilogy. ) A

Shakespeare did not have to originate this ponray';al: of Henrv as a saintlv
incapable; on the contrary, he found the portrait clear and unequivocal in Hall and -

.Hoﬁnshcd, who both treat Henry's character with gcntlé. if partiaj, tolerance 'and
courtesy. They are careful to peint out the faults of. those advisors whom Henry

should have turned away, but thanks to his mildness did not:

' for kyng Henry . . . was a man of a meke spirit, and of a svmple witte,
preferryng peace before warre, reste before businesse, honestie before
profite, and quictnesse before labourc. And to the intent that all men
might perceiue, that there could be none, more chaste, more meke, more

1

-
.

, ¢ ) :
ZMarlowe and the Early Shakespeare” in Mermaid Critical Commentanes:
-Christopher Mariowe, ed. Brian Morris, 70.
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" _', / holy, nor a- better creature: In hym reigned shamefasinesse, modestie,
* intégritc. and pacience to bee marveiled ar.3 ' )

Hall attributes the failure of this reign to "yll chaunce & m:'.éf&tunc" because Henry

was 2 man of no great wit, such as men comonily call an Innocent man,
neither a foole, neither very wyse, whose study always was more to
excell, other in Godly liuynge & vertuous example, then in worldly
regiment, or temporall dominion.*

Holinshed says that "by his authorite” Henry might have been able to rulerthe
qﬁarrcﬂing factions of "the Yorkists and Lancestrians, but for the “"overmuch mildnesse
in the king" it was thought that Henry was "too soft for governor of a kingdomc".5
Despite Henry's saintly qualitics, and the fact that he could mot rule effectively, he-
remaincd a popular figure with his subjects, evén when he showed himself at his
weakest. When the York faction gained effective. control of the throne, they agreed
that they ought not to -

depose or destroy the said kyng, least thei might sodainly prouoke and

stirre the fury and ire of the common pcople agaimt them: whiche for

his holines of life, and abundant clememcie, was of the simple sort

muche favored, and highly esteeméd.§

Hall's and Holinshed's descriptions read more like those of a saint than a man or a

king. Henry, says Holinshed, was a

3Hall, Union, fol. CIV.
4Ibid.. fol. CCxI.
5 Chronicles. 626. .

SHall, Union, fol. Cleviii®.
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patterne of most perfect vertue . . . plaine, upright, farre from fraud,

wholic giuen to praier, reading of scriptures, and almesddeds: of such

integretic of 'life, that thc bishop which had beene his confessour ten _
yeares, auouched that he had not.ajil that time committed anic mortall

crime . . , He was religiouslie affected (as the time then wes) that at

principall holidaies, he would weare sackeloth next his skin.’

Henry is frequently termed “saintly”, "pious”, "devout”, "contemplative” @ SO on.
These terms are not all automatically applicable to the safme individual: there are saints
who are fierce in their faith, contemplatives whld gird on the sword of Christ, hermits
who arc uncouth. The interesting thing ‘about Henry is that he combined these
particular qualities in himself: hc was besides being pious, meek: he was besides beirig
scholarly, ineffectual This, no doubt, makes him a special kind of "saint”, and perhaps
not a very usual ope. But the sources all agree on his character, and that it was
- saintly. ' .
. . .

His countenance, too, is described in terms of beatification: for his face was
"beautifull, in the whiche continually was resident, the bountie of mynde, with whiche,
he was inwardly endued. 8 Henry's divine nature “caused God to worke miracles for
hym, in his lifc tyme"? and “indued" the King with a "prophetical spirit. And surelic
the epithet or title of holie is not for naught attributed unto him.”10

Thoug,l{ Henry was indeed a child when he succeeded to the throne, the stigma

“of child-like immaturity followed him long into his reign. The chroniclers were not at

———

7Cixréru'r.'!.e.!:, 691.
SHall, Union, fol. CCxxiif,
9Ibid.. verso. Henry VII 'sued to Pope Julio II to have him canonized. but, as Hall

reports, "the fees of canonizving of a kyng, wer of so great a quantitic at Rome . . .
that the saied kyng thought it more necessary to kepe his money at home", Jbid.

10Holinshed, Chronicles, 678. Henry's passivity in the plays is an integral part of !

his holiness and one of the causes for his overthrow: “for. it is t© be read in writers.
that he was by nature giuen to peaceablenesse, and abhoring bioud and slaughter,
detesting ciuill tumults . . . In consideration wherof, he procured against himselfe an
apostasic of his people both natiue and foren: who reuolted and fell from fealtie”, [bid.
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a loss to remind their readers how the prophet "Esaie lied not” about the fate of a
‘kingdom ruled by children: "I shall giue you ch.ildrcn to be your princes; and infants
without wisdome shall haue the gouernance of you"ll 1In the play the Duke of Exeter
laments the "jarring discord of nobility" (IV. i 188) in a realm where "Tis much when
sceptres are in children's bands” (192). Though ‘the play begins. with Henry in infancy
‘the dramatic time of part one sp.ans some thirty years of his reign; by the time Exeter
utters these words Henry has'in fact reached maturity, but the troublm cngcndcrcd in
his childish days;, and confirmed by his conunucd chzld-.quk:: pcrsonahtv. prodr..cc a

climate of cp:mon in which Exeters comment is still apt. . G

The play begins- with the grand pagcantry‘ and spectacle of the funeral of Hcﬁry

V in Westminster Abbey, and turns into a. solemn proclamauon on the virtues of the
: dead King. Hemry Vs coffin 5 carried on to the stage, and surroundcd by the
swelling scenc, of attendant lords. No-one says the expected acclamation, "the king is
dead. Long lch the kingl" -- rather, the sués is laid on the fact that Heary is dcad:
and that a king of his capacities can never be rcplacéd. The infant Henry VI is not
cven brought on thé-swgc to represent the embodied succession. The empty centre of
the kingly role is immediately established in cmblematic form at the beginning of the
play: the lords, "like captives bound. to a triumphant car” (22) attend a dead body, not
the King. Bedford, Gloucester, Exeter and others spénd the _f_ifst fifty-six lines
mourning the loss of a king whose role cannot be assumed by his successor. Bcdford
calls upon Nature’s portents to "scourge the bad revolting stars, | That have consented
unto Henry's death” (I i 4-5). Henry was a king, says Bedford, "too famous to live
long! | England nc'cr.lost a2 king of so much worth" (6-7). Gloucester takes thc
encomium_ farther, hyperbolically declaring that "England ne'er had a king umtil his
time" (8). Henry's qualities as king are catalogued at length and are firmly cstab&ishcd '
in the audience’s mind as those characteristics that the play will show are so
desperately lacking in Henry V1. lronically, thev are precisely the kind of kingly
qualities Talbot himseclf will subscciucntly display: this is not surprising, in view of

Henry Vs rcputation as a military leader, but it does stress the contrast with the

Upbid., 656. Cf. Ecclesiastes $:4: An Homily against Disobedience and Willfuil
Rebellion i Certaine Sermons: "the Scriptures, of undiscreet and evill Princes, speake
thus, Woe be to thee (O thou land) whose King is but a child . . . A foolish Prince
destroyeth the people . . . Thus speake the Scriptures, thus experience testifieth of
good, and evill Princes”, 279, -
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gsitpation under the new King évcn more vigoroﬁ.sljr Henry V's countcnancc.‘ his
dmncly-favourcd position, and ¢ven -his comparable identity as a classical figure, are
. invoked to offer prospcnty to the realm:

Virtue he had, deserving to command:- .
His brandish'd sword did blind men with his beams (9-10) » ' ?

Hewasa kiﬁg bless'd of the King of kipgs (28)
The battles of the Lord of Hosts he fought (31)

A, far more glorious star thy soul will make
Than Julius Caesar or bright -- (55-6)'

.Wh;t are these Quaﬁtia that Taibot has? The au;gé\gcm\to hear of them
and to sec him in action before Henry comes on the stage. Soon after the funeral
procession leaves, he is described as the "valiant Talbot”, who ':ab_ovc human thought, |
Enacted wonders with his sword and lance’ and whose soldiers are in awe of his
"undaunted spirit" (121.27). By the reported news the messengers bring, the audience
" is made aware how ;vcrytrxing'chry V had accomplished in France is quickly turning
to disastrous ruin. It is Talbot alone who maintains what little is left of the English
conquest, He i3 "a worthy leader” (143); Bedford declares he would slay himself rather
than hear of any news of Talbot's dcath. When he makes his first appearance, ‘
Salisbury ob[igcs him to describe his captivity at the hands of the French. The speech
is 2 recapitulation of almost. supcrhuman hcrcnsm and its attendant heroics, attained

against enormous odds:

Salisbury Yet 1ell'st thou not how thou wert entertain'd.
Talbor With scoffs and scorns and contumelious taunts.
In open market-place produc'd they me e
To be a public spectacle te alk:
. Here, said tl:IC}'. is the Terror of the French.
The smrc:row that affrights our children so.

Then broke I from the officers that led me,
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And with my nails digg'd stones out of the éi-oung S ‘
To hur! at the beholders of my shame. L L T
. | My grisly countenance made others fly; \' '
" None durst come néar for fear of sudden death.
" In iron walls they deem'd me not secure;
So great fear of my name ‘mongst them were spread
That they suppos'd I could rend bars of steel
And spurn in pieces posts of adamant. - .
2 Wherefore a guardof chosen shot I had,,
That walk'd about me every minute-while; .
And if I did but stir aut of my bcc};
Rcady' they were to shoot me to the heart (L iv. 37-55)

Talbot promises ”Nc;o-ﬁkc" to “play on the lul&. beholding the tc;wns_burn"; "wretched
shall France be only in [his] namc"'(l. iv, 94-5). As a hero he not only captivates -
the lo}altia of, and stirs awe in, the characters With whom he intcr;xc:s. but also in
the audience (already stirred no doubt by their antagonistic feelings towards the
French). - ' - o ’

In two ‘short scenmes Talbot is strongly established as a man of action and of
cxtraordmarv energy: he recounts the history of his rigorous mptmtv suffers an
attack in which Salisbury. is wounded and is thpcd by-TFalbot to safety, pursucs the
Dauphin and Joan La Puccﬂc -- all in the exciting theatrical context of gcncral
alarums and skirmishes across the stage, and amidst the thunder and lightning which
dramatically attend on him (1. iv-v). Though Talbot goes off in temporary .dcfcat he
re-emerges in IL i with his forces to scale thc enemy walls with cries of "Sainr
George!” "4 Talbor! (38.1, 77.1). Reignicr comments in frustration that the "heavens,
-sure, favour him™ (47) and the French shamefacedly disperse, flying the stage with a
second alarum. ‘

The victory is effected simply by the power of Talbot's "name”, the kind of
power entdiled in the cry of the name of a king. A solitary English soldier proclaims

the success achieved by Talbot's name:
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Y
The cry of Talbot' serves me for a sword;
‘ Forl have loaden me with many spoils, .
t__Jshig 1o other weapon but his name'(11. 1. 79-81).
The mere uttcraix_cc of his namc s‘ays the Countess of Auvergne, is enough to make
"mothers still their babm" (O. @i 16). ' Talbot himself when speaking uses his own
name as if it has become a kind of other identity by which he acts:

And here will Talbot mount, or make his grave. (IL i. 34)
Here is the Talbot: who would speai¢ with hirm? (I1. i.37)
I go to certify her Talbot's here. (IT. iii. 31)

. - France, thou shalt rue this treason with thy tears,
If Talbot but survive thy treachery. (HL ii. 36-7)

L]

- Damsel, I'l have a bout with you again,
Or ¢lse let Talbot perish with this shame. (I ii. 56-7)

. ‘
English John Talbot, captains, calls vou forth (IV. i 3) i

Saint George and victory! Fight, soldiers, fight:
The Regent hath with Talbot broke his word (IV. v. 2)

By comparison, the name of the English King Harry has lost its priority of status in
the field éf action, cven though Talbot invokes it when facing the French. Besides his
. \ " own name, Talbot is characterized by other names, roles and identities. When news of
\:f his‘dcgth reaches Sir William Lucy, the name of Talbot now becomes a catalogue of

- .
persons:

But where is the great Alcides of the field,
Valiant Lord Talbot. Earl of Shrewsbury,

Created for his rare suceess in arms
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Great Earl of Washford, Waterford, and Valence, -
" Lord Talbot of Goodrig and Urchinfield,

Lord Strange of Blackmere, Lord Verdun of Alton, .’

. Cromeil of Wingfield, Furnival of Sheffield, .

_ The thrice victorious Lord of Falconbridge, ' ..

Kanight of the noble Order of Saint George, '
Worthy Saint Michael, and the Golden Fleece,
Great Marshal to Henry the Sixth
Of ail his wars within the realm of France? (IV. vii. 60-71)

e

Is Talbot siain -- the Frenchmen's only Scourge,

Your ldngdom's‘T[:rror and black Nemesis? (77-8) 12
Kinglike, Talbot maintains. the role of having "two bodies". The Countess
" proudly imagines she has him prisoner as the result of- luring him to her house, and
gloats that though she had but the "pi&turc" of Talbot in her gallery, she now has the

"substance" (IL iii. 35-7). Talbot's responsc 'is to deflate her claim; for his "substancc”

and his power, he declares, lies pot in him but in the body of men whom he commands:

,e Ilaugh to see your ladyship'so fond
To think that vou have aught but Talbot's shadow

"Whereon to-practise vour severity. (IL iil. 44-6)

No, no. I am but shadow of mysclf:
You are deceiv'd, er substance is not here:
+ For what you see is but the smallest part _
And least proportion of humanity:
I I tell vou, madam, were the whole frame here,
Itisof sucha spaéious lofty pitch

Your roof were not sufficient to contain't. {49-55)

His second body is instantly put into action as.the soldiers enter the scene:

-

12Hall calls him "thys English Hector & marcial flower", Union, fol. Clxii".
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How say you, madam? Are you now. persuaded
That Talbot is but shadow of himsclf?
These are his substance, sinews, arms, and strength,
With which he yoketh your rebellious necks,

- Razeth y;mr cities, and subverts your towns,

And in 2 moment makes them desolate, (60-5)

Be not dismay'd, fair lady, nor misconster
The mind of Talbot as you did mistake

_ The outward composition of his body. {72-4)13 _ .
Talbot's other seif, his "other life" (IV. vii. 1) is. also maintained in the pc'rson
‘of his son, also called John Talbot. Devoid of the aid promised by Somerset and York,
Talbot and his son remain alone in the final battle scenes against the French. The
relationship’ which is dramatized bcrwccn‘fathcr and son resembles that bc.twccn king
~and prince, and will serve as a contrast for the unnatural way Henrv treats his son, in
parts two and three of the trilogy. Young John is to his father the means bv which
" "Talbot's name might be in [hun] revivid” (IV. v. 3), a succcssd'r-“ to the father’s role.
th; Talbot offers his son means to escape so ds to secure a continuance of life by
. Pprimogeniture, John responds by imiiating his father's bravery and taking cduragc in

the Talbot name: -

Is my name Talbot? and am [ your son?
And shall I flv? O, if vou love my mother, TN
Dishonour not her honourable name,

To make a bastard and a slave of me!

The world will say, he is not Talbot's blood-

That basely fled when noble Talbot stood. (IV. v. 12-17)

By i interesting to note that Tillyard, despite his alertness 10 Renaissance
ideology in general. dismissed this scene between Talbot and the Countess as a
--“startling but irrelevant anecdote”, Shakes peare's History Plays. 158.



‘Talbot again urges, thougl‘x to no avail, that he will be saved if his som .can cscépc:'

“Part of thy father may be savd in thee” (38). But the kind of immortality thus
' attained would, says John, be shame and really not a part. of his father at all. In the
t' cld of battle John. surrounded by the cocmy, s rescued by h:s father and- the roles-
cstabhshcd bctwccn them take on a rencwed hfc and s:gmflmncc despite the odds: . B

- O, twice my father, twice am I thy son!’
The life thou gav'st me first was lost and done,
Till with thy wartike sword, despite of fate,

To my determin'd time thou gav'st new date. (IV. vi. 6-9)

. Talbot insists again that the son is the mcans-'by which honourable values may be
saved:

In thee thy mother dies, our hbuschold's name,

My death’s revenge, thy youth, and England's fame:
All these and more we hazard by thy stay;-

All these are sav'd if. thou wilt fly away. (IV. vi. 38-41)

It is, once more. John's belief in the significancc' of the name of "Talbot™ that

determines his decision to stav:

And if I flv. I am not Talbot's son.

Then talk no more of flight, it is no boot;
If son to Talbot, die at Talbot's foot. (IV. vi.51-3)

Defeated by his son's determination. Talbot plavs now the_"desperate sire of Crete” to

John’s role of "lcarus™ (54-5). Ironically they are the same roles as those in which

Henry casts himself and his son in part three.l*  The "two Talbots” that "winged

-

143 Henry 17T (V. vi. 21y shortly before he is killed by Richard, Henrv laments his
and his son’s fate in "that tragic history” in which he has plaved 2 role:

I, Daedaius: my poor bov, Icarus;

Thy father, Minos, that denicd our course;

The sun that sear'd the wings of my sweet bov,

Thy brother Edward: and thyseif, the sea.
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through the lither sky" (IV. vii. 21) are no longer bodies of substance but asties from
which "shall be reard | ‘A phoenix that shall make all France afeard” (IV. vii. 92.3).-
Sir Wi!ham Lucy attributes this’ “phoenix- kac quahtv of  majesty to both of them, as he
also does y.hc majesty of Talbot's countenance, whose mere “picture”, if left among the -
Frcﬁéh. would "amaze the proudest of [them] all® (IV. vii 83-4).

Taibot's valiant struggle is ‘cast in’ Christian terms bv York and Lucy, Throubh a
cluster of images, Talbot becomes a type of Christ in passion in his kingly role:

Yark Alas, what joy shall noble Talbot have -

To bid his voung son welcome to his gravc"

Away. vexation almo:u stops my breath,

"That sunder'd fncnds greet in the hour of dcath 15
- . — (IV.iv. 39-42)

KN

. Somerset How now, Sir William! whither were vou sent?

-

7 Lucy Whither, my lord! From bought and sold Lord Talbot, -
. Who, ring'd about with bold adversity,

* Cries out for noble York and Somerset_
To beat assailing Death from his weak legions;

And whiles the honourable captain there

Drops bloody sweat from his war-wearied limbs 16 (IV. iv. 12.18)

Whose envious gulf did swallow up his life.
Talbot's response one is of stoical resignation in the face of circumstances which he
has tried everything in his power to subdue:

. Into theclustering battle of the French;

And in that sea of blood my bov did drench

His over-mounting spirit; and there he died

My Icarus, my blossom, in his pride. (IV. vii. 13-16) -

v's lamentation. on the other hand, is one of feebie misappropriation.

\—’("

in the hour of death” forms.part of the Litany.

16.:'bloody sweat", also from the Lnan}'. Cf. Luke 22:44 which describes Christs
passion while his disciples slept: "But being in an agonie. he praved more earnestiv:
and his sweate was like droppes of blood, trickling downe 1o the grounde.”
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It may scem slightly surprising to find, in a Shakespearian history play, a figure

.other than .the king, his heir, or a potént;'al usurper, as the dramatic focus of the
~action.  But in practice, Talbot has fulfilied certain of the most important, action-
oriented roles of the kmg on stage. The battle cries are shouted, not in the pame of

the King, but rather for "God and Saint George, Talbot and Englands right" (IV. iii

55). He dominates the central scemes with his vigoﬁr.and encrgy and is never at a

loss to sav and do prct;is.cly the nght thing, with a2 kind of cloquence and patriotic

“confidence. It is not surprising, then, that the ‘captivating quality of his role was in
_ part respomsible for the plays popularity. Thomas Nashc attests to the Elizabethan

»

reception of Talbot on the stage:

how it would hauc ioyed braue Talbor (thc‘ tcrror. of the French) to
thinke that . . . he should tﬁumphc againc on the Stage, and haue his
bones newe embalmed with the teares of ten thousand spectators at

- least, (at scuerall times) who . . . imagine they behoid him ffcsh
blccdi:]g.17 |

Talbot's role and character is summarized in the many forms of address which

oihcr characters use to describe him.  He is "stout lord Talbot", "valiant Talbot™,

"brave Talbot”, "warlike and martial Talbot", “the Talbot”, "English Talbot", and so on.

. His name is usually never allowed to stand alonc (even when spoken by the French)
and sq the audience is constamly: reminded of the kind of princely figure Talbot
represents. Hénr_v's appellations, too, characterize the way he is perceived in the play,
but they arc in direct conmtrast with those applied to Talbot. The King's name is also
accompanied by epithets: Henry is “virtuous Henry". "sweet King”, “sweet Henry",
“sweet prince”, “princely Henry", and so on.  Parts two and three continue the pattern

with more similarly appropriate designations.

Usually the first time any king comes on to the stage the event is signalied as
a2 quite different entrance from that of any other character. and usually the king is
the centre of the action immediatelv. Henry does not appear in the plav untl IIL i

twhich is uncharacteristically late in a play whose title bears his name! and though he

" Pierce Penilesse. cited by Catrneross, xooviil, o .
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enters with the accustomed "Flourish™ and armdst a sea of attending lords, he does not
speak for 65 lines. . The scene takes place in the Parliament House, a nice emblematic
“touch in a scene which . presents - a king who is .incffcctually sient in a2 world of
lpolitiaal decisions and demands.!8 Becausc of the two scenes Which.comc ‘before it, it
is an entrance strained by the insecure besis of Henrv's right to be king. Questions of
. genealogy, and the crime committed against Richard II, form the basis of the famous :
Temple Garden scene and the dialogue between Richard and his dying uncle Mortimer: -
the role of king is being fought for before it is even presented to the audience in the
form- of Henrys person. Richaxd‘Plantagcnct cstablishes his claim to p'lay the role of
king, and sets in motion the tone of strife and division which are to attach themselves

to Henry's crown. ' .

Henry's goodncss is never scen as capable of tramslating itself into the kind of
political action required by the events going on around him._ What does the King do
on stage during the 65 lines of tg‘fxipcstuous dialogue between Gloucester, Winchester,
Somerset and Warwick? Henry's first action in the play is 16 suc for peace. love and

amity between the quarreliing lords and to stress his tender vears, which cannot -abide

such civil dissension:

Uncles of Gloucester and of Winchester,
The special watchmen of our English weal,
[ yould ﬁrcvail, if prayers might prevail,
Tgjoin your hearts i love and amity.

. what a scandal is it to our crown
‘T'hat two such noble peers as ve should jar!

" Believe me, lords, my tender vears can tell

Civil dissension is a ﬁpcrows worm

That gnaws the bowels of the commonweaith (11l i. 65-73).

-

18The Duke of Gloucester is the Lord Protector and in ceffect takes on the
responsibilities of the king's rolg. It is, however, another example of how Shakespeare
chose to dramatize the centre which is cssentiaily unoccupied Evervone is scen to
play, or to desire to play, the king's role -- except the King himself.

b
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There is -nothing essentially ﬁqng with this speech, except. that no ome pays much
attention to it; Henry is interrupted with the noises of eivil dﬁscmion". heard outside
the doors, and he is not allowéd to continue. His first speech, with its Prayer Book
phrases, is characteristic of the religious and holy nature that Henry maintains
throughout the play and the rest of the trilogy. Henry pleads on "allegiance to
ourself (ILi 86) that the peace be kept, but has to call on Gloucester to "mitigate
this strife” (IIL i 88).  When the skirmish is not abated, the King draws attention to
himself, not by the exertion of authority, but with a piea for pity: )

O, how this discord doth afflict my soul! . Cot
Can you, my Lord of Winchcsicr. behoid

My sighs and tears, and will not once relent?

Who should be pitiful, if vou be not?

Or wha should study 1o prefer a peace

If holy churchmen take delight in brods? (IIL i. 106-11)

The series of questions is indicative of how lacking arc the characteristics of assertion
and control in Henry's roles as king. Henry knows much better how churchmen are
supposed to behave, and because Winchester is a bishop, Henry feels he can educate
the cleric in his role. And., later in the scene, when Winchester refuses his hand to

Gloucester, Henry sh‘)ws himself again more proficient in holy instruction than in roval
authority: | u

Fie, uncle Beaufort! 1 have heard vou preach

That malice was a great and g:ricvous sin;

And will vou maintain the thing vou teach,

But prove a chief offender in the same? (111, L IZQO)

i The King plavs the role of peacemdker, and is jovful that the quarrelling lords

" have made up. But as their asides make clear. their gesture of reconciliation at the
Kings behest is but a superficial one. chn remains upnaware of the real situation.-
and is probably the only one on stage who is so mistaken. His Christian jov isolates
him, in the context of secthing discord, political intrigues and manoeuverings, so that

he seems entirely out of place:
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- Oloving uncle, kind Duke of Gloucester, ~* . - - - -
How joyful am I made by this contract!
Away, my masters! trouble us no more,

But join in fricndshjp. as your lords have done. (IIL. L 142-45)

The quarrels of Somerset and Yor‘k (the red rose and the whnc) follow thc King to
Francc however, and here, too, chrv finds himself able to suc for peace onlv in terms
of holy gentleness. The King does not dcmand, he begs:

Good Lord, what madness rules in brainsick men,

When for so slight and frivolous a cause

Such factious emulations shall arise! _ )
Good cousins both, of York and Somerset,

Quiet yourselves, I pray, and be at peace. {IV. L. 111-15)

The general response is once again 10 ignore what the King has said; it is not until
Gloucester intervenes, with a forceful admonition to the lords, that Henry can speak
J» again. Hc then asks to play the Tole of "umpire to this doubtful strife” (IV. i 151),
and because of his generous spirit 3 amity, which desires that they all "still continuc
wnd love”, he puts on the red rose (152): It is a scmiolégibal biunder of the
est kind: his error of judgement .springs from his simple trust in fairness and
mutual concern, which lets him believe naively that it is acccp{ablc for him to "see no-
reason if I wear this rose, | That any one should thercfore be- suspicious | | more
incline to Somerset lhan York" (IV. L 152-54). The entire speech, of some forty lines
and his longest in.trrc play, uses a number of attempted persuasions: "O, think upon
the conquest of my father, | My tender years® {148-9); but the King is still bcgging.

His most vigorous command to them, as a king, is no morc than to "Go cheerfully
together” {167).
L3

- The events of the last act guarantee England’s disastrous loss of France, As
plans are put forth to find some solutions. Henry is sull at a loss 10 understand how

all this troubie could have come about in the first place:
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Ay, marry, uncle, for I always thought -

It was both impious and unnatural

That such immanity and bloody strife

Should reign among prdfcssors of one faith, (V; i11-14) \'*‘
The Xing holds on to his world of Christian values and morals at a time when they
cannot prop up the crumbling order which surrounds him. His role becomes further
isolated, as he is scen operating on a scale of ideas entirely at odds with those of -the
otr_:cf characters in the play, especially those who can be Sccn as "rival” kings: Talbot,
York, Somerset, Gloucester.  When the plan of ma'rriagc is offered to ensure the peace

between. France and England, Henry retreats into his other roles -- namely the scholar
and contemplative: '
ﬂ. . =
. Marriage, uncle! Alas, my years are young!
And fitter is my study and my books d

L]
Than wanten dalliance with a paramour. (V. L 21-3)

Though he acquicsces, Henrv's purpose in agreeing is to be "well ¢ontemt with any
choice | Tends to God's glory and my country's weal” (V. L 26-7). But his acceptance
of Margarct of Anjou, raiher than the daughter of Armagnac, is anpther bad decision.
of the same order as misjudgement concerning the red rose. [With the loss of
¢ comes the loss of the dowry, land in France, and Henrv's honour for th;
breach of “the contract. -The oath hc breaks is another way he does not act his role
as kjnglg and forms the basis for oath-breaking as a theme in the representation of
kingship in the later plays. His decision comes as a result of Suffotk"s\ skill at
manipulation and persuasion, but also because Henrv is, as Suffolk had',"corrcct!y
estimated, "vouthful, and will quickly vield" (V. iti. 99: -~

Whether it be through force of vour report.

My noble Lord of Suffolk, or for that

1%The ocath of a king was inviolable, especially for himself: "Humphrey Duke of
Gloucester. Protector of the realme. repugned and resisted as muche as in hvm laie,
this new alliaunce ‘and contrived matrimonie: alledgying that it was neither consonaunt
to the lawe of GOD nor man, zor honourable to a prince, t0 infrynge and breake a -
promuse or contracte”. Hall, U'njon, fol. Cxdvit¥,  «
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My tender youth was never vet attaint
* With any passion of iaflaming love, -
Icannot tell; but this [ am assur'd, -
I feel such sharp dissension in my breast,
Such fierce alarums both of hope and fear, '
As I am sick with Qo'rking of my thoughts. (V. v. 79-86)

Hepry is reduced.to a quivering mass of. confusions under Suffolk's masterful
assumption of authority; he agrees to Suffolk's going to France to "procurc” Margarct
to be "King Heary's faithful and anointed queen™ --- orr;inoﬁs words! ﬁcnxy's last words
in the play are his plea to be alone "where from cofnpany i [He] may revolve and
ruminate [his] grief” (V: v. 100-01). Gloucester, however, recognizes the prophetic
character of Henry's wish; that grief “‘both.at first and last” (102) that is about to
descend threcfold. on the l‘dn'gdo'm. The cocky Suffolk concludes the play in gleeful
hope about his own designs on the role of the king: . |

Fa

Margaret shall now be Queen and rule the King;
But [ will rule beth her, the King, and realm. (V. v. 107-8)
At best, and despitc his age, Henry has been no more than a "shadow” kmg, the
kind of king which Alencon despiscs Charles of France for being reduced to:

Must he be then as shadow of himseif?

Adorn his temples with a coronet, ..

And yet, in substance and authority, .

Retain but privilege of a private man? .

This proffer is absurd and reasonless. {V.iv, 133-7) \—»-

. .
The theme .g( "shadow-" and "substance-kings" indicates the rales t,hcv are seen as
plaving: well, badly, or not at alk and recurs a5 a motif of role- plawng mroughout the

history p[ays.-o [t is aiso represented in ritual and ceremony. At hls coronation in

20As Anne Righter has pointed out, shadows, hkcidrcams attend upon the actor.
"Both are symbols of illusion, of what is unsubstantial and unreal They tend, like the
idea of the actor, to ~appear in comnection with the king when Shakcsparc wishes 1o
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France, Henry does not quite get himself crowmed before the ceremony is interrupted
by the late arrival of the cowardly Falstaff and his subsequent quarrel with Talbot (IV.

—toff)2l

——

-

The Henry VI plays are to a large extent about the disaster which occurs when

. the right to rule and the ability to rule become scparated in the role of the ki.ng.22 3

“Ability" and ':right;' arc nowhere more ironically feit than in the scene where Taibot
first meets the King, shortly before his coronation. In the bravery of his spirit and
with all hiszkingly qualitics manifest, Talbot knecls at the feet of the man who has

none:
My gracious prince, and honourable peers,
Hearing of your arrival in this realm,
I have awhiie given truce unto my wars
To do my duty to my sovereign:
In sign whereof, this arm, Lhat hath reclaim'd
: ‘_To your obedience fifty fortresses, - o
Twelve cities, and seven walled towns of strength,
Bc-sidc five hundred prisoners of esteem,
Lets fall his sword before your Highness' feet:
_And with submissive loyalty of heart
Ascribes the glory of his conquest got

First to my God, and next unto vour Grace. [Kneefs] (IIL iv. 1-12)

Talbot-offers the glory of his victorics in a celebration of degree and order where God

lexpress a flaw in the symbol, a rovalty that is somehow illusorv.” Shakespeare and the
Idea of the Play, 124-5. . . '

*1For an interesting discussion about how the interruption of ceremony in this

play is ®ndicative of the collapse of order, see Cairncross’s introduction- to his Arden
cdition, liii. '

'?—zMopdy Prior comments that “the right to govern cannot be separated from the
ability to govern -- from the capacity and :alent for the exercise of power in the
person of the man who occupies the sovercign office”. The Drama of Flwer, 118.

—_— -
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'and king in their respective places oversee thc good of all?3 - His submission t0 his
sovereign is correct behaviour for a subject; it is however, from Henry's standpomt as
king, bchavlour wh:ch:sunmcmcd. T ' i

-

V;g, i | . .
2 Henry VI .

"Fine Word, Legitimate™

(‘/ Part two continues o prmcm thc f:gurc of Henry as the holy kmg as more:- is

- VNscen of him on stage m this part, the tnlOgy as a whole begins to magnifv his
saintliness, which * bccomcs increasingly its central subject; more also is heard of his

. htu:gxml style of discourse.  As Henry mcrcaamgly,surrounds hmxsclf with the halo of
his religious convictions, he isolates himself on stage, even in L_l:lc midst of other
characters, and more importantly in-the midst of rebellion. . It is not, of course, the
isolation of ¢ommand and authority: quite’ the contrary. Because his roie of king-as-
-commander and ruler is even more tenuous in this play (considering his age) than in
part one, his position as King is even more precarious. In conscquence, there is
something of a rush amongst the ambitious to vie for the position which Henry is seen
as leaving vacant. The Duke of York is the man’ who shows that "true nobility is
exempt from fear” (IVT i\129), and because of his real claim to the throne, he osserts
his kingly qualitics over Henry's rule, that is effective in name only. Unlike Talbot,
York's fomtudc of character is secretly cloaked and mampulmxvc he is content to
bide his time unul he can lay claim to what he wants. Hall describes how thc Duke of
York, thus waiting in the wings and

perceyuing the Kyng to be a ruler not Ruling, & the whole burden of
the Realme, to-depend in the ordinaunces of the Quene & the duke of

Suffolke, began secretly o allure his frends of the nobilitie. priu‘at!y

The spccch might be easily overiooked both in the theatre and bv a readen: for
-the significance of what Talbot says to Henrv see E.M.W. Tillvard, The Elizabethan
World Picture: "Talbot's speech in its rcference to the places of God, the king, and

himself in their duc degrees carries with it the v.holc context of Hooker and the great
Homily of obedience”, 15. .
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declared to lhcm. hys title=and right to the Crowne .~ . whxch priuie
attempt  was so politiquely handled and 30 sccrctly kept,. that hys

prouision was rcady. before his purpose was openly published.24

-r

Throughout the play, York's ambition for the crown is revealed in a’ constant,
. and rather ;hrﬁsing. use of aside and ‘soljloquv and word-play where h.is self-
 confidence in his capability to p!ay the roles of king are also revealed to the audzcncc.
By and large, York is not an unsympathcu: character, yet dap:tc the Icgm.macv of hlS
title to the throne, the actions he undertakes to encompass it do consntutc that worstv
of Tudor sins, rebellion against the crown. A deep ambivalence is thus built in to his
role, which is revealed “theatrically in this linguistic behaviour, which 0o Elizabethan
audjcncc_ could fail to recognize as characteristic of the Vice.25 The _doubleness of the
" Vice is implicit in the way York plays several roles, one for-the audience and-another
for the characters with whom he interacts. His endeavours arc thus tainted; York is
not merely ambitious, he.is the harbinger for the behaviour of "his own son Richard,
who becomes the totally depraved Richard [I. He even anticipates some of Rlchard'

verbal mannerisms, which arc also characteristic of the Vice:=6

-

+

. Warwick So God help Warwick, as he loves the land,
' And common profit of his cou::tryl!
'York And so says York -~ [Aside.] for he hath greatest cause.”
o (L i 208)
In L.hc first scene of the play alone, York is given a soliloquy of some forty-six
lines in which he plans the performance of his future behaviour in order to gain the

thrones
F
]

*

"74 . . .a
~*Union, fol, CHir,
> :

35The most extended treatment ‘of the Vice in Elizabethan drama is Bernard
Spivack's Shakespeare and the .llegory of Euili but ses also Peter Happe, "The Vice'
and Popular Theatre 1547-80" in Poerrvy and Drama 1570-1700. eds. Antony Coleman
and Antony Hammond.

26For the ways Richard I is modelled on the Vice. see Hammond's Arden edition,
pp. 99-101.
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So York must sit and fret and bite his tongue _ ) g B
. "'While his own lands are bargain'd for and sold.
Methinks the realms of England, France, and Ireland
Bear that proponion to my flesh and blood
- As did the fatal brand Althaca burnt - -
. © -+ 7 Unto the prince's heart of Caiydon.
“ Anjou and Maine both given ‘untor the French!
Cold news for me, for I had hope of France,
Even as [ have of fertile England's soil. .
A day will come when York shail claim his own (1. L 23140
- Then, York, be still awhile, till time do serve: )
Watch thou, and wake when others be asicep
- To pry into the secrets of the state (249-51)°
o .
Then will I raise aloft the milk-white rose,
With v;hosc sweet smell the air shall be perfum'd,
And in my standard bear the arms of York,
To grzipp.lc\\.ri'th the house of Lantaster (255.8)
When news arrives that all the territories in France are indeed lost, York compensates
gf  for the disappointment with his hope of a kihgly title: | l

r

Yoric [Aside] Cold news for me; for [had hope of Frapce :
_As firmly as [ hope for fertile England. ‘ )
Thus are my blossoms blastc‘d in the bud,
And caterpillars eat my leaves away:
But [ will remedy this gear ere long,
Or sell my title for a glorious grave. (lIL i. §7-92)

Act III: scene i ends with yi:t another major, soliloquy. During the fifty-three
lines that York is alone on stage, the audience is made aware of his - self-dramatization,
in which his "brain, more busy than the labouring spider, | Weaves tedious snares to
trap [his] enemics” (1. i 33940):
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Now, York, or never, steel thy fearful thoughts, B
And change misdoubt to resolution: | -
Be that thou hop'st to be, or what thou art
- Resign to deathy; it is not worth th'enjoyving.
Let pale-fac'd fear kccp with the mean-born man,
And find no harbour in a royal heart.
Faster than spring-time showers comes tho.ught on thought,
"And not a thought but thinks on dignity. (IIL i. 331-8)

. By the finai act, York is still quictly convincing himself that he is better suited to the

royal role than Henry: it is clear that his confidence in his title is not alone enough
to legitimize his actions in his own mind: ‘ '

[Aside] I am far better born than is the King,

More like a king, more kingly in my thoughts; :

But I must make fair weather yet awhile,

TighHenry be more weak, and I more strong, (V. i, 28-31)

-

His attempts to justify his claims by his declared belief that Henrv's "church-like

humour fits not for a’ crown" (I i 248) and that his "bookish rule hath pull'd fair

England down" (Li 260). He accuses the King directly of being a "False king!", an

RANEY

vath-breaker not worthy even of the name:
King did I call thee? No, thou art not king;
Not fit to govern and rule multitudes,

Which dar'st not, no. nor canst not rule a traitor. (V. i. 91-5)

.For York. kingship manifests itsclf as the outward and visible signs of the role,

. in the workings of his own imagination. The regalia, the throne, the visible and

. - a . . . .
invisibie~’ crowns of state, and subjects’ homage are the mise en scene of kingship he

*

2TThere was a visible, material, exterior gold circle or diadem with which the
Prince was vested and adorned at his coronation: and there ‘was an invisible and
immaterial Crown -- encompassing all the royal rights and privileges indispensable for

91
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.

plays and replays in his mind's eye; he will pretend allegiance to the Lord Protector |

with "a show of love"; but when he can "spy advantage” he will .

(/ : claim the crown, . R
For that's the golden mark I seck to hit. - -

Nor shall proud Lancaster usurp my right, - : T
Nor hold the sceptre in his childish fist, - '
~ Nor wear the diadem upon his head (L i 242-7).

He plans that the rebellion he Will stir up in the land will be a "fell tempest” that will
not cease to rage _ ' o ’ .
Until the golden circuit on my head,

Like to the glorious sun's transparent beams,

Do calm the fury of this mad-bred flaw. (IIL & 351-4)
Not only does he-sce his role as King in semiotic terms: he p-crccivc_,s his role
* as_military leader also in terms of visual symbols. And York cannol act. his roles
without them: ‘ . , ] s

From Ircland thus comes York to claim his right,
And pluck the crown from fecble Henry's head:
Ring, bells, aloud; burn, bonfires, ciear and bright,
To entertain great England's lawful king. ‘

Ah! sancta majestas, who'd not buy thee dear?
Let them obey that knows not how to rule;

This hand was made to handle nought but gold:

I cannot give due action to my words, ‘

g  Exceptasword or sceptre balance it.

the government of the body politic -- which” was perpetual and descended cither from
God directly or by the dvnastic right of inheritance”, Kanlé_rom’cz. The King's T'wo
Bodies. 337. " As a direct descendant of one of the elder sons of Edward [Ii. York has
claim to both crowns. Sce York's own explanation of the genealogy (IL i 9-5ip in !
Henry VI Shakespeare devotes a whole scene to this issue with the words of the dving
Mortimer (I1. v.)., :
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A sceptre shall it have, have I a sword,

-On which I'll toss the fleur-de-Juce of France. (V. i. 1-11)

Most of what York says in terms of the signs of majesty is shared only with
the audience. - The first other person to hear his opinions at length is none other than
the King himself, when York:confronts him with his deficiencies as a presenter 6f the E
appearance of kingship. York not only bcﬁcvcs he excels Hepry in the kingly qualities
0 far.na:ﬁcd, he also thinks he has more of a kingly countenance thag Heary:™

That head of thine doth not become a crown;
Thy hand is made to grasp a palmer's staff,
And not to grace an awwvtul princely sceptre.
That gold must round engirt these brows of mine,
Whose smile and frown, like to Achilles' spear, )
Is able with the change to kil and cure.
~ Here is the hand to hold the sceptre up,
And with the same to act controlling laws. (V. i. 96-103)
The exchange that follows is a parody of the earlier scene which took place in York's

garﬁcm where his followers offered him fealty as a king, also in the form of signs.

Through 'Yo_rk‘s recounting of the true line “of succession, Salisbury's and
Warwick's conviction of the Duke's rightful claim o the throne :' becomes a belief
embodicd by their gesture of kneeling before him: .

W arwick Then, father Salisbury, kneel we together,

And in this private plot be we the first” :
“That shall slalulc‘our rightful sovereign
With honour of his birthright to the crown.

Botl: Long live our sovereign Richard, England's king! (1L ii.58-62)

Their gesture towards York is simultaneously quite natural and profoundly shocking.
His rhetoric has persuaded them he is the rightful king, which they acknowicdge by an

appropriate action. The signs of reverence shown to a king, whether or not the king

-
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was present, wcrc one of the forms in which his role is visually evidenced  Sir
Thomas Smnh. Doctor of Civil Law and principal secretary to Edward and Elizabeth,

wrote that because "the prince is Lhc life, the head. and the authorite of all thmgs'
that be doome in the realme of England" a certain reverence is due for such a
recognition: , . ) .

¢ no brincc is "done more honor and reuerence than to the King and
Queene of Ehgla.ndc. no man speaketh to the pﬁncc nor serueth at the
table in adoration and kneeling, all persons of the realme be barcheaded
before him: insomuch that in the chamber of presence where the cloath
of estate.is set, no man darc walke, yea though the pn’ncé be not there,
no man dare tarri¢ there but bareheaded 28 ’

But of course York is not the King; his claim to the crown may be legitimate, but the
actions he underiakes are wholly illegitimate: he is breaking his vow of allegiance and
gemerating 2 traitorous conspiracy. In fheir positions on stage. the three of them
present a mise en scene of kingship of the. kind thz;t York imsists on in front of
Henry. '

The parody of this scenc occurs in the confrontation at the beginning of Act V:
Somerset calls York's outburst to the King an act of a traitor, and demands that the
Duke "kneel for grace” (V. i 108) but York is confident that his faction will not
"brook I bow a knece to man” (110). What follows is a mass confusion of lovakics as
. more people come on to the stage occupied in effect by two kingly figures. Clifford

enters and offers instant homage to Henry, but YorK sarcastically intercepts Clitford's

28pe Republica Anglorum: The Manner of Gouernment or policie of the Realnte o f
England, 47. See also john Aylmer, An Harborowe for Faithfull and Trew Subiects:
“The hart (I say) must be framed and brought into the circle of obedience and then
wyll all the reast followe. Thy knee shall bowe, thy Cap shail of, thy tongue shail
rcucrently speake of thy soveraign, when and where thou oughtest”, M4,  Kneeling,
and the lack of kneeling becomes a significant dramatic issue in Richard /1. See also
Thomas Bilson, A Sermion Preached: r'thn S. Perer saith. Honour the King, we must
not thence exclude beodily honour, ~which is sensible to others. and restraine it 1o the
hopour of the minde. which neither we can shew, nor they can see, but by externall
signes. The Commaundments of God binde the whole Man: no part is exempted where
Submission is required”, B7T. ’
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. greetings and appropriates to himself what he ' grandiloquently interprets as a mistaken
gesture of allegiance: . ' o

Clif ford Health and all happiness to my lord the King! [Kneeis.] <
. York I thank thee, Clifford: say, what news with thee?
" . Nay, do not fright us with an angry look>-

We are thy sovereign, Clifford, kneel again;
_ For thy mistaking so, we pardon thee, (V. @4-8)

York has approbriatcd not only the signs of kingship but also the royal “we™. When his
sons enter, followed by Warwick and Salisbury, York is noﬁ-r surrounded by a supporting
cast who substaniiate his kingly role by forming a: rudimentary embryo of a body
politic. As York draws more strength from ‘this. it seems as if Henry's own kingship is
being drained from him In turn the King acknowledges his diminished rolc in terms of
the visual signs of fealty which Warwick and Salisbufy have failed to show:

- Why, Warwick, hath thy knee forgot to bow?

: &R
Old Salisbury, shame to thy silver hair,

“Thou mad misleader of thy brain-sick son!
For shame! in duty bend thy knee to me, ¢

That bows unto the grave with mickle age. (V. i. 161-74)

< >

The collapse of Henry's role as king is emblematically represented in this scene, where
the stage contains the figures of two kings and the divided lovalties of tyvo groups of
people.  Henrv's bodv politic is thus dismembered, and the scene which immediately

6\ cnsues demonstrates the wounds of civil war.

" The signs of kingship are not only confined to York's imaginings: in a lesser
degree thev inform the Duchess of Gloucester's dreams of majesty.  She encourages
Gloucester to gaze on "King Henry's diadem, | Enchas'd with all the honours of the

world” (I. i. 8); and 10

... gaze on. and grovel on thy face.
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. Until thy head be circled with the same.
Put forth thy hand, r-cach at the glorious gold.
- What, i it too short? I lengthen it with mine; |
And, having both together heavd it up,
We'll both together lift our heads to heaven (1. il 9-14)

The ' Duke admonishes her for the "canker of ambitious thoughts!” (18) but she’

continues in a similar vein to rehearse to him her "morning's dream™

Methought I'sat in seat of majesty

" In the cathedral church of Westminster,
And in that chair where kings and queens are crown'd;
Where Henry and Dame Margaret kncel'd to me,

- And on my head did set the diadem. (i. id. 36-40)

Both York and the Duchess of Glouccstcr represent assaults- on Henry's role as
kmg, but his relationship wnh Margaret also diffuses the role wl&x Henry alone
should play. Though she R ot an acl_nurablc character, she is in all respects more .of
a man, a stratcgist, a soldier than her husband, and is never at a loss to remind him
of the fact with her pleas for him to act, and her own actions as Queen. By theend
of the play she has changed- drasticaily frorri)hc figure whose face contained "A world
of carthly blessings” for which Henrv thankdd God in thc: opening scene. | R‘cscming
the positibn of the Lord Protcctor, Margaret asserts herself in the new role of Queen
that she has éomc to England 1o occupy: '

‘ l »

Is this the government of Brithin's isle,
And this the royalty of Albion's king? -
What! shall King Henry be a pupil still
Under the surly Gloucester's governance?
Am I aqueen in title and in styie,

And must be made a subject to a duke? (1. iii. 45-9)

She finds out too late that she has married a lemon. She believed ahat Henry was a

king who at least "resembled” his subject Suffolk, in “courage. courtship, and
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proportion” (L i 53-4). She learns quickly cnough' that all of Henry's "mind is bent

to holiness”, rather than to the arts of the courtier's role:

To number Ave-Maries on his beads;
His champions are the prophets and apostles,
His weapons holy saws of sacred writ,
His study is his tilt-yard, and his loves

Are brazen images of canoniz'd saints. (L iil. $5-60}

o

Because ‘Henry's holiness better suits the state of the Pope's "triple crown" (62-4),
Margaret has to take it upon herself to secure the power she nekds to rule as a Queen
in "title and style". However misdirected her plots with the cqjmﬁving Suffolk become
(she has a hand in the plotting _of Gloucester's murder), she is seen as someone who
can take action cffectively, a{nd‘-thm again someone who fulfills a kingly role in
desperate need of fulfillment. ~After Mal"ga'rct and Suffolk have jointly effected
Gloucester's fall, she takes the initiative in claiming that chn_; is' now free to enact
his kingly role - a claim which, by its very nature, implics a further subservience for
Henry at her hands: ; ' l\_i‘

[ sec no reason why a k'i.ng of vears
Should be to be protected like a child,
* God and King Henry govern England's helm!
Give up vour staff. sir, and the King his realm. (IL. ii. 28-31)¢

For Margaret, the roles for evervone at this point in the play have been redefined o
her advantage in her greed for power: "Why, now is Henry King, and Margaret Queen:
i And Humphrey Duke of Gloucester scarce himself” (II. iii. 39-40). With York and
Suffolk she is seen to handle the problem of the Irish ;:bcllion {IIl. i) and throughout
the play is at the ready to jump into the decision-making and advice-giving process.
In the final battle scenes, Henrv is made 1o feel inadequate in view of the Queen's

ability to think quickly, and by her conception of manly action:

A
Away. my lord! you are too slow: for shame, away!
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What are you made of? You'll not fight nor fly; -
Now is manhood, wisdom, and defence,
To give the enemy way, and t0 sccure us

PR

By what we can, which can no more but fly. (V. i. 72-T) .

The King is different things to different people; in the forms of address used to
him, his name takes on' the qualities of-his kingship and hm cham'c:;:r. At the
beginning of the plajf, and because she does not know any better, MarQarct calls
Henry “great king” and "gracicus lord". Because: Suffolk is ;hc man who seerctly
dd‘frcs to control the strings’ of power and manipulate the pliant king, Suffolk flatters
Henry with ironical salutations: "mighty sovereign® and "gracious Henrv". To York the
king is "fecble Henry” and a "false king" But for the most. part Henry retains his
numerous appellations .of "virtuous”, "good”, and "gracious". Increasingly Henry's words
arc extended into religious phraseology so that he rarely says anything which fails to
remind the audience of his holiness of character. His first wor.ds in the pley are in a
form of a prayer of thanksgiving for his new Queen's arrival and her love (L. i 19-23)..
He is mistaken even in his acts of beneficence when he advances all the wrong peopie.
Because Suffolk has brought him Margaret, Henry raises him from Marqucss to Duke,
much to the other lords’ displeasure. Suffolk is now the "new- madc duke that. tules
Lhc roast” (I. i 108). That Henry docs not sec the undermining characu:r of Suffolks

actions is indicative of the way he remains unaware of most things that occur around
him in the piay. ° )

He is silent during council meetings and if he.; speaks it is usually to declare
himself indifferent to business of state: "for my part, noble lords, ! care not which, |
Or Somerset or York, all's one to me" (L iii. 101-02). But the issue at hand here is
nothing less than the regency of F‘rancc, which casts the lords present into a
disgraceful squabble. And what does the King do, “impos.siblc to ignore in the theatre
thanks to his prominent positién on the stage, for some forty lines while ‘the loud
dissension rages about him? In Henrv's presence Suffolk accuses Gloucester of heing
king of a rcalm that has consequently gone to ruin. The Queen stridently usurps her
husband's role, officiously speaking on his behalf: "the king forsooth. will have it so”
(L i 115). When Ma‘géarct and the Duchess of Gloucester come close to blows (in

fact the Queen gives the Duchess a box on the ear. 138.1) Henry finally intervenes
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with a spectacularly feeble attempt at conciliation: "Sweet aunt, be quiet; ‘twas “against
her will" (1. iii. 143); he then does not speak for another thirty-six lines.

The famous hawking scene in act .two has Henry again in the midst of the "
irritable nobles, twitching with their animosity towards Gloucester. The hawldﬁg is
symbolic of the Lord Protector's imminent ruin, and creates a curious/ contrast o
Henry's position in -the—broil.  As Gloucester and the Cardinal bicker between
themseives and around the King, Henry is more observant of his natural ::.urroundings.
His saintliness isolates him from all the manifestations of the negative around him and
the ironical responses of the characters; he speaks as if only to himself:

-

King To see how God in all his creatures works!
Yea, man and birds are fain of climbing high.
Suf folk No marvel, and it like vour Majesty,
My Lord Protector's hawks do tower so well;
They know their master loves to be aloft,
And bears his thoughts above his falcon's pitch. *

Gloucester My lord, 'tis but a base ignoble mind

That mounts no higher than a bird can soar.
Cardinal 1 thought as much; he'd be above the clouds.
Gloucester Ay, my lord Cardinal, how think vou by that?

Were it not good vour Grace could fly 10 heaven?

King The treasury of everlasting joy. (IL i 3‘-18)
_ ¥

The scenc continues in much the same fashion until the King sues for peace among
them, "for blessed are the peacemakers on carth” (IL iii. 34). But the lords persist in
their derisive asides and their plans for a confrontation. umtil Henry just barely

manages to intervene again with more pious hopes of peace:

The winds grow high: sq do your stomachs. lords.
How irksome is this music to my heart!
When such strings jar. what hope of harmony?

[ pray. my lords, let me compound this strife. (II. i. 36-9)
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The "miracle” cpisodc' which concludes the scene is symbolic of Henry's inability

t0 act the royal role of- judge. He u'nmcdmtcly accepts the validity of the occurrence

and praises God "that to belitwiag souls | Gives light in darkness,’ comfon in despair”
(0. L 66-7). Gloucester must act the king's role and reveal the bogus blind man for
what he is.. Like Escalus in Measure for Measure, who can see what Pompey is all
about where Angelo cannot, Gloucester acts for the King who is just as convinced of
_his own acuteness of insight and self-perception as is Angelo. As the scene draws 1o
an end the King confines his responses by his addresses to God, thus isolating himself
~ever further from the activity on stage: "O God! seest thou this, and bearest so long?"
. (II. L 147); "O God | What mischiefs work the wicked ones, | Heaping confusion on
their own heads therebyl" (178-9). Wuhm the thirty-six lines of dislogue that

Shakespearc »gives the King, allusions to the Gospels, -the psalms, the services of
Morning Prayer and Ceommunion, and the Homilies are found, pervading Henry's

reactions to0 evems around him -- the King lives in another kind of world, and plays

on another kind of stage, from the rest of the cast.

, When it seems that he finally decides 1o take the responsibility of rule upon
him. Henry unwittingly takeés part in the destruction of the one person who has his
best interests at heart. The King demands the right to play his roval role, on
condition that Gloucester will give up his role as Lord Protector. Ironically enough

Henry's demand is couched in terms of the signs of office and religious faith:

Stay, Humphrey, Duke of Gloucester: ere thou go,
Give up thy staff: Henry will to himself
Protector be; and God shall be my hope,

My stay, my guide, and lantern to my feet. (II. iii. 22.5)

Gloucester relinquishes his staff, leaving the King with the outward sign of rule. but
Henry will need much more than to hold this token about which the Queen now waxes
so ecstatic: "This staff of honour rau-gm: there let it stand, | Where it best fits 10 be,
’in Henry's hand" (IL iii. 43-4). Whén the King is unable t0 prevent Gloucester's arrest
for treason because of his inability to make a f{irm decision (another case where he
leaves the decisions to those around him) the unmmcm demise of Henrv's body politic

is hastened. To trust in the bad advice of thosc whose allegiance is questionable. at

YUE
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the expense "of those who maiptain true fealty, is one of the gravest wounds a king
could inflict on the body of the state.?’ Gloucester's parting words bear precisely on’

this issue:

Ah! thus King Henry throws away his crutch . e R
Before his legs be firm to bear his body.
Thus is the shepherd beaten from thy side,
And wolves arc grarling who shall gnaw thee first.
! that my fear were false; ah! that it were;
For, E‘ King Henry, thy decay I fear. (IIL. i. 189-94)

It is only affer Gloucester, guardc&, has left the stage that MHenry declares his
belief in the Duke's innocence and laments that he sees, too late, in Gloucester's face,
the "map of Honour, Ttuth, and loyalty" (OL i-202-03). A long dcclamatory speech
cnsues, in which Henry places himself, and everyone who has piayed a part in this

"plotted tragedy", in their respective roles:

-~ And as the butcher takes away the calf,
And binds the wretch, and beats it when it strains,
Bearing it to the bloody slaughter-house;
Even so, remorseless, have they borne him hence;
And as the dam runs lowing up and down,
Looking the way her harmless voung one went,
And can do nought but wail her darling's loss:
Even so mysclf bewails good Glouécstcr's case.... (IIL i 210-17) |

Henry describes. with candour (and with a good deal of_self pitv) how well he can act
in, his mourning role: he will "With sad unhelpful tears, and with dimm'd eves" scc

- Gloucester go: he "will weep” Gloucester's fortunes and "groan” that he is no traitor |

(IIL 1. 218-22). He will not. however. excrt his royal authority to save him.

39'I'hroughouz the Tudor period. constant warnings of the dangers of fatterers to
the monarch stressed specifically this issue, : )
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Perhaps the most telling of all Henry's failures to play his role of king is'thc_ _
- moment when he effectively abdicates: he walb out of, 2. session of Parliament. The
other characters are quick to notice the significémcc of his lcavé-taldng: "What! will
your Highness .leave the Parliament?” (IIL i 197).  Henry's indifference to the
gcwcrn.mcnt of the realm is tcrrifying: "My lords, what to vour wisdoms seemeth best, |
Do, or undo, as if ourseif were here” (I i 195-6). Its conscqucncm arc immediate:’
the decay of Hcm-ys "body” is symbolized in the news that an Irish rebellion has now
) put the Englishmen unto the sword" (O i 284); and .succour is needed "beforc the
- wound do grow incurable” (286). }.qcking the King's preseace, the whole Irish issue
rests in the hands of Margaret, Suffolk, and York, (;5“‘:

-

York scizes upon the rcbclhon he immediately perceives how 10 make it an
opportumty to further his own dcs:gns on the throne. He grasps the hccqcc Henryv's
pamng words offered him, and proposes to "undo" mightily to his own advantage.
Once again, “York seems like the Vice. 'In a manner which his son Richard (Il was to
perfect, York plays the devil He has "for a ministér of [his] intent” “seduc’d” Jack
Cade to "stir up in England some black storm” that "Shall blow ten thousand souls to
hcavcﬁ, or hell™. While York is in Ircland, Cade is "This devil here” who will play his
“substitute” (IIL i 349-71). With the Lord Protéctor failen, and "Henry put apart” the
Duke sces his way dlearly to the accomplishment of his designs. York thus in his ——--
- putsch for the throne decides to play, or is drawn by his role of usurpcr into playing
the devil, imitating not Christ but His opposite. : B

Gloucester's murder furthers the decay of the realm. After he swoons (Il ii
31.1), Heory .can do nothing except observe in stunned amazement that the Duke is
dead. He more than suspects Suffolk’s hand in the matter, but rather than commit
him, engages in rhetoric, first banning him from the presence, and then inviting
Suffolk rather to use his basilisk’s stares to compicte the ocutrage by killing Henry
himself, 5o that in death he can "find joy" (L & 50-3). The Kings identity s bound
up with Gloucester's past role, and Henry realizes how his "two bedies” have suffered”
as a conscquence of the Duke’s death: if he is allowed to live he suffers “but doubic
death. now Gloucester's dead” (_S-i). in what he takes to be an attitude of true
Christian forgiveness, the King refuses to make any accusations, "For judgement only

doth belong to Thee" (IIL iL 139). He forgets that God has lent to him the authority
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1o _di.spci:sc justice; his cvasion” leaves thosc responsible for Gloucester's death

unpunished: in another’ context  this. action .could generate a  good rcvcngc play.

Gloucester's corpse is brought on the stage, and in- ‘that body Hcm'y sees his own

L]

N

That is to see how deep my grave is made; ' .-
For with his soul fléd all my worldly solace, o
For, seeing him, I see my life in death, (IIL . 149-51) T

The K.izig does not speak agdiu for another seventy-nine lines, while the remaining
characters are busy ac;:using cach other of the murder -- Henry's silences on stage
arc increasing. Even when he does speak, he seems to be unawgrc of what is going on
around him and more in a daze than usual, as a result of a mind which has mcandcrcd
in dreams of moral righteousness. Itis the hzwkmg scene all over agam )

What stronger breastplate than a heart untainted!

Thrice is he arm'd that hath his quarre! just,

And he but nakcd, though lock'd up in steel,

Whose conscience with injustice is corrupted. (IIL i 231-4)

-

. 3 .
Qutraged at Gloucester's murder, the commons deplore that Henrv's majesty
8 P : } 3

should be "aslcep” in the garden of the realm, whose paradisal statc is threatened by
the serpent. Suffolk.  Salisbury voices their outrage at Suffolk and the way he has

climbed his way to the tep rungs of power:

They say. in care of your most royal pcrsém

“That if your Highness should intend to sleep,

And charge that no man should disturb vour rest,

In pain of your dislike or pain of death,

Yet, notwithstanding such a strait edict, ‘
Were there a serpent seen, with forked tongue,

That slily glided towards veur Majesty, -

It were but necessary vou were wak'd,

Lest, being suffer'd, in that harmful slumber.
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The mortal worm might make the sleep eternal (IIL ii. 253-62)

"But the ‘King has been "asleep” for most of the play: his silences on stage, his lack of
actién, his day-dreaming attitude are some of the ways he has abdicated from 'plajdng
his proper role. ‘The demands that Hemry zomse himself to his duty grow-increasingly
vociferous, \because the country's need for a king xs becoming ever more acute.
Perhaps’ the one reflly decisive action Heary does undcrtakc is the decreeing of
Suffoik's impediate banishment: nor will he rcscmd this command even at Margaret's-
plcad.mg Hcmy has sworn by "His Majesty . Whosc far unworthy deputy I am” (lIL
it. 284-5), and because he has sworn liko a king, his word, he rightly believes, "is
irrevocable” (IIL ii. 292-3). A . -

- Bui one kingly acfion does not a Prince make. chrvs holmcss of mind
stresses certain moral absuactxons in his dramauc makec-up: -the positive qualitics he is
given are 2 compound of truth, goodqcss chantv pity and love. To the dvmg

Cardinal Beaufort, Heary piays the role of pncst offering th(:'\’.aet rites of absolution
over the suffering body: ‘ <‘

O thou eternal Mover of the-heavens!

Look wilhé gentle eye upon this wretch;

Ol beat away the busy meddling fiend

That lays strong siege unto this wretch's soul, |

And from his bosom purge this black despair. (1L iii. 19-23)

Yo

Peace to his soull if God's gatd plca.surc be.

Lord Cardinal, if thou think'st on heaven's bliss,

Hold up thy hand, make signal of thy hope.-

He dies, and makes no sign. O God, forgive him! (IiL. iii. 26-9)

o

The role of priest is a legitimate one for a ruler to play (the Duke in- Measure for

Measure makes a profession of it) but it is not the oaly role. of course: vet Henrv's |

kingship increasingly defines itsclf in terms of priestly qualities.. -

I
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Most of the action forthe rest of the play involves the Cade insurrection, the
general chaos which it causes, and the way characters cope with the ensuing situation.
Henry's reactions to these events is increasingly passive, as he losss yet more of his

self-identity as a2 king. In response to the rebels' ‘supp!ication in IV. iv. Henry offers

- : ~
“only to "send some holy bishop to- entreat”; and rawher than wage what he perceives as™’

2 necdiess war, he will "parley with Jack Cade their general” (9-13). Yet in a very
rcal Sense the Cade insurrection arises from the lack of authority and dzrccnon in
Hcm‘ys government. The wr.aﬁ)ess which first infected the nobility ha.'. aow spread to
lhc rest of Henry's bodv—-poﬁ‘“') Henry cannot conceive of his rmponsibmty in these
tcrms. in his response to the rebellion he relies upon his vcmgn of -the suffering
Christ role; Henry exclaims that the rebels are "gracclcss men! they know no: what
athcv do" {IV. iv. 37). At the height of their troubla the King and Quccn take to
Kmmgworth for rcfugc, depending on Henry's belief that "God, our hopc, will succour
" (IV. iv. 54). Meanwhile the brave Lord Say remains behind to play the role of
sacrifice or scapegoat to Cade's onslaught. By the time Henry himself becomes aware

-

of the desperateness of the situation he no longer wishes to be a king:

Was ever kmg'that ovdan carthly throne,

And could command no more content than 17

\40 &ncr was | crept out of my cradle

But I was made a king at nine months old; . L
Was never subject [dhg'd to be a king -

Asido l@g and wish to be a subject. (IV. ix. 1-6)

In part three, and.in a more ritualistic way, the King again tries to detach

h:msclf from his identity “in the mMst of crisis bvg_antmg o cxchangc roles with the .

shcphcrd. For now the King sees ‘his condition as “'unfox:mnatc" cxcnc when cyents
turn to his favour (IV. ix. 18). His kingship stands wavering “twixt Cade and York
distress'd” tIV. ix. 31). " Rather than 20 ‘r:x,msclf to: confront -the oncoming York, in
arm:/:c I\.mg sends Buckmgham instead, with the cauuon that he "be not too rough
in terms" for \o,rk 15 "farce and c:mnog brook hard Iangu:mc" (V. ix. 36- -1-4\ Henry
Himself rcu‘ca:s back into the cast!c proposing \o Margaret that Lhc-. "learn to govern
better” (IV. ix. -h) but no onc, else could imagine that this is cnhcr the place or the

time for s.uch schoolmg Hc admits he has been a failure as a king, since "England vet

%

13 4
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" may curse [his] wretched reign” (48); but even when Cade's head is brought on to the

171

-

stage. in triumph, Henry fails to seize the opportunity thus offered. and allows what

- should be a substantial victory to last only a brief moment in the action.

In 'fac:ing York, Henry must contend with the representation of the kind of
kingship lacking in his own identity, and which he nceded to maintain the loyalties of
those who now abandon .him. Solcmn oaths of allcg:ancc. that bond the king to his
subjccts, no longcr retain their value. The end of the battle of Saint Albans and lhc

" end of the play see the King fleeing in retreat to Lonhon at the entreaty of his wife.

Part three will -show the audience a shepherd-king, one who woﬁ!d exchange the
court role for the pastoral But in part-two the audicnce is made to see that even
someone who exists in the r.ranqu:.l Eden of the country can act like a king, and a
charitable one too. Idcns country estate and Living is worth a "monarchy” to him (IV.
x. 19), a -place and existence which he would not exchange for the turmoils of court

life It is in the garden of his “monarchy” that Iden kills the rebel, Jack Cade.

3 Henry VI
"Que Ne Suis-Je Un"SimpIt: Past;ur?“ .
. 3 <
Like the rcalm itself, the role of king gets carved and mutilated in part three.
York takes effective control right at the very beginning by appropriating the throne
and the hereditary nght to rule for his descendants; his son, Edward, ‘manages 1o
become king after York's death; Warwick can "make” and "unmake” kings at will; Henry
loses his right and his son's right to " rule, as_ well as both of their lives; Richard,

meanwhile, hovers in the background with his own more frightening ambitions upon the

‘crown. - Stability of the throne, of a king's role and function. never is allowed a* place

in the play. It is a piav which presents two kings. iwo queens. and the fight for

power which depletes the pcrccpnon of the monarch's posttion in- society, a posmon
already weakened by events; where, says Holinshed.

~
Ay
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the principalitic posted ouer sometimes to Henrie, somtimes to Edward;
according to the swaie of the partic preuvailing: ambition and disdaine
still casting fagots on the fire, whereby the heat of hatred gathered the
greater foree to the consumption of the peeres and the destruction of
the people. In the meane time, neither part could securlie possesse the
rcgalit'ic. when they obteined it.30 ‘

In part two York merely imagined the glory 6f the wvisible signs of the
kingship he desires to attain In the opening.of part three, the audience sces him
actually appropriating the physical properties of sovereignty. The first 'sccnc‘ of the
play represents the fruition of York's imaginings in 2 presentation “of his ritual

coronation:

This is the palace of the fearful King,
And this the regal seat: possess it, York;
For this is thine and not King Henry's heirs'. (L i 2'.‘5?7) '
.
Shakcspcafc took the essence of the first scene from Hall and Holinshed, who describe
the significance of York's taking of the throne into his actual possession:

@  the duke of Yorke, with a bolde contenaunce, citered into the chamber
6f the peres, and sat downe in the trone rovall, vnder the .clothe of
estate (which is the kynges pcculia}.scalc).& in. the “presence aswel of
the nobilitie, as of the spiritualitie (after a pause made) saide these
wordes in effect . . . "I declare and publysh to vou, that here I sit, as
in the piace to Jne by very iustice lawfully belongyng, & here I rest, as

he to whome this chayre of righte apperteineth.">1

s

Hall continues to describe the event by recording the reaction to York's audacious

gesture:

~

3 OChrom'cIes. 677.

31Hall, Union, fol. Choeviif-v.
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~

. When the dukc had thus ended his oracion, the lordes sat sl like
Images grauen in the wall, or domme Gods, ncither whisperyng nor
spekyng, as though their mouthes had been sowed vp.3?-
B

In Holinshed, York makes his oration while holding the cloth of state in his hands: .

and there laieng his hand vpon the. cloth o? estate, seemed as if he
meant to take possession of that which was his right (for he held his
hand so vpon the cloth a good pretie while) and after withdrawing his
hand, turned his face towards the people, beholding their preassing

togither, and marking what countenance they made.33 -

What ci_r_:;grgcs from Lhmcl accounts is 2 picture of a man who has sought power by’
role-playing his way to the top, complete with props. The York of the chrenicles, and
in Shakﬁpcaré. trics to affirm his right to play the role of king by making himself
suitable to a "setting" of kingship: '

the duke . . . departed, and went to the most principall lodging that the
king had within all his palace, breaking up the lockes and doores, and
30 lodged himseife therein, more like to a king than a duke, continuing
in the same lodging for a time to the great indignation of manie, that
. could not in anie wise like of such presumptuous attempts made by the
duke, to thrust himselfe in possession of the crowne, and 10 depose king

- Henrie, who had reigned ouer them so long a time. >

~ York may have had the stage on which to perform I':is role, and therchy to
certify his capacitics"to sustain it, but he lacked the anointing which would complete
his claim. In the chronicles, York offered himself in the tired but ever-populir roie of
Gods deliverer, divinely sent to restore -thc decayed kingdom:- as one who, by, God's

grace, would take possession of “this roiall throne . . . 1J” beautific & mainteine the

321bid., fol. Choxi®.
33Chrom'c!es, 655: : tJ

341bid.
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samec*35  Even his downfall is revealed by al process of paming, and decoding, sxgns. '
In Hall York's oration to the Parliament is concluded by the portentous event of a
. falling crown: '

While he was thus declarvng his title, ‘in the chambre of the peres,

there happened a straunge chaunce, in the very same tyme, emongest the
commons in the nether house, then there asembled: for a Croune whiche

did hang in the middell of ,thc same, to garnishe a branche, ‘t'o set
lightes vpon, without touche of any creature, or rigor of wynd, sodainly

fell doune, and at the same ‘tymc‘ also, fell doune the Croune, whiche
stodé_on the top of the Castle of Douer: as a signe’and prognosticacion,

that the Crounc of the Realme should bee diuided and changed, from one

line to another.36

In the opening sccne of the piay, York i3 seen fnounti:*.g the chair of state, a
gesture which 'is central to the ensuing action. It is the emblem around which York
and Henry verbally battle, both for its physical possession. and for the role ofltruc
king that it implies. Warwick cncouragé the Duke .to be resolute and “claim the
English crown” (L i 49). The image of the usurped chair is thé first r.imi.ng Henry
camments upoﬁ when he enters: "My lords, look where the sturdy rebel sits, | Even in
the chair of state!” {L i 50-1}. Westmoreland and Clifford react with cries to "pluck
him gwn" and the animadversion th.at "he durst not sit there" had Henry's father lived
(L. t. 63% the King demands that York show him the signs of fealty:

Thou factious Duke of Yeork, descend my throne, <
And kneel for grace and mercy at my feet:

I am thy sovereign. (1. i. 74-6)

Shall I stand, and thou sit in mv throne? (L. i. 84) S

38, -
“~Ibid., 657.

38U ion. fol. ChocdT.
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. A mise en scene of divided kingship informs the quarrelling factions as the
actual position of the characters on stage become emblematic of the way Henry has
abdicated his role as responsible king, and the way York remains in comrol. York's
sons, t00, promote their father's usurpation by urging that he take posscssxon of the
visible signs of 'kingship:* Richard encourages his father 10 “tear the crown from the
usurper's head” (L. i 114); and Edward adds "do so; set it or; your-head” (115). And
York, himself, demands that "Henry of Lancaster resign (his] crown" (L i 168).

Throughout York's remaining part in the play, he feeds his ambition to have the
kingship for himself by what has now become in the drama the intoxicating image that
the crown has garnered to itself. Shakespeare has Richard ccho Tamburlaine's
imaginative view of kingship: | o

" And, father, do but think_
How swect 4 thing it is to wear a crown. -
Within whose circuit is Elysium " -

And gll that poets feign of bliss and jov. (1. ii. 28-31) -

v

K

-

Spurred on by this picture, York breaks the oath of peace he had made to Henry,
which results in the battle of the factions of the red and white roses. In the midsy of
the fighting, York recounts how he takcs courage from his sons' rcnundcrs that what
they are fighting for is symbolized in thc signs of so%irczgmv
N
Richard cried, ‘Charge! and give no foot of ground!' -
Edward, ‘A crown, or else a glorious tomb! . ‘.
A sceptre, or an carthly sepulchre!'

With this we charg'd again (1. iv. 15-18)

Interestingly, York shows himself at his most kinglv when he isfinally captured
by Margaret, " Clifford, and Northumberland, and lacks all those visible cm?lcms for
which so much cnergy and blood have been shed. Like 2 king, he appropriaies 10
himself the image of the phoenix. from whose ashes a new bird will arise to wreak his
revenge upon Margaret and the Lancastrians (I iv. 35.8). In the company of his
vengeful captors, it is York now who grows more religious in tone and attitude.

[}
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The scene of York's death is a ritualistic parody of a coronation, in which he
is made to re-cnact lm usurpation of the crown. It iS indeed a form of coronation,
but its ironical reversal of York's hopes is made evident by ‘the. fact that the text is
not the Liber Regalis, but Margaret's malicious sped.t"icmions. York ascends, not the
throne, but the molehill on which he is made to stand, and is given not the regalia of
a real king, but thar of a mockery king. To his enemies he is nothing more than a

froward counterfeit:

- ¥
What, was it you that would be England's kdng?
Was't you that revelld in our parliament

' And made a preachment of your high descent? (L. iv. 70-2)

A further level of irony in this situation lies in the way Margaret's speech and
actions are unconsciously controlled by a cluster of religious images deriving from the

Crucifixion:

Come make him stand upon this molehill here,
That raught at mountains, with outstretched arms,
Yet parted but the shadow with his hand. (L. iv. 67-9)

In a perodyof the. comfort -offered to Christ on the cross, York is given the stained
napkin of Rutland’s blood to "dry [his] check withal" (1. iv. 78-83). Like the taunting
-onlookers at the foot of Christ's cross, Margaret plays hér mocking role with

p—

revengeful glee, and crowns the counterfeit king with cqually counterfeit emblems and

“signs of {ealty:

York cannot speak unless he wear a crown.

A crown for York! and, lords, bﬁw loy to him:

Hold you his hands whilst I ci_o;;ﬂ%r‘x.
[Purting a paper crown on his head)

Ay, marry, sir, ndw looks he like a king! (L iv. 93.95.1)
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Her diatribe is directed not merely at York's desire to be king, but to the manner in
which he articulated his desires, by appropriating to himself the symbols of a king's
royalty:

L)
- -

Ay, this is he that took King Henry's chair (1. iv/97)

And will you pale your head in Henry's glory,
And rob his temples of the diadem (1. iv. 103-4)
For the element of religious parody in the scene, Shakespeare found and 'made use of
the material in Holinshed's account: : . ) -

Some write that the duke was taken alive, and in derision caused to

stand upon a molehill, on whose head they put a garland in steed of a

crowne, which thc'y had fa.shx‘dncd and made of scagcs‘or bulrushes; anﬁ

hauing so crowned him with that garland, thev kneeled downe afore him

(as the Jewes did vmto Christ) in scorne, saieng to him; "Haile king .

. without rule, haile king without hcrﬁagc, haile duke and prince _wéﬁoul

people or possessions”.37 “
Bu; York's crucifidon generates a pbwcrful sense of ambi:.r::l:r;‘cca On the one
hand his suffering, and the sense of loss he feels for Rutland's death, manages io move
the o orthumberland (and, presumably, ‘the audience) with pity: "Beshrew me,
‘h.'u'{ his 1on moves me s | As hardly ean [ chcck? my cves from tearst (L iv. 150-
1%, The notorious 'phrasc, that Margaret's is a “tiger's heart wrapp'd in a woman's
hide" (137) aptly, if floridly, describes her detestable bcha}'iour, which also is a means
1o moving the audience to pity York's catastrophe. York's last words are religious in

‘ tone and admirabie in a man who is about to die: .

This cloth thou dipp'd in bleod of my sweet bov.

And [ with tears do wash the blood away.

Keep thou the napkin, and go boast of this;

37Chron£c!es. 655,
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And if thou tell the heavy story right,
Upor my soul, tl;c hearers will shed tears; _
'And say 'Alas! it was a piteous deed". - - - -
Hard-hearted Clifford, take me from the world:
My soul to heaven, my blood upon your heads! (L iv. 15’:;-68)

Open thy gate of mercy, gracious God!

My soul ﬂjc§ through these wounds to seek out Thee. (L iv. 177-8)

: : >
A messenger tells Richard that his father's death was the "saddest spectacle that e'er
“[he] view'd" (I L 67). In his death, York stood against his enemies "as the hope of
Troy | Ageinst the Grecks that would have enter'd Troy. | But Hercules himself must
yield to odds" (I i 51-3). He is described as haviné been the "flower of Europe for
his chivalry” (IL L 71).‘ Even Henry expresses pity at the sight of York's head hung
on the town of York's gates: "To see this sight, it irks my very soul | Withhold
revenge, dear God 'tis not my fault” (IL id. 6-7).

On lhc other hand, throughout parts two and three, York has been deliberately
cast in.~em€ has played effectively, the role of the devil. - His "crucifixion® is not
parodic of Christ, but of His opposite. York's attempt at usurping the kinglv role has
brought disaster upon the land, and shattered the -bonds that link subject and king.
All that York has do-nc. he has donc from purely personal and selfish motives (however
he may have wrapped them up in attractive packaging to take in the more gullible of
his supporters). The Tudors were in no two minds about the nature .of usurpation, and
the theological basis for kingship also left no/room for doubt 'th?t_ an usurper was
diabolical.  As has been aiready shown, York in these plays is pmscr;tcd in a complex

. ‘-vay: as a ﬁ&mon who has courage end a good deal of charm and prcscﬂcc: certainly
not as an evil man.  Yet the evil natire of his enterprise is signalled by an elaboration
of the linguistic structure of his dramatic represeniation, into those areas of direct
address -and double-talk that characterized the Vice and his diabolical predecessors.
This use of language as commentary can scarcely, be thought of as accidental: it is a
clear signal to the audience to read and to mark York ambivalently. Like many

_another dramatic character whose designs have led him to action that can only be

¥
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considered enormous, York's sufferings are a solurcc of pity, but his actions are clearly
to be condemned To mark this condemnation, York /is made to play, perhaps entirely
'unwlmngly. a devil's role. This makes -his dath not purely pitiful, but a matter for
relief (oralt would be if his sons were mot already moving from the wings for their
tum). In the end, York's insurrection has cost far more to. far to00 many, about {ar
too much, to be dmmxssed-gs the merc ill-effects -of amb:uon. The nature of kingship
"was too subtle a structurc to pcnmt this kind of careless and hccd.lcss act:on, and

-

from thxs pomt of view, York is "justly servid™.

As York fights against the King to be a king himself, Margaret fights for the
King, and in the consequence appropriates her husband’s roles to.herself. Hall had
described\Margaret as '

u
W2

a woman of a greate witte, and yet of no grcau:r witte, then of haute
stomacke, desirous of glqry, and couctous of - honor andgof reason,
pollicye, counsaill, and other giftes and talentes of nature, ?clongyng 10
a man, full and flow;mg. of witte and wilinesse she lacked nothyng. nor

of dilegence, studie, and businesse, she was not W-'m:x'[:u:m:.38

When Henry voids the hereditary rights ‘of his son, it is Margarct.who is most shocked
at the deed, and tries in consequence to do the most she can to restore. what tl;q King
bas updone. She is confident that the northern lords who have forsworn the King's -
colours will follow her own (I i 258.63). Sizc manages to force Henry to rccog;u'zc
some of his royal obligations towards his son; beforc battle Henry is made to knight
the young Prince Edward (II. i 57-66). In mattcrs; of fighting and strategy Margaret
has proved the King's superior, for “"she hath" says Clifford to chr;' “best  success
when you are absent” (IL i 74). During battle and throughout thc coumrvs:dc
Margaret has 'lcd calm” chrv though he wcrc a king, | As doth a sail u'ld with™a
fretting gust, | Command an argosy to stcm the waves” (II. vi. 34-6). ~ Before
Tcwkmsbur}; it is Margaret, not the ng who delivers the oration to the soldiers. and

whose courageous spirit inspires the Prince:

38U nion, fol. CIV.

o
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"Mecthinks a woman of this valiant spirit
Should, if a coward heard her speak these words,
Infuse his breast with magnammxty

And makc him, naked, foil a man at arms. (V. iv, 39-42)

The ‘}'rincc too shows his competence in a kingly role: had he lived he might

have proved most royal. His speech and actions reveal all the hallmarks of a prince's

training. He is quick to object to his disinheritance at his father's hands, and to

advocate the rights of primogcniturc- (I. L 233-4). When he is. knighted and pledges his )
sword's use to preserve the crown, Clifford is quick to comment that Edward has
"spoken like a'toward prince” (IL il 63-66). Edward begs his father to act like a king

by instructing him on how to pcrform the proper motions, cspcc:allv when they are

most needed: ’ - S
" My royal father, chier these noble lords, o™
And hearten thosc that fight in your defence. - &
Unsheathe your sword, good father: cry, ‘Saint George'.

(IL. ii. 78-80)

To the usurpiﬁg Edward of York, the Prince speaks not only for the King but also with
a king's authority. Edward knows what it means to act like a sovereign, and in turn
what should be cxpected as appropriate behaviour in a subject; for each has his propc::

role to play:

Speak like a subject, proud ambitious York.
Suppose that I am now my father’s mouth;
Resign thy chair, and where I stand kneel thou,
Whilst [ propose the self-same \;-'ords to thee

Which, traitor, thou would'st have me so resolvd! (V. v. 17-22)

rd

.. His verv last words in ‘the play are an assertion of his soverzignty to the "undutiful”

brothers of York, who each take turns in stabbing h1m iV, .#/33 40). With his murder -

the realm suffers an incurable wound to its body politic. since in him the Lancastrian
. ) . !
line is effectively extinguished. . 5 g .
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What York, Margaret and Prince Edward demonstrate in varying ‘dcgrccs_‘i.s that
the vacancy at the centre of the play (and the trilogy), created by Henry's inability to
play the role .of, king adequately, cannot be filled by any of the other individuals in
the play so long as Henry remains- alive, and that Henry himself is incapable of filling
it by any process of maturation. The King is still perceived, as his forms of address
indicate, in the role of "bashful “Henry", "base, fearful,. despairing Henry", “faint-
hearted and degenerate king", "wretched man", “timorous ‘Wr.ctch". "simple Henrv".
"gentle-hearted king", “faint Henry", "casy-melting kmg. "gentle king", “calm- Henry”,
"sham'd facc Henry". Throughout the play, Henry moves further and further away from
any form of real action, and in some cases cven from specch. thn. he finds himself

forced into action, whatever he does undertake only worsens his positior as king: the

mere fact of his being forced into taking any action cssentially compromises his power,

as Margaret is very well aware: "Art thou'King. and wilt be fore'd?” ('I. . 237). Heis
more of an observer, a figﬁrc who is in the background, a beatified preserice rather
than an earthly one. © The play shows how he becomes distanced from his role and
idcmity‘ as a king, and more izﬁportamly the disasiroms results which occur as a

consequence of this dis‘tancing.

Henry's résponse to York's sitting on the throne in the opening scenc is that
“frowns, words, and threats, | Shall be the war that ch{_v means to use” (I & 72-3),
he will not commit violence in Parliament. In other words, he wishes to rely upon the
authoritv of the kingly countenance to effect York's évcrt}uow- unfortunately, Henry
lacks the attributes of the kingly countenance; no, enemy will be terrified by his' frown.
Warwick scomfullv proposes a mere c'{changc of roles between Henry and York: "Be
Duke of Lancaster: let him be King" (L i 86) Westmoreland ripostes that Henry has
both roles within his pcrson "He is both King and Duke of Lancaster” (. i. 87). The
gpcmng scenc becomes a kind of casting session, with Henry wavering between
asserting his claim to the throne and giving it up. Not only is he uncertain which role
he should play, he doesn't kmow his lines: "I know not what to say: my title’s weak”
(L L ‘138). Her asks York to "let” him rule as king (1. i. 174-5), but what hc"-is' a;tual]y
asking for is an arrangement not unlike that proposed. by Lear: "we shall retaig | The
name and all th' addition to a king" (L i 134-5). Both monarchs imagine that it is

possible to retain the roval title without the power, and both are self-evidentlv wrong.

AN
3

-



182
When Henry abandons his son's rights in favour of Y;rk's beirs, he abdicates from his
foles of natural father and of father to” his country. The deed is characterized as
“unmanly” and "unnatural’, a crime which has hurt not only himself and his son, but
the country as well In exchange for York's oath to cease civil war and 10 "'fo;go any
dcsign; on the crown (both of which promises York later inevitably breaks) the King
has gained, and is left with, nothing the rhetorical*balance of -the following passage
indicates ti';is: ) - '
York Farewell, my gracious lord; I'll take my leave,
For ['ll to Wakeficld 1o my castle.
Warwick And I'll keep London with my soldiers. - R -
No-rfolk And I to Norfolk with my followers.
Falconbridge And I unto the sea E}Gm whence I came.
King Henry And I with grief and sorrow to the court. (L i. 212.17) :
' . Sor

Henry pleads with Margaret to listen to ‘him: he attempts. to excuse his
unfatherly conduct, but. she stops him with a telling command which remnds him how a
king's word has the powér to undo : "Thou hast spoke too much alrcady” (I i 265).
Once he has becn thus sdcnm any subsequent attempt on Henry's part at explication

or exhortation must necessarily be ineffectual He describes York as "empty cagle"

"who will "Tire on the flesh of me and of myv son!” (L & 2'5-6)- but the only plan of

action he can conccwc following this cxclamauon is the writing of a letter which he
hopes will rcgam the favour of the lords who now follow York (L i.°277-8). To
advance Edward's cause toward the throne, the Yorkist faction  demands the crown

from Henry in II &, but he i3 silent for some (‘ti.\riy-six lines before he fina.lly‘
demands t¢ be heard:

King Henry Have don¢with words, my lords and hear me speak.
Margarer Defy them then, or else hold close thy lips.
King Henry I prithee give no limits to my tongue:
l'am a king, and privileg'd 10 speak.
C’I:'fford My liege, the “ound that bred this mcciing here, -

Cannot be cur'd b\. words: 1hcrcforc§c still. (II i. 117-22y
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‘It is indicative of the loss of his role that’ Henry dm not speak hkc a king: nor

mdccd is he allowed to speak at all for Lhc\rcmamdcr of this scene.

.3

~ The v:olcncc which th.rcatcns the realm is a result of the violence which
threatens the scparanon of the ﬁmg from his role. Warwick can claim with confidence
that he will pluck the dmdcm from faint chrys head, | And wnng the awful sceptre
from his %ist" (IL i 153- 54) Cm'ford warns that Henry must put aside "this t0o much
lenity | And harmful pity" (IL ii 9 10), in a spccch which confronts the ng with the
imminent reality of his own demisc. The speech is full of xmagz: of the lex ralzoms
expressed in visions of predatory apimals’ (0 i 11-42) Edward asks the King if he
will "kneel for grace, | A.nd set thy diadem upon my head; | Or bide the mortal fortune
of the field?" (II i 81- 3). With Warwick and with Edweard, Hcmy is madc to feel how

‘the signs of Ins kingship will be the metaphorical means by which he wal lose not just

the outward role of playing the king but also everything else which is mhcrcnr. in the
title! - The path which Henry follows throu:\hqut_ the course of the play contributes in
part to his murder by Richard in V. vi, where for the first time Shakespeare presents

~ on the stage the violent separation of king and bedy, king and role.

What contributes to Henry's downfall :s the way he has allowgd himself lhc
lucesy of thinking about who he would like to* bc rather than actmg according to who

he is and must be as England's sovereign.  Rather. than lcave the succession of a

kingdom to his son, and thereby perpetuste the title of king, Henry wishes inStead to
, \
“leave the Prince *my virtuous deeds behind” (I ii. <49). Margaret. and Clifford drag

the King from battle to battle not because he is of any military use, but because to -

them Henry is still the King of the realm if only in body, 2 muté symbol from which

the troops may take a modicum of strength, an dct;a’of'lhc old divine order of things

which is felt' to be quickly passing away. Often the ng is -urged to rchnqu:sh his

"soft courage" and to put on the appropnatc demeanour in order to give his foilowers

the 'spirit they need for baulc. -In thxs respect, Henry is right: h1s father had not left

him much. . : T . o
. * Vs

He has the time {o ruminatc on his identity and role while all around him can
be heard thc alarums and cncs of death and dcstrucmc fighting (IL. v.). hin the middle

of battle and chaos, Henry crcatcs an unagmatnc pastoral world for humclf. in which

B
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the language of his soliloquy carries him into a reveric of an idvllic exstence. He sits
‘him.sclf down on what probably was the same stage molehill as that on which York's
exccution was acted, which lends the scene an extra ironic colouring. York was an
image of an anti-Christ. who wanted to be a king and was instead crucified on the
molehill; chn wishes to be another imege of Christ, the shepherd who sits on the
molchill tending his flock. As Van Laan observes, the moichill. "like York's molehill in

Ll iv., is a stage for enacting the loss of & crown -- and let the victory go to whom it
wil~ 39

The fifty-four lines of the speech comprisc a complex artificial and rhetoricai
construct of idess. -Phrases in paralle] constructions, the use of continued anaphor:.
exciimation.  gradauo, alliterative partterns, connected sertes of allusions, and so on
help i create the intensity of Henry's scif-made isolation from his role as king. The
speech is-h_\"pnotic. presenting him again in what has pow become one of his l';lmth:lr
dazes. excepu this time he is alone on stage. The life of a2 "homely swain” is point by
point articulated by hours and davs. activity and contemplation How sweet thus life.
compared to "kings that fear their subjects’ treacheny® (1L v. 45 But in all thus
Henry has failed to realize that as a kung he was wndeed already a shepherd. the pastor
W0 his own flock. to the kingdom which is disintegrating around him. It 15 an iromc
paradex therefore that Henrv chooses a rele in an tmaginative sense that he has
already faded to plav in reality. Hearvs pasterality anticipates the vpical Elizabethan
pastoral lvric; by a curious coincidence. it s very much like one of William  Bvrds

sengs on Kings and shepherds:

What pleasure have great princes
More damty to their chotce

Than herdsmen wild, who careless
In quiet life rejoice,

And fortunes fate net fearning

LY ]

Qoo . - vii S . ’ -
“Roie-picving m Sickespecre, 136, The saving, "0 be xing of the meiehil” w
proverbal Cl "Beiter 1o be King of 2 moiehil! than 2 Kamsers slave”, Tillew. KES
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Are void of all deceit;

They never know how spiteful,
H 13 10 kneel and wait

On favourite presumptuous

Whose pride is vain and sumptuous.

All day thetr flocks each tendeth: : <.
- At night, they take their rest; _ -.-\’

More quict than who sendeth

His ship into the East,

Where gold and pearl are plenty:

But getting, verv dawty.

(2 happy who thus lveth! : g
No1 caning much for gold;

With clothing which sutficeth

To keep him from the cold.

Though poor and plain hus diet

; )
Yet merrv it . and qmc:.“LL

As the son who has killed his father, and the father whe has killed his scn enater the
scene. Henry now plavs the role of Chorus, commenting on the unnaturalness of civil
war.  The “harmiess lambs® (Il v, 751 of this "piteous spectacle” have arrived at the
‘eet of the shepherd who has let "them Jdowm Henrv s unable to do mere than watch
and express pity. The lormal and chorie nature of the scenc semves 1o heighten

preasely this point, in a ntualistc manner. -

=0 e im ot ~ - “ . .
ongs. J888 in Lyvmer From: rhe Scng-Bocks of i

Elzabethan Age. e AH.L Bullen, 1834 The desire of the world-weary to escape from
their problems by retreating to 2 pastoral simplicity s a universal theme in Western

culture, as the epigraph to ths section (from Berlioz’ Sermvenuro Ceiling indicates.

Froem Prairis, Sonners. ong S
<
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After the battle of York. and as Edward finds his way to London for his
coronation. . Henry flees to the north of England. Disguised and holding a praver-book

“(HL-i 12.1) the King appears to the unsuspecting Keepers. He plays another role here

in disguise (probably as a monk or some sort of cleric), thus adopting his preferred
part of priest {(or pastor), while divesting himself of the outward countenance of a
king. The scene concentrates on Henryv's further thoughts concerning the state of
kings and' the sanctity of __éaths: except this time he is not alone but in the companv
of the subjects he has offended. It is iromical that in this guise he can lament that
the other svmbols of his officc are no longer his to claim: his throne, sceptre, the
anointing balm that has been washed off, signs of fealty now shown to Edward (lil. .
13-20). Henry is now the "quondam king" (Il i 23), who cannot answer the Keepers'

question about who he is:

More than [ seem. and less than | was born to:
A man at least, for less [ shouid not be;

And men may talk of kings, and why not 17 ¢[11. & §6-8)

In his mind. Henry is a king and no king: his identity has now become as ‘confusing as
his outward garment is a contradiction of the essenual role he was born with, To the
Keepers, it is not enough that Heary speaks as "if" he were a king: thev want o see

the role plaved out in tus persom:

2 Kéeper Ay, but thou talk'st as if thou wert a kung.
King Henrv Why, so [ am. in mind: and that's enough.
2 Keeper But if thou be a king, where is thy crown?
Aiig Henry My crown is in my heart, not on my head; :
Not deck'd with diamonds and Indian stones,
Nor 10 be seen: my crown is call'd content:

A crown it is that seldom kings enjov. 11 L 58.A5,

Henry's answers are correct. in a rather compuex wav.  First, thev are nght for
the kind of person he thinks he has now become: secondly, he is incapabic »f weuring
the material crown because he has been ruled solely by hs spintual nature rhence A

‘content™, thirdlv, he does not wear the crown because i1 5 now on Edwards head!
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The oaths of allegiance which Henry grieves that “the Keepers have broken are a
further indication of how far he has become distanced from his kingly role. The role
of king has become so debased that for the Keepers it is now mc‘rcly a matter of
argument and discussion to determine to whom they owe their lovalties: for Henry, who
naturally still belicves himself 10 be the truc king, it is not as casy to accept that

feaity has become a matter of debate:
L4
King Henry And tell me then, have vou not broke your oath?
! Kee per No, we were subjects but while vour were king.
King Henry Why, am 1 dead? do [ not breathe 2 man?
Ah, simple men, you know not what you sware.

- . (Il & 79-82)

For thc remaining lines of the scene, the word “king” is not a secure linguistic
structure of meaning. The role is said ta be plaved by several men: Henry calls
himself the "King" who, however. "shall be commanded”. vet he calls the Keepers
skings” whom he will obey (Il i 91-2) the Keepers think themselves true subjects to
"Ning" Edward (93); in God's name and the "king's”. the Kecepers mpt.u.Jrc’ Henrv 196).
Amd Hearny's final lines are a dizxving variation on the confused conceptions of
kingship illustrated by the play, an appropriate outcome of the swaying of obedicnce in
the wind of lovalty that he has just fim‘.shcd ﬂjbstmting_nﬂh_; feather a few lines

carlier:

In Gud's name, lead: vour king's name be obeyv'd:
And what Ged will, that let vour king perform:
And what he will, I humbly vield unto. (111 1. 98-100)

The rest of the play puis into the action these swaving allegiances: at one time
1w shows Edward king, Henry deposed. then Henrv king again, Edward deposed. Edward

king once more, and Henry lost for ever®! Edward comfortable as king and Richard

s interesting to sec how the speech-prefixes (which mav or may not be
authonial) and stage dircctions in the Folio are embiematic of this back and forth
movement.  Edward becomes King Zdward at 2026, Aing at 2031, the Ring at 2287, AL
Sdw. at 2263, just Zdward again at 2491, and King Edwerd finally at 2855, Henry and
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plotting in the background 1o make that kingship a short-lived one. Warwick, the
"kingmaker”, has much control over this game of "musical kings" to which the authonty
of rovalty has degenerated. For Warwick, kingship is a creative process: as he made.

Edward a king so hc threatens to unmake him for breaking his marringe oath (a -

curious reminiscence of Henry's error of judgement in part one):

fiwaas the chief that rais'd him to the crown,
And I'l be chief to bring him down again:
Not that I pity Henry's misery,

But seck revenge on Edward's mockery. (111, iii. 262-5)

Edward has failed, teo, ‘to "act" like a king, which’ accounts for Warwick's feelind\ghat
he has brought "mockery™ to his new role as monarch.  When- Warwick 'con[roms-
Edward it is an easy (if perhaps comical) matter to threaten an alteration of the role
in which Edward has been remiss:

W amwick Here is the Duke.

Ning Edward Why, Warwick, when we parted,
Thou call'dst me King. -
Warwick Ay, but the case is alter'd.

When you disgrac'd me in my embassade.
Then [ degraded vou from being King, ) ;
And come now to ¢reate vou Duke of York.
Aldas, how should vou govern any kingdom
That know not how to use ambassadors,
Nor how to be contented with one wife,
Nor how to use vour brothers brotherly,
Nor how to study {or the people's welfare,
Nor how to shroud vourself from enemies? (IV. ill. 30-40
hJ
Edward counters with his belief that he "will always bear himself a king" IV i 455

- at least in his mind despitc Fortune's malice. It is Edward now who must be king

King are used imcrchangcablf for King :-*c'm

-
-
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of an inward “content”, for Warwick takes off Edwards crown to make him again the

Duke of York, a pretender king:

Warwick Then, for his mind, be Edward England's king;
. - Takes of f his crown.
But Henry now shall wear the English crown

And be true King indeed: thou-but the shadow. {1V, iii. 48-50)

Characteristically,” Henry sces his restoration as an act of God's intervention,
but the first thing hc does in- his king-agai.h state is to hide behind Fortune's “spite”,
and abdicate his authority to Warwick at once. Save for the wcnrihg of the crown
Warwick will be king:

But, Warwick, after God. thou set'st me free,
-And chiefly therefore | thank God and thee;
‘H.c was the author, thou the instrument .
There{ore, that [ may conquer Fortune's spite_
By living low where Fortune cannot hurt me,
And that the people of this blessed land
May not be punish'd with my thwarting stars,
Warwick. although my head still wear the crown,
1 here r;ign"m:u.govcrmncm 10 thee,

For thou ant fortﬁrq.a'lc in afl thy deeds. (IV, v 16-25)

Clarence and Warwick will "voke togc:rfcr. like a double shadow | To Henry's bodv, and
sipply his place” (V. vi 49.50) while the King "will lead a private life | And in
devotion spend [his|] lauwter days | To sin's rebuke and [his] Creator's praise” (IV, vi
so-4). Outside of Henrv's pious visions. things are never quite that simple. Henns
tragedy is that, no matter what he does. he fails 10 realize that he can never escape
frem being the King, nor. ironically enough. ¢an he separate himself from the
sanctified roie which he was ordained to plav, no matter how inept he is in its
performance.  Fer the signs and qualities of true kingship. Henrv has exchanged 2

Saints virtues: but they are not encugh to give him the allegiance of his subjects:
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My pity hath beer baim to heat their wounds,
My mildness hath allav'd their swelling griefs,

My mercy dricd their water-flowing tears;

Then why should they love Edward more than me?

No, Exeter, these graces challenge grace;

And, when the lion fawns upon the lamb,

The lamb will never cease to follow him. ({IV. viii 41.50)

*

[t i:.- i:mhcd.iatcly after this speech that Henry is taken prisoner to the Tower,
ana Edward firmly (if temporarily) cstablished as king. In his last scenc in the plav
Henry is still the "bookish king". as Richard finds him in his cell "hard” at study.
Henry sees his confrontation with the "dewvil” Richard as that of the lamb and the wolf;
he casts the roles appropriately enough, fc.)r he is in a role-plaving moodt "What scene
of death hath Roscius now to zct?” (V. vi. 7-10).  He sees himself, too, as Dacdalus,

his son as {carus, York as Minos. Edward and Richard as the sea.

The drama is coming to an end with-the sounds of this "tragic history" which
Henry himself recounts, but savs he can barcly allow his cars to hear (V. vi 28)
Richard murders the King in the mudst of his prophesving, a speech centred on the
deformity of Richard's person and the "much more slaughter” he will commit after this.
The peculiar gift of prophecy which the chroniclers attribute te Henrv s utilized here.
as it was when he biessed Richmond as "England’s hope” in IV. vii His end is the end
of most saints' lives: the lamb has been led 10 the slaughter in another of histony's
great sacrifices.  And here Richard plays his role too, for he savs at the moment he
stabs the king that "For this, amongst the rest, was | ordain'd” (V. vi. 5§». Henrv has
been, as John Danby points out. “the regulating principle of 2 traditional socicty. lic
is mercy, pitv. love, human kindness, reinforced by CGod's ordinating fiat. 1t s this
which Richard kills"*< Henry remains true to his character with his verv last waords,

in which he asks forgiveness for himself and {or his murderer.

L - " - -
“eShakes pecre’s Docirre of Ncrure, 60.
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What the Hesry 1] plays show is what happens to a‘ "traditional society” when
the king plays only a partial role, guided mainly by the principles of which Danby
speaks. For the joss of ‘the realm which is incurred by the way Heary has plaved his
role, the dyving Clifford offers & suitable lamcnt:\ “Henry, hadst thou sway'd as kings
should do, | Or as thy father. and his father did . . . I, and ten thousand in this
luckless realm | Had left no mourning widows for our death” (II. vi 14-19). The next
time King Henry makes his "appearance” it is as the dead body of the "Poor key-cold
Figure of a holy king" in Rickard [II (L iL §), where usc of the wérd. Figure, denotes
all the connorations of an archetype which has failed. )
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CHAPTER SEVEN ) o

RICHARD T AND THE ANTI-CHRIST KING

The subject of this chhptcr is the most cclebrated evil kmg in Tudor history.
The ‘pm'posq of the initial discussion is to demonstratc that the ideology discussed in
this thesis concerning the Christian role-playing of the king applies also, in a special
way, t0 an cvil monarch. Before going to Bosworth, Richard is confronted with a blast
of cutrage from his mother, the Duchess of York:

King Richard And came [ not at last to comfort vou?
Duchess No, by the holy Rood. thou know'st it well:

Thou cam'st on carth to make the earth my hcll. .
A grievous burden was thy birth to me;
Tetchy and wayward was thy. infancy;
Thy school-days frightful, desp'rate, wild, and furiews:
—_ Thy prime of manhood daring, boid, and venturous;

Thy age confirm'd, proud. subtle. sly and bloody:

More mild, but vet more harmful, kind in hatred.

What comfortable hour canst thou name

That ever grac'd me with thy company? (IV. iv. 165-75)

The gloss in the Arden ;dition to "the holv Rood"™ (L 166) reads: "the Cross. More
than an oath is intended, for in the ensuing lines (especially 1. 167) the Duchess
describes the birth and growth not of God Incarnate, but of the Anti-Christ.”’! That
Richard is a devil a Vice, and a Machiavei arc indisputable aspects of the dramatic
representation  Shakespeare has 'givcn him, and have frequently been remarked on by
critics. That he is also a king in the aspects of kingship so far investigated in this

thesis, and a dramatic perversion of the image of the Christ-imitator-king is another

1 Richard 111, 283.

92
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matter altogether, and one that needs further 'ﬁwazigation. especially in. light of
Antony Hammond's observations about the irrational aspc‘cr.s of Richard's behaviour and,

the evil that the other characters react to in varying degrees of 'fright > .

and horror. Such evil is also characteristic of the devil, and Richard is

called 'devil' often cnough in the play: at various points (eg. IV. iv. 3419)

he scems to accept the identification.  His behaviour is as relentlessly

anti-Christian as he can manage, his fav::)uritc device being 'With odd

- old ends stol'n forth of Holy Writ, | [To] scem a saint, when most [

play the devil' (I il 337-8). He dcterminedly inverts' all Christian

values: he hates his fellow man (but 'Alack, I love mysc‘lf‘): he is an

entircly accomplished hypocrite; he is brutnl, vicious, egocentric, c¢ruel

and unnatural, conceited, blasphemous: the perfect example of the anti-

Christ. |
Yect he has become King, and da?é to call himsclf ‘the Lord's
anointed’ (IV. iv. 151). His moral perversity afflicts now, not only

. . . . n
family and friends, but the entire nation.~

Richard IIl explores Richards character and function as a king, and presents
the ways these are grounded in the Elizabethan Christology of kingship -- which, by
its very theological nature, had to theorize its contrary, and devise an image for a
king who did the opposite of imitating Christ. Every time a king is described in terms
of divine mimesis, his opposite, any usurping pretender or enemy to the rightful
monarch, is described in térms of the devil Satam, or in other words, the anti-Christ,
who also plays a role in fulfilling a divine function. To have a usurper on the throne

was to have the rule not of a real but of a mockery king, whose anti-Christian

<Ihid.. 1023,

“Defined this way, the anti-Christ could have applied (and often did) to anvone
who cxpressed a €% opposed to the monarchy. Catholics and extreme Papists
tespecidiy Jesuits) were often referred fo as anti-Christs by Anglican and Puritan
preachers, as were those sects who denied the Incarmation.  For the relationship
between the usurper and the anti-Christ see The Oxford Dictionary of the Christian
Churci: “the man of sin’ of 2 Thess. 2. 3-10, who will appear after a great apostasy
before ‘the day of the Lord' and sit in God's sanctuary, claiming to be God. but will
be finally slain by Christ™.  The imitation implied in this definition is the important
aspect of Richard's demonic role as king in the play.
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functions were seen as fulfilling a very specific kind of role which he, 100, must play.
Acts of usurpation, usually accompanicd by the dreaded scourge of rebellion, were
directly contrary not only to the ever-desired harmony of 2 meintained order, but also
to Heaven itsclf. Robert Tynley told his Songregation in 1608 that -

Hell s not more opposite to Heaver, then the bearing of armes by the

subject against his Prince, . . . to depose Emgs o depose, of their

dominions, to take the Crowne from one, and give it to another . . .

those and such like . . . overthrow the very foundations of Kingdomes

and Commonweales.*

Tynley had inherited .the thoughts of a generation before him who believed thar
any threat to thc sovereign was a disbolical one. In their prcfhtor}' letter to Queen
Elizabeth, the translators of Lht; Geneva Bible prayed that the Queen might be strong
tn matters religious, so that she could protect God's “spiritual Temple" against t‘h-c

“crafte and force of Satan”, for .

.
-

thogh Satan lay all his power and craft together to hurt and hinder the

Lordes building: vet be vou assured that God wil fight from ~heauen

against this great dragon, the ancient serpent, which is called the deuil

and Satan,®

>

It is apparent from this passage that the translators believed that God. couid protect
the monarch against her enemics. That Goa, too, plaved a role in the destruction of
the anti-Christ will prove significant when Richmond's function in Richerd [l is
discussed later on.  Holinshed's Chronicies end on a religious note, which, like the
Geneva Bible, also asks for God's biessing on the “pretious iewell” of the realm “"euen

good queene Elizabeth to saue as the apple of his cic: to protect hir with the target

4 -
*Two Learmed Sermons. 19-20,

S pistle to the Moste VVernvovs and Noble Ovene Eliscber, ii7-iii",
h .

/
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of his power against all the pcrm'c:%m practises of satan’s instruments"$ In a treatisc
which advocnted support for Elizabeth, despite the unfortunate experience o_f woman's
rule under Bloody Mary, John Avlmer, in' 1559, urged her merits as a preserver of
England from the daggers of the anti-Christ Pope, which had threatened during her
predecessors reign: ' .

Let us heare Ged rather lh’cn man, which cricth and conﬁrﬁundcth u-pon' )
payne of dampnacion, to obey his liéu:cnnnt and supreme officer: Against

whom we not kicke. but we must be Gods enemics, falsc subiccts,

and Sati;n:f seruantes . . 7 Let us davle cull to God . . . for her
[Elizabeth| ppreseruation and long Ivfe: that she may many veares cary

the sworde of our defence, and there with cutt of the head of the

Hidra, the Antichrist of Rome; in suche sort.-as it neuer growe againe _
in this reaime of Englnnd.-" . ) -

IS

R ’

{
After the Northern Rebellion the country was thrown into a great furore concerning
the diabelic nature of violent opposition against 3 prinée’s rule. John Bridges wrote to

the Queen, in his Epistle Dedicatory to The Supremacie of Chrsticr Princes, that

There is no countrouersie at this day betwixt vs and the enemies of the
gospel more impugned. than this one of the Supremacie. nor more bookes
compiled, more libels scaticred.” more vaents made of truth on their
« partie, more slaunders deuised of cure doctrine, and vour Majestics ‘I‘itl‘c.
more secreie consprracies and open treasons against vour Roval person
and state of the Realme: than ouwr aduersaries make, onlv for this
Suprcmadc. Shall Sathan then vse al this double diligence in promoting
the pride & tvranmie of his Antichrist, the man of simme, the foreigne
usurper of all Christian kingdoms: and shall the c¢hildren of God be

negligent in defence of the kingdom of Christ. of the Lordes anevnted,

—_—

. '

®Chremcies. 1592, Elizabeth had lived a good part of her life in the fear of
assassination at the hands of Marvs Cathelic suppertess. it is net surpri ing e find
repeated pleas for the Queen's protection against such "ungedhy™ forces.

An iarborowe for Fauh full end Trewe Sustecrs, R3T



-

v . 196

-

Wi the  dutifull office and lawfull authoritic of thsir naturall, ’
. ucrcxgne?s . : _

s 3

Bridgcs later speaies of the’ confidence that he fecls that God will prcscrvc'thc Queen
from her enemies: "God workes with you, God fights for vou. God hath taken vour hart
into . his, bandes, that hauc tnkcn his qum-cl into voun"Q This is significant for
Richmond's arrival at Bosworth, because the forces who have God on their side --.as,
in the Chronicles and the play, Richmond's forces surely have - are engaged in
fighting a king devoid of. any sanctity. The g—rcht homily on the evils of rebellion
casts the forces of light and darkness into the context of a war fought between
Heavenand Hell: .

For as Heaven iy a place of good obedient subiects, and Hell the prison,

and dungeon of Rebels against GOD. and their Prince: so is that Realme

happy. where most obedience of subiccts doth appeare. being the very

figure of Heaven: and contrariwise wherc most Rebellions, and Rebels be,

there is the expresse similitude of Hell, and the Rebels themsclves are

the very figure of fiends, and devils, and their Captaine the ungracious

" patterne of Lucifer, and Sathan, the prince of darknesse. 10

From this passage and others, the use of mimetic terms (“figure” and “pattern”)
makes it evident that the usurping anti-Christ is an imitater and a x‘olc-play::r. of a
kind and degree 10 affect the well-being of the whole nation. Such a fear is
expressed in Baidwin's dedgeation to the Miror for Magistrazes. which could very well
describe Richards usurpation: "what a foul shame were it for any now to take upon .
them the name and office of God. and in their doings show themselves devils".!! The
more this sort of picture develops in Renaissance ideology. the more the figure of

Shakespeare’s Richard III presents itself as the terrifving exempiar of the worst

7

T . . s Cepe e e s s
Lin A orulv dAgainsr Dirobhegience. and VWil uil Rebeilion, 296,
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imaginings of theory come to life. If a prince should be ruled by the wickedness of

cvil, it is disaster for himself and for the country: "an cﬁl prince”, wrote Erasmus,

who is like a plague to his country, is the incarnation of the devil. who
has great power joined with his wickedness. Al his resources to the
very last, he uses for the undoing of the human race.12

- >

It followed, as Erasmus quite rightly points out, that "if it is divine‘to play the part
of king, then nothing more suits the tvrant than to follow the ways of him who is
most unlike God"13 The kind of self-love, and his own loveless nature {(which Richard
professes) is onc of Erasmus's definition of a tyrant, for "he who looks to the good of
his pcople is a king; he who is concerned for himself is a tyram".l“ To achieve his
ambitions, the usurper "acts” his way to the throne, as indeed Richard does as early as

3 Henry I']. King James described the usurping tyrant who,

‘(thinking his greatest honour 2 felicitic to consist in atteyning per fas.
vel nefas, t0 his ambitious pretenses) thinketh neuer humself sure, but by
the dissention and factions hmong his people, & counterfaiting the Sainte

while hee once creepe in credit. 15

“When the king's governance failed to imitate God's divine rule, then the king and the
country could suffer divine retribution. The Hormhcs preached that if a prince was to
‘swarve from the example of the heavenly government, the greater the plague is he of
GODS wrath, and punishment by GODS ijustuce unto that Countrev, and people, over

whom God for their sinnes hath placed such a prince, and Governour”. 16

12 Educarion of a Chrisnan Prince. 157.
- -

Lirbid., 174,

156, 190

< . -
1% Besiiikon Doror, 30,

'8 4n Homuly Against Disobedierce. and Wilfull Rebellion, 27S.
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But tyrants were sent by God for a reason, and they act as His instruments to
fulfill some sort of providential plan. For "Chyist taught us plainely. that cuen the
wicked rulers have their power, and authority from God"17 -as tvranny could proceed
only by God's consent, commonly the divine rationale for permitting it was some form
of retribution® The role of the tyrant was the, means by which the “sinnes of the
peoplc” were to be punished, and thus God "maketh & wicked man to rule”.!¥ The
collective guilt of the eountry which permitted the Lancastrian usurpation, the moral
abdication of Henry V1, the Yorkist rebellion, the many oaths broken along the way.
were frequently perceived as part of a cancer which had been growing sincc the
deposition of Richard II, which Richard III is elected to cure through his role as anti-
Christ. As Hammond points out, Richard's death

~ ‘
is the ome act of sacrificc needed to redeem England from her
accumulated sins (as Richmond's final soliloquy makes clear): it restores
England to gracc. The anti-Christ takes the sins of the world on his
shoulders not for altruistic, but for selfish ressons: he does not offer

himself as ransom, but is pushed, {ighting and shouting, to his {ate. 19

- . - f - - . - . " . >
It s important to stress that Richard's villainy is an act of choice: I am determined=!

V7.4n  Exhoration Concerning  Good Order. and Obedience o Rulers.  and
Magestrates, in Certaine Sermons, 72,

1S 4n Homilv Against Discbedience, and Wilfull Rebellion. 280. The roie of the
tyrant was a theological commonplace. See St. Thomas Aquinas On e Governance of
Rulers (De Regimine Principum) trans. Gerald B. Phelan: "by divine permission wicked
men receive power to rule as a punishment for sin. as the Lord savs by the Prophet
Osee (XIIL i) T will give thee a king in my wratk’ . . . Sin must therefore be done
away with that the scourge of tyrants may cease”, 60. Cf. St Augusuine, (Grace and
Free Wil: "Who shall not tremble at these judgements, where God worketh even in the
hearts’ of evil men whatsoever he will and vet rendreth to them according 1o theiwr
.deservings”, Chapter 20. Also the Mirror for Magsrrares: "Against the tvrant, Ciod
permits the rebel to rage and war to threaten. conscience torments him. his kingdom
may be taken from him, and by God's doom an ignominicus death awaits him™. £2.

19.arden Richard 111,107,

“0See Hammond's note 0 L i 30: "As D.S. Berkeley (502 14 11983y, <8341 pumnta
cut. the verb can be read in the passive voice, mmpiving that Richards role has been
determined by providence. OFD determine v. 111 14b.” The double irony is subtle here:
it combines Richard's act of choice with 2 divine scheme of cveats in which he 15 the
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to prove a villain™ he is an anli-C_hr'i.sl king because he has chosen 1o play this role.
s lhrc;ugh this means that theolegical-political theory would claim that God is seen
as brﬁnging about good in the play. As Margaret comments in 3 Henry 1/, "For though
,'usurpcrs sway the rule awhile, | Yet heavens are just, and time supprmctﬁ.wrongs"
L L 767, |
From t\rlorc, via Hall and Holinshed, Shakespeare was able to gather the |
impression of a King who plaved a specific role as an actor in a vast providential plan.
Holinshed described how when Richard began to establish his kingdom in blood, and
grew hated of the nobles, he also began the process of "abridging both the line of his
life, and the time of his regiment: for God will not haue bloudthirstic tyrants daies
prolonged, but will cut them off in their ruffe">! Richard's villninies were actions
which 'could' not be tolerated by God for long, "ncither would the Lord suffer him in
his bloudthirstines to abuse the holic and diuine estate of a prince by the cruel tite
of tyrannie™ 22  The battle of Bosworth was the last great act of redemptive sacrifice

for which Richard was ordained:

kvng Richard {whiche was appovnted nowe to finyshe his last laboure by
the very devyne justice and providence of God, whiche called him o
condighe punyvshemente for his scelerate merites and myscheveous

.
desertes) marshed to . . . Bosworth.~—

Richards end is an event which “finished his time" in “the best death and tﬁc most

. . . . .y e - W . .
righteous” because it was, according to Holinshed, "his owne".~* Richard's reign had

principal plaver.
21, - . —
=‘Chronicies, 723,
"y
==fhid.. 737,
AR - -
='Hall. U'nton. fol. i,

SSCiromicies. T34, Richard is punished by divine justice: "we may consider in
what sort the ambitious desire 1o rule and gouerne in the house of Yorke. was
punished by Gods iust providence . . . so it came to passe. that the Lords vengeance
appeared more heauic towards the same than towards the other, not ceasing till the
whole issue male of the said Richard duke of Yorke was extinguished For such is

e
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been guided by his diabolic nature; it was not surprising to read of him that “such a

lord is Lucifer when he is cntered into the hart of a proud prince. given to

]
couetousnesse and crucltie”. 25

'I'hc picturc of the anti-Christ king cmerges when the chroniclers combine the
wickedness of Richard's deeds with the appearance of his person. Holinshed does this
in a svmbolic wav towards the end of the history, by élluding to the emblem of the
boar which was Richard's badge: "better had it beene for him to haue contented his
heart with the protcctoﬁin’p. than to have cast up his snout, or lifted up his hornes of
ambition so hig‘h".:’-6 Richard’s outward deformity was a sign of ‘his inner depravity~

-~

and moral incptituc}c:
As Richard was small and little of stature so was he of body grrately
deformed, the one shoulder higher then the other, his face small but his
countenaunce was cruel, and such, that a man at the first aspect would
judge it to savor and smei of malice. fraude. and deceite: when he stode
musyng he woulde bvte and chaw besely his nether lippe, as who savd,
that hys fverce nature in his cruell bodve alwaics chafed, sturred and
was ever unquictc.:7 -
The king's countenance now takes on a new significance when it 'is applied o
Richard's appearance, and Shakespeare makes much use of it in the play. [t is not the
bright, sanctified light that was said to shine in a king's face which manifested itsclf

in Richard, but rather the decay of moral corruptiorL:'-S

gods ijustice, to leaue not unrepentant wickednesse unpunished, as especiallie in ths
caitife Richard the third”, /bid.. 761.

SIbid., 738.

261bid., 761.

- 27Hall, Union, fol. lixT.

8Ba great deal has been written tr_viﬁg 10 establish the "true" extent of Richard's
deformities and - appearance; more useful is a recent article by Scout Cullev. which

examines the ways the image of King Herod provided a model and historical context
for Richard III. He gathers the evidence of the contorted and twisted bodies of
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To add to the picture of Richard's perversity as King, the chroniclers deliberate
on how Richard's tyranny has totally reshaped his character through a "metamorphosis”
of demonic subversion. Holinshed creates this. speech for More's patron, Bishop Morton

of Ely, to describe how

r.hc. good qualities of the late prmcctlor. and now called king, [are] so
violated and subuerted by tyrannie, so changed and aitered by usurped
authoritit, so clouded and shadowed by blind ‘and insatiable ambition:
_vc‘a. and so suddenlic (in manner by a metamorphosis) transformed from

politike ciuilitie, to detestable t:rmnm‘\:.29 -
S

Richard's oration to his army is ironically cast also in diabolical terms: he apologizes

for his wickedness by blaming it upon evil temptation:

And although in the adeption and obteining of the garland. I being
scduced, and prouoked by sinister councell, and diabolicall temptation,

did commit a wicked and detestable act: vet [ haue with strict penance
0

<

The “tears” Richard was able_to show are indicative in the history, as thev are in the

and salt tears (as [ trust) expiated & cleerlic pur-gcd the same offense.>

pla¥. of how adept he was at playing any part to achicve he ends. The devil hath

power to assume a pleasing *hape, and the sources show that Richard was nothing if

r

not an acior:

He was close and secrete. a depe dissimuler, lowlye of countenaunce,

Herods from iluminated manuscripts. stained glass windows. and roof bosses. See
"Richard Ill and Herod", $Q, XXXVII { Winter 19861 451-58. '

2®Holinshed. Chronicles, 737.

30rpid:, 756,



202

arrqgante of herte, outwardely familier where he inwardely hated, not
lettyinge to kisse whom he thought to kil 31

"Deceit”,  “subtle”, "mockish”, “"counterfeit” “dissembler”, “feign" arc words
constantly used in the Chronicles to describe Richard's bchaviour. To his brother,
Clarence, Richard affects an affectionate relationship but actually purposes his death,
“whiche thyng in all apparaunce he resisted, although he inwardly mynded it".3<
Through "dcg_citful clemency” he tried to gain the good will of the people in open
displays of_ forgilvqnas "which thing the common people rejoiced at and praised. but
wise men took\}t for a van.ity."33 "Mooued of an hypocriticall shew of counterfeit
pitic", Richard caused a tomb to be made for the king whom he’ murdered.3*  He aiso
assumes the classical roles of evil emperors; Richmond called him both a "Tarquine and
Nero: Ye a tyraunt more than Nero".3%

Richard hod attained .tlic- throne by massive misuse of his role as Protector, in

er -- as Holinshed described it in an interesting phrase -- "to haue wandered in
:gaqe\ﬁ_gn:sc".% His nemesis is the figure of Richmond, who in all respects is
presented in the Chronicles as an ideal king and the country’s Saviour. Richmond, too.
has his divine role to play. Henry VI had “shewed before, the chaunce that should
happen. that this . . . Henry so ordeined by God, should in tyme to come 1as he did in
decde) have and eniove the kyngdome, and the whole rule of the realme.”37  in his

oration to his soldiers, Richmond spoke with the confidence of having God on his side,
and was sure that

31Hall, Union, fol. i,

321bid., fol. .

333ir Thomas More. Tite History of Richard If], 84.-
34H01;nshcd. Chronicles, 761.

35Yall, Union. fol. ivif.

38Chronicles, 761.

3THall, Union, fol CCxiY.

P—
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no enterprise can be of more vertue, bothe by the lawes divine and
civile, for what can be more honest, goodly, or Godly quarell then to
fight against a Captayne, beyng an homicide and murderer of hys awne
bloud and progchyc?38

‘Richmond was the instrument by which "God appoynteth the good to confounde the
yi"39 ap angel in his “kingly countenance and more then a "terrestriall pcrsonagc"."'o
Against Richard and the forces of darkness, Richmond was the vehicle of goodness and
light whose rolec was to kill the anti-Christ whose sin had been onc that had “violated,
and broken bothe the lawe of GOD & mgn".'u

In the play, the ideal of kingship which Richard usurps becomes in his person
as perverted and distorted as his own body. His father, York, had provided the helpful
paradigm that the way to achicve fhc crown is 10 become 2 kind of devil; Richard is
an apt pupil: the process starts in Henry VI, where he establishes himself in the role
of the Vice. Robert G. Hunter has remarked on the special power of Richard's first
soliloquy in III. i 124.95: it "dramatizes the creation 6f a self . . . Shakespeare not
only creates Richard, he has him created and doubly created, Richard is brought into
existence by himself.™< In the seventy-onc lines he shares with the audience, Richard
makes his designs about the crown known by ruminating on a series of sacred and
profane possibilitics, which are perversely intertwined in his mind He emerges in the
process as a self-created artefact -- an actor, who will use mimetic means to attain
the "golden time" he looks for (127). Not to kill all those who stand in his way to
the throne is to "but dream on sovereignty” (134); since love forswore him in his
mother's womb, the world affords him no possibilities of amorous affection (151-3):
Nature had guaranteed his loveless character "with some bribe" to place Deformity on

his back to mock his bodv (155-8). And therefore, since the world affords him no jov,

381bid.. fol. vir.
391bid.. fol. viF.
“dlbid.. Eol. WY
*11bid., fol. IviF.

2 Shakes peare and the Mystery of God's Judgements, $2.

-
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* he will "make fhis] heaven to dream upon the crown"; this world while he lives will be
"but hell | Until my misshapd trunk that bears this head | Be round impeled with a
glorious crown" (165-71).' But as yet in the soliloquy he still does not know how to
achicve his ends, until like a conjuring trick when the new self is created right before
the cyes of the audience, the idea presents itself: he will “play” his way to the throne;
he will "smile, and murder whiles [he] smile”, he will "wet his cheeks with artificial
tears”, "frame [his] face to all occasions”, "play the orator", "chcivc more, slily than

Ulysses", "change shapes” and sct the "murderous Machiavel to school” (182-93).

By the end of Henry VI, Richard has been firmly established as the figure of
the role-playing devil He kills the King with relish: "Down, down to hell: and say I
sent thee thither” (V. vi 67). His last soliloquy sees o new creation of self -- the

proclamation of the supreme individual who is however both loveless and isolated:

Then, since the heavens have shap'd my body so,
Let hell make crook'd my mind to answer it.
I have no brother, [ am like no brother; .
And this word 'love’, which greybeards call divine.
Be resident in men like one another.
And not in me: [ am myself alone. (V. vi. 78-83)
_ ~
He understands his deformity as a sign to "snarl, and bite, and play the dog” (V. vi.
76-7); and his "prophecies” that he will “buzz abroad”, concerning Edward's and
Clarence's fates, are an ironic perversion of the prophesving qualities of the King he
Ahas just murdered. He starts to play his role immediately; in his aside he reveals how
he will kiss Edward's new infant son "as Judas kiss'd his master | And cried ‘All haill
when as he meant all harm” (V. vii 33-4), w
/
Shakespeare claborated upon the Richard of Henrv I' by presenting in Richard
[I] the self-dramatization of the Vice as king The Vice's well-known characteristics

of "homiletic showman, intriguer extraordinary, and master of ceremories™> are the -

43Bernard Spivack. Shakespeare and the Allegory of Ewl. 151 Of the sixty-odd
characteristics of the ‘formal Viee' listed by Peter Happe: "The Vice and Popular
" Theatre .1547-80", see Hammond, Rickard III, 101. Richard displavs no fewer than 22 of
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hallmarks of Richard's inordinate evih Richard himself establishes his identity as the
“villain" in thc—vcry beginning of the play. But he is a villain in the guise of saintly

colours:

But then [ sigh, and, with a piece of Scripture,
Tell them that God bids do good for evil:
“And thus I clothe my naked villainy
With odd old ends stol'n forth of Holy Writ,
And seem a saint, when most [ play the devil. (1. iii 334-8)

Henry VI played a saintly king because his holiness was grounded in the sincerity of
his character; Richard "sccms'; a saint because it serves as another role which he can
adopt for the mere sake of plaving: like the wooer, the lover, concerned brother,
puritan statesman, and so on.** Morc than any other role, however, his saintliness is
his most persistent pose, and a symptom of the way he performs his role as the anti-
Christ king. Richard the devil and Richard the seeming saint coalesce to make 2
mockery of the ideal, the man who was supposed to assume the truc characteristics of
the kingly office. For every instance in which Richard is equated with the devil, there
is a corresponding number of refercnces to his “saintliness”, his role of hely

mocke r_v.45

"There arc some seventeen occasions in the play where characters, including
Richard himself, describe him as a fiend of hell. To -Xnnc he is the "dreaded minister
of helll”, a "foul devil” who has made the "happy carth [his] hell” (L i 46, 50-1). In |
Richard's scene with Lady Anne alone, there are nine expressions of his demonic

character.  He gloats that the instruments of his wooing have been "But the plain devil

them.

: A\ .

+This chapter is not concerned primarily with the figure of Richard as a role-
plaver, but how that function serves as a comment on the way he aspires to, and
performs kingship in the plav. For an excellent studv of Richard’s histrionic
capabilities and how they inform the play, see Thomas Van Laan. Role-plaving in
Shakespeare. 137-47. it is interesting to note that Shakespeares onlv two studies of

evil kings. Richard and Macbeth, are both presented as performing kingship in the
terms of the actor's role. g

$SThe proportions are roughly 17:18.
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and dissembling looks” (L ii. 241). Margaret (the cxorcism "out devil” is forcver on
her lips) castigates Richard as a "cacodcmor_x“ whose "kingdom” is hell (I ili. 143-4).
After Richard assumes the crown and_is'in effect "the King" in IV. ii, the diabolical
attributions increase in frequency and-intensity. It has been one thing for the demon
to aim at the throne, it is quite another matter now that he is seen roosting in it.

Margaret becomes cven more a voice of doom in the play, and her invectives even

more vigorously descriptive:

From forth the keanel of thy womb hath crept
A hell-hound that doth hunt us all to death:
That dog, that had his teeth before his eyes,
To worry iambs, and lap their gentle blood;
That excelient grand tyrant of the earth,

That reigns in galled cyes of weeping souls;
That foul defacer of God's handiwork

Thy womb let loose to chase us to our graves, (V. iv. 47-54)

To Queen Elizabeth, Richard's outrageous .wooing for her daughter's hand is a
temptation of the devil (IV.‘ iv. 418-20). Richmond describes Richard as a “"usurping
boar” who "swills . . . warm blood like wash, and makes his trough" in the "embowelld
bosoms" of English subjects (V. iii 7-10). In his oration to his army, Richard prays
for the courageous "spleen of fiery dragons" (V. iii. 351) to fight in a battle if fdot for
viclo'r;;r and Heaven, "then hand in hand to helll" (V. iii. 313-14). Clearlv under
Richard’s reign as an anti-Christ king, England has in its turn become a hell for all
The succouring help comes from outside hell's gates, for it is across the seas and away

from England that the saviour Richmond must be fetched.

Not only do the demonic attributions fix Richard as an anti-Christ, but so also
does the way he perverts Christian ritual Richard jokes about Edwards presumed
mntent to have Clarence “new-Christen'd in the Tower” (1. i 50): in fact the comfort
Richard gives to his brother is an ironic blasphemy against saving grace: "I will deliver
vou, or cise lie for vou" (I. i 115, Here he echoes the role of Christ the deliverer,
but Richard's are darker purposes: "Simpie, plain Clarence, ! do love thee so | That !

will shortly send thy soul to Heaver” (I 1 118-19). He boasts to the audience that he
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has had Clarence "cast in darkness” (I. iii. 327), a characteristically evil outcome of his
outward show of saintly concern. When Cla;-cncc is confronted by-the murderers, he
relies, on h:s trust that h.zs brother promised to "labour [his] délivcry". The First
Murderer _reitcrates Richard's anti-Christian designs: "Why so he doth, when he delivers
you | Froﬁ:. this carth's thraldom to the joys of Heaven" (I iv. 236-8). And Clarence
is indeed new-christened: his death is made into a parodic inversion of the Eucharist,
a5 his body is "made a sop” with the wine in the malmsey butt (L iv. 147-9). His
murderers have been Richard's instruments, but they, "like Pilate”, wish to wash their
hands of the deed (L i 262-3). The whole scene has been set up and cast into an
inverted religious ritual, which helps to establish Richard himself as the inverted ideal
of a king later on in the play. Other distortions of religious rites include repentance,
in the show of false amity to Margaret (L iii 306-8): addresses to God which belie his
true intent (L il 156); forgivcnc;;s where none is intended (I, iii. 315); shows of

prayers and meditations for the purposes of public acceptance (HI. vi.) and so on.

Richard's demonic and sacrilegious behaviour is extended by the NUMETous ways
he plays at sainthood He swears by "Saint John" and "Saint Paul", "holy Paul®, "the
apostle Paul", and God, often enough in the play. Holy maxims are his trademarks in
deception, alongside his verbal engagement in theological discussions. He accuses Grey
of possessing "nor honesty nor grace” (I. iii S54-5) and he knowingly tells Margarct
that God Himself has "plagu'd [her] bloody deed (I iii. 181). Edward’s jov at securing
family peace and amity is undertut bv Rjchard's ironic "A blessed labour” (IL i 50-6);

R

he continues in the same speech to appear as an advocate of peace-making:
-
If T unwiitingly, or in my rage,
Have aught committed that is hardly borne
By any in this presence, I desire
To rcEOhci!c me to his friendly peace:
Tis death to me to be at enmity;

I hate it, and desire all good men's love. (IL i 5§7-62)

He thanks God for his Christian humility, and in a massive display of pity. sheds tears
for the dead Hastings. 2 "Christian” whom Richard "Made him {his] book, wherein [his]
soul recorded | The history of all her secret thoughts” (111 v, 24-8).  °



¥ But the sccne which shows the devil-saint antithesis ot its height is that in

which Richard agrees to become king (LI vii). Buckingham coaches him to appear
with a prayer-book in his hand, and to sumd between two churchmen in order that the
"holy descant” played for the crowd will ingratiate Richard to them (LI vii 45.50).
Richard is "Dmnc!y bent to meditation; | And in worldly suits would not be movid | To
draw him from his holy exercise” (I vil 61-3). With Buclunghams help, Richard's
"samtly demeanour is offered to the people as a sign of his capacity to reign as king:
"Happy were England, would this virtuous Princg | Take on his Grace the sovereignty
thereof” (II. vii 76-8). He appears, holding his- prayer-book, between two Bishops, the
"props of v{nuc for a Christian Prince™, his complete accoutrements are the "True
ornaments to k;mw & holy man" (IIL vil 94-8). The whole scene is a carefully staged
sham, a parody of the Liber Regalis where the crowd, gathered in church. are asked to
accept the king as their monarch. It was indeed necessary for a Christian king to
show his religious zeal, but Richard merely uses the form of "Christian zeal” as part of
his scheme to attain the crown. The richness of double ironies in this scenc
underlines the mockery Richard makes of kingship gencrally. i& refuses the crown.
seeming - "not to be casily won”, in order for it to be thrust upon. tum.‘“S -He is in
truth, as he tclls the crowd, "unfit for majesty" (IIl. vii 206), because his “defects”
are indeed "So mighty and s0 many" (II. vil. 159). He says what is appropriate, regal

sclf-dcprccation.” but every negative thing he savs is no more than truth.

In his guisce of saintliness which he adopts as appropriate in a candidate for
“kingship, Richard plays the kind of role which More described as “king's games”,
"plaved upon scaffoids™

“6There is a parallel scene in Julius Caesar (I . 235-47) where Casca recounts
how Antony offers the crown to Caecsar three times: “he put it by once: but for all
that, t0 my thinking, he would fain have had it. Then he offered it to him again:
then he put it by again; but to my thinking, he was verv loath to lav his fingers off
it And then he offered it the third time. He put it the third time by: and stli as he

refus'd it, the rabblement hooted. and clapp'd their chopt hands. and threw up their
sweaty night-caps . . . because Caesar refus'd the crown”.

47 As does Malcolm, in Macheth, TV. ii. .

G
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For at the consecration of a bishop, every man woteth well by the
,

[ &

paying for his bulls, that he purposcth to be one, and though he pay for
nothing else. And yet must he be twice asked whether he will be bishop
or no, and he must twicc say nay, and at the third time take it as
compelled thereunto by h.u own will. And in a stage play all the people
know right'well that he that p;ayclh the sowdaine is percase a sowter.
Yet if one should can so little good to show out of season what
. acquaintance he hath with him and call him by his own name while he
standeth *inhis majesty, one of his tormentors might hap to break his
head, and worthy, for marring of the pla_v‘. And so they said that these
matters be kings' games, as it were, stage plays, and for the more part

plaved upon scaffolds, in which poor men be but lookers-on. And they

that wise be will meddle no tanhca@'l’or they that sometime step up
and plav with them, when they cannot play their parts, they disorder
the play and do themself no good.j‘s
L :
But in all this Richard has served the actor’s function (presenting the false as more
attractive than the true) and his attractiveness as sen cvil character has somecthing to
do with the tempting attractivencss of evil in general, and the way he plays the role

of devil-saint over all.

Richard advises the voung Prince Edward that he has a lot to learn abou:
trusting outward appearances:
t .
Nor more can vou distinguish of a man
Than of his outward show, which -- God He knows -

Seldom or never jumpeth with the heart (1L . 9-11L

Hastings should have heard and heeded this advice: he makes a gross error of
judgement as far as this poimt concerns Richard's own appearance: "I think there’s
never a man in Christendom | Can lesser hide his~Tove or hate than he, | For bv his

face straight shall you know his heart”, IIl. iv. 5§1-3. It s one of the most outrageous

*8sir Thomas More, The Historv of Rickard [I1, $2-3.
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of his ironies that Richard should talk about how the outward nature informs or does
not inform the inncr man. A kings countenance was part of his role and a sign of
"indued” grace; as the King, Richard's deformity serves as a sign of how graceless he
is as a monarch. Not only is Richard's appcarance a token of how Nature has deserted
him, it is also symbolic of his function as anti-Christ. The usual marks of divine
so.w:rcignty which a king is said to have stamped upon his countenance become. in
Richard, gtgrb of his demonic nature: he is “rudely stamp'd. and want[s] love's
majesty” (I i 16); Margaret calls him an "clvish-marked, abortive, rooting hog" who
was "scald” in his birth as the "son of hell” (I iiL 228-30). S$he warns Buckingham to
stay away from him:

Look when fxc fawns, he bites: and when he bites
Hisvenom tooth will rankle to the death.
Have not 10 do with him; beware of him;

. Sin, death, and hell have set their marks on him,
And all their ministers attend on him. (L i 200-4)

It may seem surprising, since the figure of Richard’s deformity is represented
on stage, that there should be such continual reference made to it. bv Richard himself,
and b‘_vﬂnmncrous other characters. !;crhaps it is because Richard's countenance is so
‘. important, especially when he betomes the }.(ing; the references help to prepare the
audience for the grotesque picture of a king whose borrowed robes of majesty do not
sit well on his shapt:."f‘9 When he enters from his coronation “in pomp. crowned” in
Act IV. it must be cvident, as Hastings had warned. that “the crown [is] so foul
misplae’'d™ (1. i <43). Elizabeth makes a simﬂar.obsén-ation directly to Richard:
"Hid'st thou that forchead with a golden crown ' Where should be branded, if that
night were right”. the murders he has committed (IV. iv. 140-1). The 1984 RSC
production of the play included a coronation scene, in which Antony Sher's contorted
body was doubly incumbered with the robes of coronation, and as a resuit he had to

limp and hobble his way to the throne. When the time came o disrobe him for the

St may also be a theatrical expedient. Burb2ge could have worn 2 hump and
Lmped and scowled, but the transformations modem make-up can create would have
been .impractical in an Elizabethan repertory companv. If the audience is constantly
reminded that Richard is ugly, no doubt this will heip them to see him so.
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anointing, his naked hunchback was presented 10 the audience, symbolizing the'
representation of Richard's coronation as vile distortion of a sacred rite.

Richard's cmrancc as the newly crowncd king is ;ust another role he has
decided to put on, but he does it badly:

thilf Mmportant stage imagery calls attention to the role.like qualities of
kingship by emphasizing its external histrionic characteristics . . . and
for spectators who have watched Richard assume one part after another
the effect must surely suggest that he now takes on onc more. Almost
at once, however, Richard the Jnagnificent actor has become the
unkingly king and has begun enacting his fai.50

" His princely greatness is a malformation in the mirror of Christianity. The Duchess of

York is aware of this: lamenting the loss of the two true mirrors of the princeliness of
thé'chousc_of York, her sons Clarence and Edward, she mourns that she has "but one

false glass. | That grieves me when I see my shame in him" (il. ii. 50-4).

[t is only after Richard becomes the King that he has the yvoung Princes
murdered in the Tower: an act, despicable in & man, but a signh of total moral
dcgcncracv in a kj.ng51 From this point on, his course to the end of the plav is
marked by ms determination to walk in sin and blood, but the jdcularity which
coloured his jactions before he became King is now laclung "l am in | So far in blood

that sin mll pluck on sin; | Tear-falling pity dwells not in this eve” (IV. ii 6.:-5).

The reign of 2 wrant is short-lived: the Duchess of York is right 1o assume that

.Richard wiil “die from God's just ordinance", rather than return from Bosworth a

“conqueror” (IV. iv. 184-5).  And for the life of him, Richard cannot falhom-why

Richmond is on the march toward England. Richard’s identity with the role of \‘kin'g

has become s0 bound up with his self-interest that he now spouts orthodox ideology:

g . v .
SCThomas \ an Laan, Role- giavirg in Shakes peare, 145,

51FSr the significance of infanticide to the play see Hammond. Rickhard III. 1
178 {f. and note, :
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Staniey He makes for England. here to'claim the crown.
King Richard Is the chair empty? Is the sword unsway'd? .
Is the King dead? The empire unpossess'd?
What heir of York is there alive but we?
Y And who is England's King but great York's heir? .
Then tell me, what makes he upon the seas! (IV. iv, 468-73)

Richmond is a focus for the divine intervention which transforms the kingdom
in the final events of the drama. Bat he is not the only focus; in Richard IIT there
arc more references made to- providential order, and divine justice, then in any other
history play.” As Richard remains unaware of these divine forces at work, other
characters express faith in their reality,. ~Act II scenc iii is solely devoted to a
conversation between the three citizens as they try to interpret the consequences of
King Edward’s death and voice their forebodings of future events:

3 Cirizen 'Then, masters, look to see a troublous world.

1 Cirizent No, no; by God's good grace, his son shall rcigp.- t\Il._ it 9-10) - -

3 Citizen For emulation who shall now be nearest

Will touch us all too near, if God prevent not.
O, full of danger is the Duke of Gloucester (1L. ki, 25-7)

3 Cirizenr All may be well; but if God sort it so

Tis more than we deserve, or [ expect. (1L iii. 36-7)

J Citizen By a divine instinct men’s minds mistrust
Ensuing danger, as by proof we see
The water swell before a boist'rous storm.

But lcave it all to God. (IL iii. 42-5)

Clarence's son innocently concludes thai "God will revenge” his father's death (Il i
14); Buckingham’s remembrance of All-Souls’ dav on the dav of his exccution is another
reminder of how characters’ actions determine the just workings of "That high All-

seer” (V. i, 20).  Every referencz o providence in the plav helps o heighten
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"Jrz-:matically the ‘appearance of ‘Richimond a5 a Saviour. His speeches are instinct with
repeated references to Gods right and the purpose of Richmond's own role as a divine
"\/Iim'étcr of chastisement” (V. i 114). In his prayer on the eve of bartle he
announccs himself in the role of God's wptam. and acknowledges that victory .will be
attained by reliance on God alone (V. i, 109-18). His speeches are based on formulaic
principles of how good fights cvﬂ, and they hamc all the strcngth of a religious logic
which is affirmed by the events of the play as a whole, and by R1chard‘s role as anti-

Christ in them:

For what is he they follow? Truly, gentlemen,
A bloody tyrant and a homicide;
One rais'd in blood, and one in bicod establish'd; -
One that made means to come by what he hath.
And slaughterd those that were thé. means to help him;
A bese foul'sione, made precious by the {oil
“of Engjmd's-ch&, where he is falsely set;
One that hath ever been God's enemy,
Then, if vou fight:against God's enemy.
Gaod will, in justice, ward you as his soldiers;
If you sweat t0 put a tvrant down,

You sleep in peace, the tyrant being slain:

For me, the rapsom of my bold attempt p-

Shall be this cold corpse on the carth's cold face:

But if I thrive, the gain of my attempt’

The least of vou shall share his part thereof.

Sound. drums, and trumpets, boldly and cheerfully!

God. and Saint George! Richmond and victory! (V. iii. 246-71}
The last few lines of his speech gain added religious emphasis with Richmond's allusion
to his “ransom" and the “least of vou" which firmly place him as a figure of a kingly
Christ.  The outcome of the battle. and the ensuing bond of peace for which Richmond
prays, is determined by, "God's fair orc‘iinancc". (V. v. 31). and condoned by the

ritualistic pageants of the ghosts:
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Be cheerful, Richmond. for the wronged souls

Of butcher'd princes fight in thy behalf (V. iii. 122-3)

Virtuous and holy, be thou conqueror:

Harry. that prophesied thou shouid be King,

Doth comfort thee in thy sleep. Live and Qourish!
(VL 12031

The wronged heirs of York do pray for thee.
Good angels guard thy battie; live and flourish. { V. iii. 138-9)

Conversely, the ghosts' arc decidedly less encouraging to the slecping Richard,
whose only course of action, they tecll him, is to "despair and c:{:c The statc of
despair, in all its theological significance, is appropriate for Richard's condition. His
body politic as a king has been totally void of substance, for he had symbolically killed
it by murdering his way to the crown. By his murderous acts as tvrant, Richardl
himsclf has made the body of the country see “these 'bloody days", and made "poor
England weep in streams of blood" (V. v. 38-7). As a result, he fights alone. without
the support of the realm which should have made up his spiritual bodv. The Slrcngl.h :
of the -nc—w body politic rests in Richmond's person us a king. Richard s made
frustratingly aware of this when he raves that there "be six Richmonds in the ficid:
Five have [ slain today instead of him" (V. iv. 11-12). The ‘isolattion Richard fecls s
concomitant with his anti-Christian behaviour, and his belief that "I am myself aionc”
is a valid philosophical position. It represents. as Danby points outs, "the shift from
the absolutes of God and society to the single absolute of the Individual"*2  And for
Richard. the sclf-proclaimed loveless individual, this is absolutcly right. as his last

soliloquy attc;r.s.s-" His engagement in an inner dialogue on the ecve of Boswarth

525 hakespeare's Doctrine of Nalture. A,
2
33"0One of the most celebrated antecedents for an inner dizlogue of this kind s
Christ's agonv in the garden of Gethsemane. This is enough o re.establish a proper
perspective. 10 prevent svmpathies from being excessively engaged. Richard's " hesitation
before drinking the cup he has chosen is part of his roie as ant-Christ: for us to
accept him in this role we must perceive him as both comic and callous (or the mind
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reveals a conflict between the selves in Richard which cannot be reconciled by his
guilty doubts. Because love has deserted him hchﬁ'ﬂot even inspire love for himself:

What do [ fear? Myself? There is none else by,
- Richard loves Richard, that is, 1 snd L. o N

Alack, I love myself. Wherefore? For any good
That I myself have done unto myseif?
O no, alas, I rather hate myself

For hateful deeds committed by myself.

| Murder, stern nurder, in the direst degree—
All several sins, all us'd in each degree,
Throng to the bar, crving all, ‘Guilty, guilty!'
I'shall d:npair. There is no creature loves me,
And if ] die, no soul will pity me --
And wherefore should they, since that [ myself
Find in myself not pity to myself? (V. i 183-204)

-

Richard's stricken -conscience in his divided self speaks with "a thousand several
tongues” 1o condemn him as a "villain” -- the role he had originally determined to plav
for himself in his opening soliloquy. But the "thousand several tongues” are also
cmbiematic of his role-playing character,”* and in this respect he has fulfilled the
cxtraordinéry qualities of a king's role, though solely in a perverted sense. For -
Richard's supcrhumaniiy has been expressed with the energy of the histrionic qualities
of the Vice, and the virtuoso performances of a devil's wit and villainies. In the
world of the play and on the stage of the theatre, he has plaved the ami-Chris-t king

as he had chosen to reflect it in the glass of his own demonic shadow.

\

would revolt at the sacrifice) vet aiso sufficiently serious for -us to sec his acts as
imporiant™ see Hammond. Richard {11, 106-7.

-

S4CE. "Rumour painted full of Tongues”. the Prologue to 2 Henry [T,



CHAPTER EIGHT

THE SECOND HENRIAD:
"CHANGES FILL THE CUP OF ALTERATION"

The first gf Shakespearc's trilogies focussed on'the dilemmas which ansc when
the man who fills the kingly office pléys'his role ineffectively. Henry VI was a king
whose responsibilities and actions in the plays' were seen and responded to bv other
characters in light of the ideology, explored in Part I of this thesis, which defined
how a king was supposed to act. Richard Il offered an inverse picture of the ideal
monarch, namely. the ‘total perversity of all the ideology of rojal-divinc role-plaving,
and the catastrophic consequences of si}ch a rule. The subject of the sccond Henrind
is different again: for the orly time in the history plays the focus is ggimarily on the
crown prince rather than on the king. In the other history plays., the roles of the
pnnccs are incidental by comparison with that of the monarch. The sccond Henriad is
also unique in that it alone shows a prince succeeding legitimately to the throae,
instead of succession by conquest or murder. This succession is the principal subject
of the sccc;nd Henriad: a princely progress, a pre-coronation presentation of how a
roval prince, and heir to the throne, grows into his kingly roles. The two parts of

Henry IV show a kind of tutorial in process in the "education of a Christian prince”
. which takes Hal from the battle of Shrewsbury, and the quelling of the rebellion in /

and 2 Henry IV, to emerge as the conqueror-king of Harfleur and Agincourt in Henry
V. '

In the microecosms of the various worlds of the tavern, the court, am—i the
battlefield, Hal exdsts in a variety of roles: the pro:iigal, trickster, thief, son, and
soldier. But the function of these roles is mainly to provide the backgroun'd against
which the effect of his stunning translation to King is to be measured. The dramatic
stress i3 on the significance of that roval “alteration”. which of itself is shown to
convert whatever negative qualities Hal originally possessed, both as a man and as a
prince. The coronation in -2 Henry [V is the major metamorphosis which differentiates

what Hal used to be from what he now must be as a king. His actions throughout the

216
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plays are 13 -be understood as the 'progn:s toward this monumental rite’ of passagc.1
His character puts on afl the kingly roles, in his determination to perform them better
than his father. Every role his own son subsequently refused or was unable to play as

king, Henry V plays superbly.

Much of the conflict in the two parts of Henry JV stems from the questions in
various pcople’s minds concerning Henry Bolingbroke's right to rule. He achieved his
crown through an act of usurpation, in support of which the Percies cﬁgagcd in
rebellion, and in reaction to which they subsequently become disaffected. Thanks to
these irregularitics and uncertaintics, Hal's own right stands in some cjucétion. an
insccurity, which might be held partly to account for his unprincely behaviour at first.
However, he assures the audience that he is merely biding his time until he can, like
the sun,” break "through the foul and ugly mists” (I Henry JV I i 196). The process
of this biding is most important, however: to the ﬁommon people of the tavern world,
10 the court, to his father the King, to his soldiers, to the rcbcl.:s. and to the French,
Hal and King Henry V aims to be all things to all men: in cffect, he acquaints himself
with all aspects of his body politic. |

To a ccftain extent, in writing of the Prince’s youthful escapades, Shakespeare
was of course fulfilling dramatically the implications of his sources, all of which
recount’ the lively vouth of Prince Hal. But the attitude taken towards Hal's japes in
the sources i3 informative. For instance, consider Holinshed's description of Hal's
waywardness, which goes on to offer an apology for the Prince against those who had

charged him of "unciuill demeanor unscemlic for a prince™:

indecd he was youthfullie giuen, growne ‘to audacitie, and had chosen
him companions agreeable to his age: with whome he spent the time in
such recreations, exercises, and delights as he fansied. But ver -{it
should seeme by the report of some writers) that his behauiour was not

offensive or at least tending to the damage of anie bodie; sith he had a

Las Moody Prior points out in The Drama of Power, the "critical debate over
Prince and Henry V has acquired an independent fascination of its own”, 311. The
fascination lies however in the reconciliation between the king's past and present
19i2s, which is bridged and altered in his coronation

A
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care to auoid dooing wrong, and' to tender his affections - within the
tract of vertue, whereby hc.opcncd unto himsélf é redie passage of good
~ liking among the prudent sort, and was beloued of such as could
discerne his disposition, which was in no degree 50 excessive, as that he

deserued in such vehement maner to be sv.::;pcct::cl.2

Shakespeare does not follow Holinshed into this particular form of
whitewashing, but rather chooses a different way of making Hal's wildness relative to
his subscquent kingliness, With Hal's first soliloquy the audience is presented with an
opportunity to “"discerme his disposition” as a prince whose first thoG&mharc to
.combine the ideas of rolc-playiﬁg and kingship with 2 view to his future translation: he
will "imitate the sun" which being "wanted he may be more wondered at” (I Henrv [V
L i 192-5). He will falsify men's hopes when he "throws off" his loose behaviour \
And like bright metal on a sullen ground,
My reformation, glitt'ring o'er my fault,
Shall show more goodly, and attract more eves
Than that which hath no foil to set it off.
['ll so offend, to make offence a skill,
Redeeming time when men think least [ will (L 1. 207- 12y3

" In his education the prince, it would appear, has been taught wcll:. his speech shows

his acumen concerning the function and cffect of a king's public role.* Hal and his

2Chronicles. 539.

3Robert Ornstein has quite rightlv cautioned that "although we cannot allow one
soliloquy to determine our view of a character as fully developed as Hal is in dialogue
and dramatic action, ncither can we ignore the fact that in each play in which Hai
appears, he is a2llowed only one solioquyv, and in cach instance that soliloquy is a
crucial revelation of character and motive", see A Kingdom for a Stage, 136.

“Many critics find Hals bechaviour, here and subscquently, cold and calculating.
Indeed, it is hard not to see him, these davs, as someone who is fas it were) caréfully
. building a good media image for himself. This is a rather different issue from the one
explored in this thesis, which sezks primarily to show that the inconsistencies in Hal's
behaviour are explicable, perhaps indeed necessary, in terms of the roval role which he
is being called upon to preparc. That he performs the role well is beyond dispute:
that he is a likable individual, quite a different issie. '
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father are at onc in this respect, which makes the King's lesson in statecraft io his
son (III. ii) somewhat cornically superfluous. To the Kirg, "riot and dishonour stain
the brow | Of [his] young Harry" (L. i 84-5), as he fecls dismay at what he takes to

be the ruin of the prince’s public countenance.

Henry "is miﬁtakcn. as is made evident by the "play extempore”, in Mistress
Quickly's tavern, which epitomizes how well Hal knows to slip into the role which he
must subsequently put on as King. Playing at majesty in the Boar's Head i5, for Hal,
scmcthmg like a pre-Broadway try-out in New Haven. This p—ﬁig reveals a dccpcr
purposc than the expression of simple merriment of spirit for which Falstaff first
proposes it. As Falstaff assembles his impromptu regalia Hal points out the mockery of
kingship involved by deflating the value of the props; Félstaff may play at rovalty but
Hal recognizes the performance mcﬂ}'—for what it is: "Thy state is taken for a joint-
stool, thy golden sceptre for a leaden dagger, and thy precious rich crown for a -pitiful
bald crown” (I iv. 375-7). Falstaff's pcrformanc.c is a double parody in a theatrical
sense, for not only will he play Hal's father, but he will also do it "in King Cambyses'
vein” (1L iv. 382), better -than what the astounded Hostess calls "onc of these harlotry
players” (390). His language is inflated cnough to make him sound like the kind of
king that Falstaff would play, but the subject of the speech has a serious underlying
significance: the particulars of Hal's life that have -defiled him, thanks to the "pitch”
of the company he has kept. .

. 1

When Falstaff turns the focus of the speech to his own self-aggrandizement and
self-approbation, Hal stobs him: he does not pidy- the role of king wcli encugh for the
performance to go om: "Dost thou speak like a king? Do thou stand for me, and I'l
play my father" (Il iv. 427-8), This is the second time the Prince has deflated
Falstaff in his mock role; Hal in turn demonstrates how a real king should speak,
because he already knows how to do it. His exchanges with Faistaff (now cast in
Hal's role) arc sharp in their accusations again‘ this version of himself, a “prince”
who has not béhaved like one. It is a speech which is partly self- dcprccatorv bbC@uSC‘
Hal ftas allowed himself tQ be "violently carried-"away from” grace” (IL 1\ +40-1). As'.
he pla:.s the role of the king in this mock-play, Prince Hal presents himself as
nobody's fool: He can recognize the faults in princely behaviour that would be

significant in the real performance of a roval role. He is aware that his actions have
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been “pointed at“,rand' from his princely vantage point-he knows how to recognize
Falstaff for-what he is: a "devil”, a trunk of humours and diseases, a "bolting-hutch of
beastliness”, a vice, and a "grey iniquity” (Il iv. 441-8). -
Falstaff represents all those qualities of excess, appetite, and animal passion
which, as we have :secn. 8 king must overcome in his own person. For this reason,
Hal's declaration of Faistaff's future ~banishment ("1 do, I will"} is absolutely
appropriate. In order to be a king, Hal must indeed (iromically enough) follow
Falstaff's advice to "anish all the world", for the "world" represents, the values
expressed in the Book of Common Prayer's "the world, the flesh, and the devil” which
ail persons are asked to reject at their baptism and confirmation. Falstpffs
"beastliness” is not only descriptive of his appearance, but also of the way in which
his relationship with the Prince must inevitably contaminate a man who must repounce
such things in order to rule. "He which iovneth a law to gouerne with the Prince,
ioyneth God to the Prince”, wrote Robert Parsons, "but he that ioyneth -to the Princ'c
his affe‘ction to goucrne, ioyneth a beast: for that mens affections and corcupiscenscs
are common also to beastes”. When a Prince is.ruled by law he "is more then a man,
or a man deifyed”, but a "Prince ruling by affections, is lesse then a man, or a man
brutified. A Prince who ruied himself and others by "appetite and affcctions,. of al
creatures is the worst™> Ia his public conversion in 2 Henry [V, the Prince says that
he has buried all his -"affections” in the grave with his father.  Falstaff's final
rejection after Hal's coronation must be judged in this light. -

The Prince pilays at prodigality, just as he plays at thievery and uncivil
behayiour. His is indeed a world of ”sccming"T although in his own mind his royalty is
never in doubt; for he is, as Falstaff says, "essentially made without ‘sccming so" (I
iv. 486-7). DBut the world of the plav is a placc where all men play roles: the King
himself professes in the opening scene that he is now a soldier of Christ, under whose
cross he i3 impressed to fight (1. & 19-21). A litte later, [acing altered circumsiances,

ke must adopt a different role: that of his former self:

[ will from heneceforth rather be myself.

5.4 Con ference About the Next Succession to the Crowne of Ingland, 22.
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Mighty, and to be fear'd, than my condition,
Which hath been smooth as oil, soft as young down,
And therefore lost that title of respect (. il 5-8).

Even thc rebels see: their cause in m.lmcur: terms: Mortimer describes their plans for
‘revolt as “our induction full of prospcrous hope” (III. i I-2). Hotspur must be
schooled to curb his anger and wilfulness, otherwise hm'bchaviour

Loseth men's hearts and leaves behind a stain
Upon the beauty of all parts besides, .
Beguiling them of commendation. (I i. 181.3)

Henry wishes that Hal would adopt Hoispur as his role-model for pri.nccly

' actions; indeed he goes so far as to dream that Hotspur might have been his real chxld,
and Hal a changclmg. so much does he envy Hotspur's ability to play the prmcclv and

the valiant roles he wishes to see his son acting. When Hal is called to answer for

his actions to the King, he & admonished because he has failed to act appropnatclv {og

the role to which he was born. ’ch.ng determines that the illogicality of his son's
bchaviour must be some sort of divine punishment for his past "mistreadings”, for how

else '
Could such inordinate and low desires,
Such poor, such bare, such lewd, such mean attemps,
Such barren pleasures, rude society,
As thou art match'd withal, and grafted to,
Accompany the greatness of thy blood.,

And hold their level with thy princely heart? (1L ii. 11-17)

The lesson in statecraft which the King proceeds to give his son is based on
the effects and power of a monarchs public role. the show of majesty by which he

attained hisown crown: -

Had [ so lavish of my presence been.,

So common-hackney'd in the eves of men,
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So stale and cheap to vulgar company,

Opinion, that did help me to the crown,

Had still kept loyal to possession,

And left me in reputeless banishment,

A fellow of no mark nor likelihood, (IIL iL 39-45)

In his "dress” of humility he "did pluck allegiance from men's hearts” and by
kcéping his presence like "a robe pontifical” he was "Ne'er seen but wonder'd at” (lIL
ii 51-7). But Hal has already shown in his solioquy that he has calculated upon
employing much the samec strategy of showmanship, when the time shall prove right.
The Prince can do no .morc at present than to promise hereafter to be more himself
(I i 92-3). This is a significant promise, in light of Hals subsequent development,
sidce being morc himself will chiefly entail adopting the role of leader in battle, the
role for which Henry V was cglebrated in popular idcology: it is”the "self’ that history
remembered as his truest aspect. For the moment, Hal is obliged to hear again of
Hotspur's merits, while Henry con;:lcmns Hal as only the "shadow of succession™ in
some twenty-three lines of praise, Hotspur's capacities for rule are presented, in
Henry's enthusiastic description of his ability to lead ."ancient lords and reverend
bishops on | To bloody battles, and to bruising arms”. In his pﬁncclin.css. Hotspur is a
“Mars in swathling clothes” (IIL ii. 99-112) to all kingdoms: he is everything which Hal,
to the public eye, does not scem to be. Lady Percy in Z‘Henry IV describes her
husband's ﬁobility as a source of imitation for all men to admire and be inspired by:

He was indeed the glass

Wherein the nobie youth did dress themselves.

For those that could speak low and tardily
“Would turn their own perfection o abuse,
To seem like him. So that in speech, in gait,
In dict, in affections of delight,

In military rules, hur—nours of blood,

He was the mark and glass, copy and book. .
That fashion’d others. (1L ii. 22-32)
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Understandably ncttled by the umiversal chorus of praise for Hotspur's past
achievements, Halgoffers the promise-of his future role as warrior-prince, in which he
will show himself the better. For a time, Hotspur may have usurped the prince’s glory,
but Hal is determined to reclaim it for himself. His response to his father i3 expressed |
in the future tense, a picture- of Hal's self-perception, which he will put into action
because he knows he can. For Henry's fear that Hal is "degenerate”, the King "shall
not find it s0™; he "will redeerm all this on Percy's head '

’
And in the closing of some glorio{xs day
Be Eol{l.to tell you that I am your son, .
' ‘{;fhcn [ will wear a garment all of blood,’
iAqt_i stain my favours in a bloody mask,
Which, wash'd away, shall scour iy shame with it
And that shall be the day, whenc'er it lights,
That this same child of honour and renown,
This gailant Hotspar, this ail-prajsed knight,

And your unthought-of Harry chance to meet. (IL it 129-41)

There is no reason to doubt Hal's confidénce in the essence of his regal nature, and
indeed evervihing he claims here. proves true in the battle of Shrewsbury. Here, as
cisewhere, Hal has an assured trust in the way action will resolve itself in his favour:
- !
_ For the time will come
That [ shall make this northern youth exchange
His glorious deeds for my indignities. s
Percy is but my factor, good my lord,

To engross up giorious deeds on my behalf,

And I'will call him to so strict account

That he shall render every glory up,

Yea, even the slightest worship of his time,

Or I will tear the reckoning from his heart. (11 ii. 144-52)

t the Name of God and if it pleases Him. the Prince promises to "perform” the role
“has cast for himself,



Andl the Prince does indeed prove himself in his. new light, much to the dismay =

of Hotspur and the ‘rebellbus lords. Hal is no longer the "nimble-footed madcap Prince
of Wales” whom Hotspur is expecting to see in battle (IV. L 95). In the midst of the
King's forces which glitter "in golden coats like images” (IV. i 100), the Prince's newly l
- translated majesty is an impressive show: Vernon describes how he saw .

young Harry with his beaver on,
His cushes on his thighs, gallantly arm'd,
Rise from the ground like feather'd Mercury,
And vaulted with such ease into his scat
As if an angel droppd down from the clouds
To turn and wind a fiery Pegasus,

* Andwitch the world with goble horsemanship. (IV. i. 104-10)

In Vernon's description. the figure of the new Hal emerges as a poetically and
imaginatively cqnccivcd power. To Hotspur, the news that the rebel forces are
abandonihé the cause cannot compare with the significance of Hal's metamorphosis, and
Vernon's description becomes toc much to bearn: "No more, no rﬁo}c! Worse than the
sun in March. {, This praisc doth nourish agues” (IV. L 111-12). When Hal encounters
Worcester and Vernon, he speaks now with the -powcr and identity of the Prince of
Wales, who has properly taken his place at the Kings side. Hal also uses his new-
found power and newlv-cstablished role to good public cffect with his offer to combat
Hotspur alone in “single fight" (V. i 94-100), therebv redeeming his past offences to
the code of chivairy. In the ensuing excursions of the battle, the Prince's Encogmcm
with Falstaff are casual and abrupt. Should Falstaff_dic. Hal feels it would be no
great martter: Hal tells him he owes God a debt, and focleries have no place in a world
of crisis: "What, is it a time to jest and dally now? (V. iil. §5). The roles that werc
played in the tavern have 'no currency in the battlefield and it is suggcslivc‘ that
Falstaff cannot adapt: he acts as if he were still the entertainer of the Boars Head,
an environment from which Hal the warrior Prince, has detached himself. When he
mistakes Falstaffs body {or dead, his response laggs amy suggestion of sorrow for the

loss of a loved companion: "O. 1 should have a heavy miss of thee | If [ were much in
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love with vanity” (V. v. 104-5). . The operative” word is “if"’ Falstaff has already

become irrelevant to the new play in which Hal is the leading actor.

-
[

Tty: bravery he shows in the field is part of thc‘_ new role of bcing' more
»  himself that Hal had sworn to play, and is achieved in part through the efficacy of the
. use of his title: "God forbid a shallow scratch should drive | 'I'_hE: Prince of Wales from
such a field as this™ (V. iv. 10-11). He uses it again in ordcr to confront the Douglas,
but this time -t.Jh: name contains the strength of the brave members of the 5od_v politic
who have died: ' ' I
Hold up thy head, vile Scot, or thou art like
Never to hold it up againi The spirits
Of valiant Shﬁlcy. Stafford, Blunt are in my arms
It is the Prince of Wales that threatens thee, _
Who never promiseth but he means to pay. (V. iv. 38-40)
‘The spirits of Heary's body - politic, represented in the persons disguised as the King,
are here already manifest as an "indued” substance in the royal heir. Hal swears to
- make his "name in arms" greater than Hotspur's in their final ct'mfromation. which.is a
verbal battle analogous to the impending physical encounter, fought with the weight of

their respective names, titles, and roles: .

- Horspur If 1 mistake not. thou art Harry Monmouth.
Prince Thou speak'st as if 1 would deny my name.
Hors pur My name is Harry Percy. .
Prince Why then I sec
A very valiant rebe] of the name.
[ am the Prince ot; Wales, and think not, Percy,
Te s_ha;é with :mc in glory any more:
Two stars kcch. not :hcu: motion in one sphere,
Norcan one E‘hgland brook a double reign
- -Of Harry Percy and the Prince of Wales.
Q . Hors pur Nor shall it. Harry, for the hour is come
To end the one of us, and would to God

‘.;
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Thy name in arms were now as great as mine! -
Prince I'l make it greater ere [ part from thee,
l And all the budding honours on thy crest
I'll crop to make a garlm:zd for my head. (V. iv.58-72)

With the last two lifks of his speech, Hal thrusts his roic as prince -into action, and
reclaims for himself the imagery of the crown which Hotspur's nobility had usurped.

2 Henry IV opens with a Hal \}-rho has reverted to his former ways; the first
time the.audience sees him he is luxuriating in a ncwrrolc: accidie, or the "weariness”
of ncwl};-discovcrcd boredom. He admits to playing the “foal with time) while the’
"spirits of the wisc sit in the clouds and mock” him (I il 134-5); and his adventure to
steal in &isguisc upon Faistaff and Doll Tearsheet proves his self-estimation o Y%e true:’
"Fromt a prince to a prentice? A low transformation, that shall be mine, for in
everything the purpose must weigh with the folly" (IL 'il.167-9). It is curious that the .
stirring new Hal of Shrewsbury: scems entirely forgotten., but ,Shakap;arc. in again
showing his audience a wayward, negligent Hal, has taken the opportunity of using part
two to repeat the pattern of part one, thereby stressing mo-vcmcm towards change and
alteration in Hal's role. Thus the foolery in the tavern scene is suddenly suspended
- when Peto comes with news that the rebels are up in arms again. The urgency of the
crisis at hand pricks the Prmccs ro'val conscxcncc and the merriment he had found in
plaving the role of the. "prentice” bccomcs instantly irrclevant, and s immediately

droppcd asan cmbarrassmg folly:

By heaven, Poins, I feel me much 1o blame.
So idly to profane precious'time,

When tempesis of comfnotion. like the south
Borne with black vapour, doth begin to melt
And drop upon our bare unarmed heads.

Give me my sword and cloak. Falstaff, good night. {IL iv. 3§8-63)
The result is -2 transformation of role: the sitvation demands the appropriate action
from Hal, and the ease with which he supplies it suggests that the lessons of part one

have no:\ been entirely forgotten.  Falstaff's comment to the Hostess and Doll provides

- \
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a nicely ironical comment. on the discrepancy between him and the Prince: “the

undescrver may sleep, when the man of action is called on” (1L iv.372-3).

Hal does not a;ppcar again until well into act four where he comes to "'v-"rrc'stlc"
‘with the crown and the destiny of -the great new role which is about to fall to him.
Scene four represents the physical demise of the King, who directs the nobics around
him to prepare for the transfer of royalty- from one body to s successor. Henry

advises Clarence how 10 suit his behaviour toward the pcrsdnality of his future king:-

omit him not, blunt not his love,
Nor lose the good advantage of his grace
By seeming cold, or careless of his will;
For he is gracious, if he be observ'd (IV. iv. 27-30).
Henrv's instructions focus on the many-sided aspects of Hals character, which if not

propcrlv checked (as befits Iarcnccs responsibilities as a counsellor) couid prove

. -disastrous in a king:

His temper therefore must be well observid. ’ .
Chide him for faults, and do it reverently,
When vou perceive his blood inclin'd to mirth; - —

But being m;)ody. give him time and scope, .

. Till that his passions, like a whale on ground,
Confound themselves with working, (iV. iv. 36-41)
N

. The Earl of Warwick. however, sccnﬁ to know Hal better than docs\ his father.
in an aucmpt to qucu Henrvs fears that Hal's nobility has proncd the "soil" which is
"overspread with v.ccds (IV. tv. 54-61, Warwick offers reasons for what the King takes
to be the Princes tmnsgrmssions. and reveals a confidence in the saving grace of Hals

transformation:

My gracious lord. vou look bevond him guiie.
“The Prince but studies his companions

. Like a2 strange tongue, wherein, to gain the language.
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“Tis needful that 1St immodest word .
Be look'd upon and learnt; which once attain'd,
Your Highness knows, comes 1o no further use’
But 1o be known and -hatcd. So, like gross terms,
- The Prince will, in the perfectness of time,
Cast off his followers, and their memory -
Shall as a pattern or a n{casyrc live .
By which his Grace must mete the lives of other,
‘I‘unﬁng past cvils to advantages. (IV. iv. 67-78)
The speech .is an affirmation of the kind of educative process which Hal's soliloquy in
part one had described, and looks toward the kind of "noble change" which Hal has
“purposed” (IV. v. 154), and which he_wjll put into effect after he is crowned.

The dominant note of "ch;angc" is sounded by the condir.ions'gf Henry's, slow

death as the "incessant care and labour of his mind” marks the end of his reign (IV.
. 118); "his eve is hollow, and he changes much” (IV. v. 6)% the necws that
Northumberland has been overthrown has “alterd [him] much upon hearing it” (IV. v.
13). It seems that nature too. is sympathetic to the death of a king: "The scasons
changé their manners, as the year | Had found some months asleep and leap'd them
over" (IV. v, 123.4);

The ri.vcr hath thrice flow'd, no ebb between,

And the old folk, time's doting chronicles,

Say it did so a little time Bcforc

That our great-grandsire Edward sick’d and died. (IV. v. 125-8)

Against this background of the theme of change the dving Henrv lies with his
crown beside him. As Hal remains 1o watch over the sleeping King, the slage ccases
to be a platform for iiving characters and presents instead a mise en scene of the
“process of roval succession. Alone on stage are the King, the crown, and the heir in
a symbolic trinity illustrating the ideal of kingship. Hal now speaks to the crown in
affective, personified terms, giving iL. an identity as if speaking face to facc with

Kingship- itself. In the crown are the cares of rule which have proven "so troublesome
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a bedfellow” 10 Henry's rest (IV. v. 21); “majesty” is an uncomfortable crown whose
 demands - "scald’st” tHt bearer with its "safety” (IV. v. 27-30). When Hal mistakes the
King for dead he speaks first in his role as a son and then in his role as a prince:
" Thy duc from me

Is tears and heavy sorrow of the blood,

Which nature, love, and filial tenderness

Shall, O dear father, pay thee plentcously.

My due from thee is this imperial crown,

Which, as immediate from thy place and bioed,
~ S Derives itself 1o me. (IV. v. 36-42)

Hal effects his trapslation to a kingly role by pcrformin? his own coronation,
when he places the crown upon his head. It is an alterazon which -he is compelled to
take on, imposed upon him by his birth-right, despite the cares of kingship which he
has just described. The fact that he crowns himself is indicative of his preparedness
10 ass;mc roval responsibilities --“responsibilities which he could not escape even had
he wanted to. From henceforward in the play, Hal speaks not in the tongues of his
past roles but as the future Henry V. He ends his speech with an assertion of his
assumption of power by authority, which "God shall guard”, and a2 confidence that the _

strength of the bogdy politic rests in him and his heirs:

and put the world's whole streagth
~ Into one giant arm, it shall not force
. - This lineal honour from me. This from thee———

Will ] to mine leave, as 'tis left to me. (IV. v. '43'-5]

The cnsuing scene between father and son shows the discrepancies between
their respective attitudes towards kingship: ‘once again. the King, the Prince and the
crown arc the sole occupants of the stage. Hennv's pcssinﬁsm' is guided by his
thoughts on the “canker'd heaps of strange-achieved gold" (IV. v, 71), and the
-perturbations of nature in revolt when "gold becomes [its] object” (IV..‘ v. 65-6). He
begins by complaining that Hal secks for himself the "grc'atncss“ that in the course of

time will "overwhelm” him (IV. v. 97), and pictures a realm in chaos under Hal's rule.
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His son’s attempt to take the crown before his time he sees a¢ the sign of "vanity”
whose time has come to "mock at form” (IV.v. 118-19). In respomse to his father's
rebuke, the Prince kneels, a sign ofg reverence which reconciles his "inward true and

duteous spirit” with his intended ourward display of reformation:

_ If I do feign,

0.'1'ct me in my present wildness die,

ﬁlmd never live to show th'incredulous world

. The noble change that [ have purposed! (IV. v. 147-54)
The crown whi'ch has rested so uneasily on Henry's head is the "enemy” with which Hal
has striven, and proven victor, in the "quarrel of a truc inheritor” (IV.v. 165-8). It
shall, Henry admits, descend to his son "in better quict | Better opinion, better
confirmation” ‘than he himself as King had worn it (IV. v. 187-8). The sincerity of the
"change” that  Hal has purposed is not to be doubted because it is offered as an
outward "show" to the "incredulous world™ on the contrary, such public manifestations
are .prcciscly what a king should presemt as a guaranice of his truth , VHal‘s,
transformation is part of the  all-encompassing “"alteration" which kingship brings: a
change from one statc and being to another whjch: is completely different and

sanctified.

In a series of pageants, Hal's next appearancss in the pla\ begin to reveal the
outward s:gns of his alteration. first in the coronation robes wmch he wears. He is
"King Henry the Fifth, attended” (V. i. 42.1) The man has been assumed into the
King, and he appears more like a symbol of majestv than like the Prince Hal the
audience has hitherto known.® His first' comment drews attention L f0 the external
qualities of kingship, "This new and gorgeous majesty" which "Sits not so casy on me

as vou think" (V. i 44.5). Because he sces that sorrow looks “so rovally™ in his

SThe 1975 Roval Shakespeare Company production stressed this alteration by
having Alan Howard, the Hal clad entirely in golden armour for this scene. a stunning
coup de theatre. Hal's personality seemed to have been completely metamorphosed: he
was transformed from man to some kind of roval hutomaton whose humanity had been
translated into glittering metal Knowingly or not. the director (Terry Hands) lit upon
the ideologically central importance of this transformation. After all. no-one would -
expect an animated gold statuc to react to events in the way a man would have done.
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brothers, Hal too, will "dcé.ply put the fashion on” (V. i 51-2). He notices that there

is "an. uneasy sense of expectation from the characters around him, as if he were

appearing in an entirely new kind of light, and with a new authority, which people had

not yet learned how to assess when jﬁdgi.ng their behaviour:
e

Brothers, you mix your sadness with some fear.

This is the English, not the Turkish court (V. il 46-7)

You all look strangely on me ~ (V.1 63).

- . M

&

He casily assumes one role of kingship after another: he will be a brother and

a father to his brother Princes; he will bear “all their cares; the King is dead but the

king will live in Hal for &cfyonc's prosperity:

I'll be vour father and vour brother 100;

Let me but bear your love, I'll bear your cares.
Yet weep that Harry's dead, and so will I;

But Harry lives, that shall convert those tears _

By number into hours of happiness. (V. ii. §7-61)

in his defence of his former actions towards Hal, the Chief Justice reminds thé new-

~
}

/

King that he must change his view of the world with the change of his role: to ook

at past offences not with- the eye of the truant Prince but with that of the King, and

prospective father to another prince:

Be you contented, wearing now the garland,

To have a son set your decrees at naught? (V. iL. §4.5)

Question your roval thoughts, make the case vours,
Be now the father, and propose a son.

Hear vour own dignity so much profan’d.

Sec vour most dreadful laws so loosely slighted,
Behold vourself so by a son disdain'd:

And then imagine me taking vour part.

-
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And in your power soft silencing your son

After this cold consideration sentence me;

A.nd. as you are king, speak in‘yo_ur state

What I have done that misbecame my place,

My person, or my liege's sovereigaty. Y V. ii. §1-101)

The Chief Justice speaks with the vested ority of the body politic, in which Hal
now as King must place his trust, and which he must in turn delegate to members who
will act on his behalf. He promises to be the kind of king that the Chief Justice
describes, not the thing he was: -~

believe me, I beseech vou,
My father is gone wild into his grave,
For in his tomb lie my affections;
 And with his.spirits sadly [ survive

To mock the expectation of the world,
To frustrate prophecies, and to raze out

" Rotten opinion, who hath writ me down
After my seeming. The tide of blood in me
Hath proudly flow'd in vanity till now.
Where it shall mingle with the state of floods,

And flow henceforward in formal majesty. (V.ii. 122-33)

His public conversion, to proceed henceforth "in formal majesty”, is made up of
statements which are all affirmatives, typical of the way Hal can take control of his
new role. After his public avowal, his first thoughts are of government and rule,
concerning which he speaks like a king whose body has indeed become the symbol of &

whole country:

Now call we our high court of parliament,
And let us choose such limbs of noble counsel
That the great body of our state mav go

In equal rank with the Pcst-govcm‘d nation (V. ii. 134.7).

k]
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The sccond pageant is cven more illustrious than the first, since it presents the
anointed King-and his train coming from the coronation. It takes the form of a silent
passage over the stage, providing the opportunity for Falstaff to "leer™ after the King,
and mark his "countenance”. But it is not the Hal whom Falstaff had known, and is
now cxpc;:ting as King, and from whom he is alrcady anticipating his benefits. . With
. the King’s third entrance, Falstaff addresses him directly in the old manner of their
past: "my royal Hal", "most royal imp of fame!", "my sweet boy!", "My King! My Jovel .

. my heart!” (V. v. 41-6). Henry directs the Chief Justice to speak to "that vain
man” who has transgressed against decorum by his speech: "Have vou your wi:s? Know
you what 'tis you speak?" (V. v. 45). Not only is Hal altered in his new role as King,

" but others too, as a consequence of Hal's change, must now aiter their behaviour  and

attitude around him. Faistaff does not address Hal but King Henry V, and it is as the ‘

King that Henry speaks to him in-a denial of familiarity: "I know thes not, old man"
(V.v. 47).  As a king who has gone through the sanctity of a transformation, Henry
cannor know Falstaff because of the kind of qualities he has come to represent in <he
play: lecherv, discase, idlcr;css. appetite; these are the "affections” that Henrv has

buried in the tomb with his father.

The King's past is compared with a dream-world, which must now, in his

present state of wakefulness, be forgotten and banished:

Fall to thy pravers.

How ill white hairs becomes a fool and jester!

[ have long dreamt of such a kind of man,

So surfeit-swell'd, so old, and so profane;

But being awak'd I do despise my dream. (V. v. 47-51)
Faistaff is banished in all seriousness: by all the tenets for kingship exploted in this
study, the banishment cannot be seen as a callous gesture on the King's part, but an
entirely necessary, indeed, an inevitable action: even Faistaff iromically acknowiedges
that the King "must seem thus to the world” (V. v. 78). The banishment is a condition

of Hal's kingship which has forced him to put on the new men, a new man who has
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turned away from his “former self".’  Shakespearc follows Holinshed ~closely in
presenting the picture of "this ld:ig" who

cuen at first appointing with himselfe, to shew that in his person
princelie honors should change publike manners, he determined to put on
him the shape of a new man. For where as aforctime he had mede
himselfe a companion unto misrulic mates of dissolute order and. life, he
now banished them all from his presence . . . inhibiting them upon a
great paine, not once to approch, lodge, or soiourne Within ten miles of
his court or presence: and in their places he chose men of grauitie, wit,
and high policie, by whose wise coussell he ‘might at all times rule to
his honour and dignitie.$ . '
" Henry's first decree in h;s office of King is to ban:':sh from his presence those aspects
of himself which, as a prince, he has entertained, but in whiﬁh. a3 a king, he can have
no part: ’ T

Presume not that [ am the thing | was;
For God doth know, 50 shall the world perceive, &
That I have turn'd away my former self;

So will [ those that kept me company. (V. v. 56-9)

No attempt is being made here to assess the impenetrable. the question of how
an audience would respond to the manner of Falstaif's banishment. Many good judges
have revolted at Hals action. entircly consistent though it is with Hal's explicit
attitude towards Falstaff, expressed early in part one, and consistent (as has been
shown) with «the theory of kingship. Action which is a disagrecable necessity can
nonetheless be undertaken in a variety of wayvs, and it does not scem inconsistent with
any other aspect of Hal's relationship with Falstaff that he should choose the most
wounding of the alternatives when it comes time finally to reject him.

SChronicles, 543. The passage continues: "This reformation in the new king
Christfopher] Ock{land, in his Anglorum praelia] hath reported. fullic consenting with
this. For saith he, L

THe inter pauio lasciuior ante,

De functo genitore grauis constansqu re penie
Monbus ablegat corru pris regis ab aula

Assuetos (si quisquam sua tecta reru ferint} addit,
Algu ita mutatus facit omnia principe digna,
Ingenio magno post consultoribus usus etc.
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At the-beginning of Henry ¥, the King's "néw man" image is agéin the central
focus in the commentary of other characters upon' him. To the Bishops of Canterbury
and Ely, the Prince's conversion and repentance arc religious in nature; to them the

T

King is now "full of grace and fair regard” (L & 22):

The breath no sooner left his father's body,

But that his wildness, mortified in him, |

Seem'd to die 100; yea at that very moment, _ Gi
Consideration like an angel came,

And whipp'd th'offending Adam out of him,

Leaving his body as a Paradise,

Tenvelop and contain cclc.sﬁal spirits. (1. L 25-31)

The country is "blessed in the change” (L i. 37).
x
Henry's transformation from prince to king is indced a religious event, in which
the ceremony of coronation has thrown off the foﬁncr man in ‘favour .0f the new; the
Bishop's commentary is taken almost word for word from the Baptism Service in the
Book of Common Prayer. Like a baptism, the king's coronation is based on a premise

which transforms the person from one state to another:

O merciful God, graunte- that the olde Adam in these children maye be
5O buried, that the' newe man may be raysed vp in them. . . . Graunt
that all carnal affeccions mave dye in them, and that all thinges
belonginge to the spirité may liuve and growe in them. . . . graunt that
he being dead vnto sinnc and lyuing vnto righteousnes, and being buried
with Christ in his death, mave crucifv the old man. and viterly abolvshe

the whole bodve of synnc.g

Because "the strawberry grows underneath the nettle”, Henry's past is termed by Ely

merely the “veil of wildness” under which the Prince could better cultivate his

98CP. 111,
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“faculty” towards kingship (I. i 60-6). The Constable of France warns the Dauphin
that he is mistaken in thinking that England is "so idly kingd | Her sceptre so
fantastically borne | By a vain, giddy, shallow, humorous youth” (II. iv: 26.8); the news
- of Henry's changc has reached France, as the Constable proceeds to teil the Dauphin:

Question your grace the late ambassadors,
With what great state he heard their embassy,
How well supplied with :;oblc counseliors,
How modest in exception, and withal _
How terrible in constant resolution, .
And you shall find his vanities forespent
Were but the outside of the Roman Brutus,

Covering discretion with a coat of folly. .. . (IL iv. 31-8)

As the® Constable’s account makes clcar Henry's conversion iy related to hE
spéctacular‘pcrformancc of thcA functions of a king. The view of kingship which is . -
presented in Henry V- is the dramatization of a monarch who fulfills: alf the
" extraordinary qualities demanded of him in his role, and can perform them when he
chooses,  Describing the effects of I—Icm‘y'al translation, Canterbury comments that
"Never was such a sudden scholar made; | Never came reformation in a flood . . .-
and all at once -- | As in this king” (L i 32-3). Henry is seen now as able. 10 "reason
in divinity" so that one "would desire the king were made a prelate™; he can "debate of
commonwealth affairs” as if it had "been all in all his study™ his "discourse of war" is

"a "fearful battle render'd vou in music”. In fact, continues Canterbury, -

-

Turn him to any cause of 'policy.

The Gordian knot of it he will unloose, -

Familiar as his parter; that, when he speaks,

The air, a charter'd hbcr.tinc. is still {1. L. 38-48).
All the extraordinary qualities with which the king was ;:;csﬂmﬁf:m??n Vthc :
plav the manifestation of the various roles which Henry assumes in order to govern.

f
Henry's roval "occupation” is well bevond that of the ordinary man. As Van Laan has
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the first two acts show Henry . ' - o -

y; . . S
not only as a“Shréwd, efficient, and righteous executive, but “also,
mpccia.lﬂy through the Scroop affair, as the embodiment and dispenser of
justice. Acts I and IV, which centre upon the fighting in France,
celebrate I-Icn.ry.'s' battleficld - 'accomplishmcms,. but - these are
" overshadowed by his successful deployment of other skills. Act I
© features Henry the orator: the lion as orator in- II'I'.i.‘rousing_ his men .
and’ in IILii the fox as' orator, the clever negotiator, smoothly '

persuading ;: town to surrender .without bloodshed The orator returns

in Act IV scene iij, this time rc;using his men to action under far more

trying circumstances than before, but the primary emphasis in this act

falls in its opening scene . . . which presents Henry the man, first as he

moves among and tries to share the experience of his soldiers . . . then

as in his lonecliness he suffers the agonies of his office -and h:s

inheritance. In Act V, with the war over, Shakespeare completes his -

portrayal of Henry by having him cxhibit twe final dimensions of himself

-- the magnanimous victor and the lover-wooer. 10 .

/

The military role is one which gets a great deal of attention in the play, especiallv in
the King's speeches to his soldiers. Before the battle of Harfleur, Henry speaks of the
warrior's action in mimetic terms, as an endeavour in which he should “imitate the
action of the tiger" (IIl. L 6} "D'isguisc_: fair nature with hard-favourd rage . . . lend
the eve a termible aspect” (7-8ff.). The \:_fholc specch s a lesson which seeks to

combine the brutal strength of soidiering with the artifice inherent in rc:l»:-plz‘:l}ring.l1

1URaie-,z:v!ay:'ng in Shakespeare, 33. “Henry's separate-roles do not ¢xdst one at a
time but simultaneously, evén.though only one or another of them mav be appropriate
at a given moment. Henry's identity, as well as that of the King, is genuinelv a nexus
of roles", Ibid., 35. '

H1CL. Holinshed, Chronicles: "then calling his captains and soldiers about him, he

made to them a right graue oration, mooving them to plaie the men", $53.

-obscrvcd, the histrionic dimensions of Henry's kingship are part of the ki:[g’s office; -~
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The royal office entails -; vancty of actions which Henry from Act to Act is
seen not only performing, but performing well.  As cach chorus announces the different
kind of "Henry" the audience is about to see, the role of king becomes increasingly
complex: like a prism, the theatrical action refracts the various spectra of what in
“real life® would be unified and whole. To change the metaphor, the play .bccomcs
itself a mirror in which to view the "mirror of.all Christian kings" (Chorus, IL 6} and
his extraordinary qualities:

cloguent and grauve was his speech, and of great grace and power to
persuade: for conclusion, a maiestic was he that both lived & died a
paterne in princehood, a lode-starre in honour, and mirtour of

rrmgni.t'iccnc:::.12

-

a—

As the constantly t;hcatn'ml emphasis of the Chorus makes clear, the world of
Henry V is symbolically and practically -associmcd with the world of the theatre, a
world which ideally needs a "kingdom for a stage, princes to act | And monarchs to
behold tl_":c_ swelling scene!” (Prologue, 3-4), but which will perforce make do with_an
"unworthy scaffold” and the powers of imagination. The acts of an extraordinary king,
the kind of royalty Henry puts into action, are quite centrally’ the stuff of which
Elizabethan drama was made; and which in Henrv V' receive perhaps their most dynamic
exploration. [n the Act by Act presentation of -I-Icn?y the statesman, the eorstor, the
soldier, and the wooer, the play itself becomes an illusiration both of the regal ideal
and of the ways this inherently mimetic figure can in tum be réprcscr;tcd by the
drama. Henry 17 is one of Shakespearc’s most self-reflexive plays. whose very subject is
the "piaying of the kng" [t is not nccc:*;sar}' to discuss this aspect of the play any
further; indeed it has become rather threadbarc under the weight .of modern critical
observation. Rather, I wish to pursue the detail of the ways in which Henry himself

plays the roles which he has inherited.

—— '
Hcr_iry's countenance is an effective .agent in the plaving of his kingly roles.

He claims he will "show fhis] sail of greatness” to the King of France and "rise there
with so full a glory | That [he] will dazzie all the eves of France, @ Yea, strike the

12Holinshed, Chronicles. 585.
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Dauphin blind to look on [him}" (L. i 274-80). Excter warns the French that the King
comes "in fierce tempest . . . In thunder and in earthquake like. a Jove" (I iv. 99-100). .
On the eve of Agincourt, the Chorus affirms that "Upon his royal face there is no‘l
- note | How dread an army hsth cnrounded him"; the King "freshly looks" with his
"cheerful semblance and sweet majesty” that his soldiers are able to "pluck comfort
from his looks" (Chorus, IV. 35-4_»2_). And cven when he tries to disguise the outward
demeanour of his majesty, by appcarﬁ:g"just like a “common man" to Pistol and
Williams, Henry cannot hide from the audicnce the cssence of h:s royalty, nor the
many identities inherent in the role. The “little touch of Harry in the night” turns out '
to be a manifestation of those identitics, as he "debates awhile” with his soldiers.!3
To Pistol, Henry acknb\ialcdgcs hinzsclf as a "frfcnd'f. a "gcnﬂcman “of the
company”, a "Welshman", who is a "kinsman" to Fluclien (IV: L 36, 39, 51, 5%). OCn
the one level, Henry's responses are guided Ey the role he is’ﬁlaying at the moment,
but on another more symbolic level, they are representative of the king's multiple
identities: a friend to his subjects, and a kinsman to all. To the unsuspecting Bates,
Court, and Williams, Henry again acknowledges ‘he is a "friend", and one who serves
» 'under Sir Thomas Erpingham” (IV. i 92.‘ 94), but the dialogue this time focuses upon a .
'_‘subjccl's allegiance to the king. Hchry's the "kiﬁg is but a man" speech  draws
attention to outward ceremonial trappings of a king which merely disguise his common
humanity. It is an ironic reversal of ro‘lc:-s, that though Henry is cssentially the King
on the inside, his outward appecarance for ;hc momc'ﬁt belies the fact, and in his
present role, he can speak both in the disguised identity of the King and the common

marn:

I think the king is but a man, as 1 am: the violet smells to him as it
doth to me; the clement shows to him as it doth o0 me; ai.l‘ his senses
", have but human conditions: his ceremonies laid by, in his nakedness he
appears but a man: and t.hough his‘a.t:f;ctiorrs arc higher mounted than

ours. vel when they stoop. they stoop with the like wing. Therefore

L . -

Ly may also remind an auwdience tho: in his salad days Hal enjoved dressing up
bencath his station. The entire episede of the King's disguised visit to his soldiers is
fraughi’ with difficulties of interpretation which (again) will not be ventured upen in
this thesis, |



240

when he sees reason of fears, as we do, his fears out of doubt, be of
the same relish as ours are: yet, in reason, no man shouid possess him

with any appearance of fear, lest he, by showing it, should dishearten.
his army. (IV. L. 101-13)
The soldiers, as Williams explains later, did not intend to insult the King on the eve of

Agincourt, they were-speaking to someone who came to them looking like a man and
not like a king:

Your mejesty came not Eke yourself: vou appeared to me but as a
common man; witness the night, your gé.rmcms. your lowliness; and What
your highness suffercd under that shape, 1 t;accch vou, take it for vour
own fauit and not mine: for had you been as I took you for, I made no

offence: therefore, I beseech vour highness, pardon me. (IV. viii. 51-8)

As their participation in the events of Agincourt shows, the soldiers' allegiance is -not
rcallv a questionable maiter: theirs is a faith in the King's cause based oﬁ blind trust,
the like of which Bates professes: for "“if his cause bc\wrong. our obedience 10 the
king wipes the crime of it out of us” (IV. L 133-3).

-

The outg;'omh of Henry's disguised encounter between his soldiers is his
mcdi;alion on the ceremony and outward splendour of.majcsty. Even as he mocks the
"idol ceremony”, he proclaims his bound association with it at the same time. He
speaks of "homagc.swcct“,_of “flexure and low-bending”, af comn;anding the "beggar’s
knee” (IV. L 256-62). As Ornstein has remarked, "even as he dcnicé thgfatisfaction of
power and the pleasure of rule, his rhetoric swells. to a crescendo that proclaims the
oceanic. splendor of .majﬁty".l,"‘ That a king should ‘wish to exchange roles with the

common man for the latter's simplicity of life was a well-worn notion, even in song:

Were [ a king, | might command content:
Were [ obscure, unknown should be my cares:

And were [ dead. no thoughts should me torment,

144 Kingdom for a Stage, 196.
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"~ Nor words, oY wrongs, nor loves, nor hopes, nor fears,

S ' A doubtful choice, of three things one to crave;

) A léingdom, or a cottage, or a gram:.l-S

As Hcm'v speaks in thc guise of the common man, he meditates upon the states of the
private individual and the king, wmch are at odds within h;msclf The majesty wt‘uch
Henry wears is not in the
balm, the sceptre and the ball, -
The sword, the mace, the crown imperial,
' The intertissued robe of-gold and pearl,
The farced titic running 'fore the king,
- The throne he sits on, nor the tide of pomp '
That beats upon the high shore of this world (IV. 1 266-71),

but in the inward sanctity of rovalty for which these things are only s:gns . Henry's
kingship in this scenc is majesty's cssential "nakedness”, the ‘“indued” spirit and
extraordinary qualities which Henry canpot cloak. Indecd. the cloak in which Henrv is
disguised is an ironic metaphor in this sease. Elyot, in The Governor, equates the

-

king's dignity with the outward garment of majesty:

If thou be a governor. or hast over other sm'crcigm;. know thyself,
that is to say, know that thou art verilv a man'compact of soul and
body, and in that all other men be equal unto thee. Also that every man
taketh with thc’c- equal benefit of the spirit of life, nor thou hast an_v' i
more of the dew of heaven, or the brighmcss of the sun, than anv other
person. Thy dignity or authority wherein thou only differest from other
is (as it were) but a weighty - cloak, freshlv gh‘ucn‘né in the eves of
them that be purblind, where unto thee it is painful, if thou' wear him in

- -

" his right fashion, and as it shall best become thee. 16

.

13From John Munday's Songs and Psalms. 1394 in Lyrics From the Song-Books of
the Elizabethan Age, 151,

16165,
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- Itisa characteristic quality of Henry's kingship that 'hc continually places his
confidence in Géd‘s ‘protcctivc poévcr and gracc.‘ He proclaims- himself 1w be ™a
Chn'stiah king” (I ii 241). and " unlike Henry VI, whose perpetual invocation of the .
Namc of God did little for c:thcr his condition or his mental cthbnum. Henry V
~seems to find reassurance in his appeals to thc Name of God: mdccd. in the crudest
scnse, they seem to work: he gets what he pra_vs for. thrc Henry VI was able to
realize only a restricted aspect of the divine nature of his- office, Henry V liberates |
his powcr through 2 comprehensive awareness of it Out of the sixty references made
to God in the. play, more than half are. madc by the King himself. It is Henrv'y
spiritual strength and faith which remain a constant feature in the performance of his
various kingly roles. Thus, when tﬁcatcning the French Ambassadors, Henry professes
_that his conquering strength -

. -

les all within the will of God,
To whom I 50 appeal; and in whose name
Tell you'tﬁé Dauphin | am coming on,
To venge me as I may and to put forth )
+ . Myrghtfulhandina well-hallow'd cause. (1. 1. 289-93)
He declares to the Engﬂsh lords that there is "now no thought in [him| buy France, | )
‘Save those to God” (L i 302-3). As the play progresses, the view that Henry. is .:cunﬁ, -
under providential blessing is cncouraged by the ways in which his appeals to rud.
appear 1o be answered fav_ourably.lf The treason of the Scroop affair i, even 10 the
l traitors, a plot which "God just'iy bath discover'd” (Il ii 151) and is rc'aﬁirmcd by the
King: "Since God so graciously-hath t_)roug'ht to light | This dangerous treason” (Il ii.
185-6). The way 1o France is now unhindered and Henrv encourages his company to
set "forth” and “deliver | Our puissance into the hand of God" (IL ii. 18990} (nher
characters invoke the divine power in Heary's behalf; Exeter iells the French king that
Hcrr\.lls ‘in the name of God Almighty, = That vou divest vourself and lav apart
\bcu:rov.'d glories that by gift of heaven” belong to the English. King (1l . 779y

170f course, this mav be mere happenstance. Posr fioc 15 by no means nccessarily

propter hoc. But this is another question whrch cannot be addressed in the scope of
this thesis.
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~'And bids you, in the bowels of the Lord, | Deliver up’the¢ crown" (102-3). Henry

warns Mouqtjoir that the English come, with God before them, to fight the French
king; -and he assures the f-carful Gloucester that the fate of thejr forces rests not in
" thé hands of the French, but "in God's hand” ({IL vii. 174).

| Elizabethan tracts are full of references which place the king in God's
: ,protective power and guidancek, so that he becomes a vcﬁiclc by which God's own
‘strength and benecficence can be scen. 18 Henry increasingly becomes in the play a
type of kingly David, echoing his confidence in God's succour and on whosc behalf he
dedicates himsclf to action. Holinshed's own homiletic colouring of Henrv's history

lends an added dimension to this picture; he reports Henry as saying:

13Includt:d in the Book of Common Prayer was_a praver of Lhanisgmng "for the
deliucrance of her majestic from ve murderous intention of D. Parry™ “owre blessed
Quene thy humble servaht and trewe Handmaide, of whose ' Estate being in the
expectation of the nombre of wicked persons manie times in great and secrett dangers,
vet thow Lord . . . hast alwaies prescrued and defended hir by manie miraculous
meanes . . . wee haue fullic felt thy mervallous goodnes by the discoveric of sum
Attemiptes most apparantlie taken in hand against her person". In response to the
Gowry treason, A Fourme of Praver was published -in thanksgiving . for King James's

happy deliverance: "Lé& 'us pray -- Almighty and cuerlasting God . . . by whom Kings
doc bearc rule, and under whose prouidence they are wonderfully and mightily
oftentimes protected from many “fearful dangers . .. O Eternal God, & most gracious

father., which preseruest thy scruants by thy mighty hand, especially godly Princes,
when their liuves are sought for by their cruel enemies”. C2V, FII. See also the Book
of Common Prayer; the Litany, "That it may please the, to be her [Elizabeth's]
defender and keper, geuing her the victory ouer al her enemves”. That God was
responsible for all victories was a widespread notion, especially after the Armada; it is
onc which Shakespearc gives. Henry to use, 10 tomment on the results of Agincourt;
see BCP: "A Praver for dchucrancc from encmies™, Evening and Morning Praver psalms:
33:15, "There is no king that can be saved by the multitude of an host™; 63:12. "But
the King shall rejoice in God™ 90:17, "And the glorious Majesty of the Lord our God
be upon us: prosper thou the work of our hands upon us, O prosper thou our handy-
work™ 91:1-2, "Whoso dwelleth under the defence of the most High: shall abide under
the shadow of the Almighty. I will say unto the Lord. Thou art my hope. and my
stronghold: my God. in him will I trust, 108:12.13, "O help us against the enemy: for
vain is the help of man. Through God we shall do great acts: and it is he that shall
iread down our encmics™.  Sce also Richard Hooker, Laws of Ecclesiastical Polity: "For
it is God. who giveth victorie in the day of warr and unto whom Doninion in this sort
s derived, the same they enjov according unto thar law of nations, which law

authorizeth Conquerours to raigne as absolute Lordes over them whom they vanquish”,
334,
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. " will enter. into France, as i:;.u': mine owne true 'and lawfull patrimonie,
appointing to acquire the same, not with brag of words, but with deeds
of men, and dint of sword, by the aid of God, in whome is my whole
trust and confidence. 19

v

. . for either by famous death or glorious victoric would he (by Gods
grace) win honour and fame.20
"But let no man ascribe victorie to our owne strength and might, but
onlie to God's assistance, t0 whome I haue no doubt we shall worthilie
" haue cause to giue thankes therefore”. 21

. and gathering his armie togither, gauc thanks to almightic God for
so happie a victofic, causing his prelats and chapleins to sing this
psalme: In exitu Israel de Aegyplo, and commanded cucric man to kneele
downe on the ground‘at this verse: Non nobis Domine, non nobis sed
nomini wo da gloriam. Which doone, he caused T¢ Deumn, with ccnainc_'_ B
anthems o be soong, giuing laud and pra:sc {s] God. without boasting of

his owne force or anic humane power.*2

for the death of /Richard II at his father's hands.= After the battle itself Henrv

shows himself at his most devout and thankful, praising the protection of his ‘bcnign
God:

Chronicles, 548, | .

201bid., 553.

211bid. ' ’

21bid., 555.

BNot to-day, S Lord! ! 'O not to-day, think not upon the fault , . ." (IV. i 298
ff). Cf. BCP.-Morning Prayer psalm 132:10-12: "For thy servant David's sazke: turn not

away the presence of thine Anointed. The Lord hath made a faithful oath unto David™,

A)
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O God. thy arm was here;
And not to us, but to thy arm alone,
. Ascribe we alll (IV. viii. 108:10)2%

~

Take it, God,
For it is none but thine! (I'V. viil 113-14)

Fuuellen Is it not lawful, and please vour majesty, to tell how many
is killed?
King Henry Yes, captain; but with this acknowledgement,
That God fought for us. (TV. viil 119.22)
. , .
Do we all with holy riics:

Let there be sung "Non nobis” and "Te Deum" (IV. viii. 124-5)

The Chorus’s accoun: of Henry's victorious entrance into London describes how the

King wore his spiritual hurnility in his countenance, for

his lords desire him to have borne
His bruised helmet and his bended sword
Before him through the citv: he forbids it,
Being free from vainness and self-glorious pride; C

Giving full trophy, signal and ostent.

-

S4CL BCP, “After Victory of Deliverance From and Enemy™ "We gat not this by
our own sword, neither was it our own arm that saved us: but thy right hand, and °
thine arm. and the light of thy countenance. because thou hadst a favour unto us".
This prayer is subsequent to the Elizabethan pericd, but evidently derives from "A
Psaime and Collect of Thankesgiving” written after the Armada and published in 1588:
“This. was the Lords doing, and it is marueilous in our and in our enemies' sight, and
in the eves of all people: and all thai see it shail sav, This is the Lords worke . . .
With his owne right hand, and with his holy arme: hath he gotten himselfe the
victorie”.  Also Morning Prayer psaim 144:10: "Thou hast given victory unto kings: and
hast delivered David thy servant from the peril of the sword™. '
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Quite from himself, 10 God. (Chorus, V. 17-22)25

Of all Shakespeare's kings (the special case of chry‘ VIII excepted), Henry V is
the only mb'narch who enjoys the right and privilege to reign without serious
contcntibn or any effective threat of usurpation. He is also Shakespeare's oniy.:
presentation of a prince who undergoes the process of rightful succession. Over his
rule there appears to shine the light of a God whose providence is intermixed with
Henry's own conception of his role as king, and how to put that role into action.
From the process of change and altcratién in the first two parts of Henry /17, Henry
emerges as a king who has understood the importance of role-plaving as an aspect of
the kingly office, and how to keep that process in -close allianée with the divine
element of the ‘ro_'Ic. The sobriquct which Shakespecare joins Holinshed in giving him,
“the mirror of all Christian kings', scems entirely appropriate in view of the way that
both the religious and artistic aspects of kingship are represented in his rule.20

. r

23Ct. Holinshed, Chronicles: "The kmg; like a graue and sober personage, and as
one remembring from whom all victories are sent, seemed little to regard such vaine

pompe and shewes as were in triumphant sort deuised for his welcoming home from so -

prosperous a journie, in s¢ much that he would not suffer his helmet 10 be .carried
with him, whereby might haue appeared to the people the blowes and dints that were
to be seene in the same, neither would he suffer any ditties to be made and soong by
ministrels of his glorious victorie, for that he would wholic haue the praise and thanks
altogither given to God", 556. ’

260nce again., the question of a final assessment of Henrvs morality, a subject
which has exercised most modern writers on the piay, lies without the scope of this
thesis. “What cannot be denied is that Henry V was, widely regarded. especially in the
1590s, as a "mirror", the-last successful warrior-king whom Engiand had enjoved. He
was, in short, a legend and a populer ideal (and who are we, in the age of Rambo, 1o
scoff?), and to a certain extent it cannot be denied that this ideology was inscribed in
the plav, and decoded thence by many audiences. It seems sufficient here to insist

that part of the ideology thus inscribed was the way in which Henry conformed to the-

ideal of the Christian prince which this thesis has explored



CHAPTER NINE

"THOU KING RICHARD'S TOMB, AND NOT KING RICHARD":
RICHARD II AND THE CRISIS OF A KING'S IDENTITY
After Richard has been dclposcd, ‘he is allowed a brief encounter with, QuccﬁM(

[sabel on his way to the Tower. Her greeting to him recognizes the catastrophic

alteration in his symbolic identity, a retroactive change in the man brought about by
* his abdication:
- L3
But soft, but see, or rather do not see,
My fair rose wither -- yet look up, behold,
That you in pity may dissolve to dew,
And wash him fresh again with true-love tce;rs.
Ah, thou, the model where old Troy did stand!
Thou map of honour, thou King Richard's tomb,
And not King Richard! Thou most beauteous inn,
Why should hard-favour'd grief be lodg'd in thee,

When triumph is become an.alehouse guest? (V. L 7-15)

No longer a2 king in the eves of the world, Richard has lost the claimf{to the roval
identies which associated him with Troy, and the image and beauty off honour. To
the Queen, he is and is not the image of Richard which she has hithgrto known: so

much has he become changed since the identity of kingship has been separated from
him. |

In the chronicles, Richard's behaviour as a king who is led by ﬂat;;\ry; is
described as that of 2 man who "was like no king but rather resembled the shadow: of
one”:! he had allowed the vice of flattery to distance himseif from the royﬁl/ ideal.
Shakespearc and Holinshed reveal, in these two examples, a king who finds himself on
the outside, and looking in upon the royal office he once occupied: a view of a man

who is caught in the past and present recollections of what he was and what he is

1[—{olin:,l':cd.. Chronicles, 454,

247



PR

248

now. The tragic process which Richard II explores is that of a king who is separated
from ‘his role, and “the crisis which results when Richard finds he is incapable of -
scparating himself from his own perception of his.identity as -a king. Of all the
history plays, Richard II involves the most self-conscious presentation of the idcology
of kingship, especially.as it is intensificd through the sufferings and meditations of the
leading character. Aﬁd. of all Shakwpéa;é's kings, Richard has the most to sav about -
kingship and its relationship with the person who occupies its office: no other king ‘in
Shakespeare wrestles with the idcologiml"f:onccpts of his own role as Richard II does.
Throughout the play, Richard plays his own’chorus, reciting lamentations upon the role
he has performed badly as a king, yet unable to find himself existing outside its
domain.

The. play marks a turning point in Shakespeare’s career thanks to the way he
cIccﬁ:d to present this king. Richard's personality, his cmotions’ and feelings
{cxpressed in'a'-c;hamctcristically lyrical poetic language) m;_akc him a more human, and
therefore (in a theatrical sense) a ‘more "real” king, than those of the other hisfory
plays. Richard III is not a person so much as a compound of the roles he plays, 2
cartoon picture of the Vice. Hal, in a curious sense, is a throwback to Richard Ml a
compound of roles; which maica the core of his personality always an ecnigma -- no
doubt one of the causes of much of the critical discomfort about him. Richard II by
contrast comes to seem totally real, an intl:gratcd. personality who, when he piays roles
in the dramatic process. does so with something of the samc intensely self-aware stvic
that characterizes Hamlet. Richard goes from ecnacting the folly of his bchaviour 1o
achieving sclf-awareness, not only of himself as a persen, but also of himself in his
ordained role as king. The play is also the most conflict-ridden of all the histories, as
cach character becomes involved in, and comments upon. the crisis of Richard's failed
kingship. _ .\_,

3

The 'procﬁ toward self-awareness is necessarily a role-plaving one for Richard.
as he is seen in the play enacting and professing a belief in the variety of roles and
identities inherent in the kingly office. In his first appearance in the play? with the
rtual confrontation between Bolingbroke and Mowbray, the Kings behaviour 1
governed by a mannered presence, a repertory of controlled gestures and the

ecalculau'on of his formal rhetoric. He is the rovai plural ("ourselves”, "us". "we”} on
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public display, in which the ritual of the formal challenge cannot outshine the King's
obvious control and _man.ipﬁ.lglion of the situation with his own ritual display of royalty.
His "vow" of impartiality toward Bolingbroke is a ritualistic flourish made by my.
sceptre’s awe”, which publicly. guarantees Richard's 'proclamation‘ of impartiality :oward‘
"such ncighbouring ncarness 1o our sacred blood” (I i 118-19). Richard play-acts the
image of the pﬁblic king with the studied effect of one who has perfected the
histrionic attn'ﬁutcs of the role. Though he proclaims himsclf "no physician" he
procccds to offer healing forgivencss to the “wrath-kindled gentlemen” in an attcmpt
to "purge this chgler” (L L 152-9). o
Nonetheless, the limitations of Richard’s dramatic control soon become evident.

As Bolingbroke and Mowbray continue in their quarrel, the King proclaims himself the
"lion" who "makes leopards tame” (L. L 174). Though he was not "bom to sue. but to
command”,” Richard, in effect, cannot command the ire of the two lords nor ms:st upon
the revoking of their challenge. The panache of Richard’s performance is simply the
polish of royal vemeer, without the necessary inner strength which he so confidently -
assumes.  In onc breath he utters maxims about the king's prerogative to commx_ind.
and in another, he deflates his own’ authc;rity by d;nyihg His control over the situation.
Richard’s recourse is the ritual trial bv combat, announced with all the flair of
theatrical pageantry that his rhetoric czin muster:

We were not born to sue, but 1o command;

Which since we cannot do to make vou friends,

Be ready, as vour lives shail answer it,

At Coventry upon Saint Lambert's day.

There shall vour swords and lances arbitrate

The swelling difference of vour settled hate.

Since we cannot atone vou, we shall see

Justice design the victor's chivalry. (L. i. 196-203)

E ]

it is not only Richard who plays his part in the opening scene: others too, act

according- o the ceremonial setting in which they find themselves. and in which the
Ning is the focus. Bolingbroke and Mowbray go through the expected motions of

decorum and {ormality as they each in turn address their King: "Many vears of happy
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davs befall | My gracious sovereign, my most loving liege!” (I i 20-1). Bolingbroke
comes "appellant to this princely presence” &L 34), and Mowbrav dcclarc§ his
rcstrmm bcmusc “the fair reverence of your Highness curbs’ me | From giving reins
and spurs to my frcc spccch" (I. 1 54—5) The tnal-by-combat Tn the lists at Coventry
offers another occasion for pageantry and spectacle in which Richard appcars s
umpire. As the appeliants, again, go through a choreography of motions and gmturcs
of decorum, the focus is on degree, order. and propriety in a’ ritualistic atmosphere
‘controlled by a strict set of rules.. Spccchs. are repeated’ almost verbatim as all
characters, not just Mowbray and Bolingbroke, participate in the formulaic structure of
the occasion. The effect is of a great spectacle, made all the more striking‘whcn‘

¢’ throws his warder down, and dramatically calls a halt to the proceedings,
frustrating. the climax ‘to which they were bm.ldmg He is again the cenire of
attention and the focus of the show that he himself has determined beforehand.

r

Bccaus'c. be is accessory to the very crime with which Bolingbroke has ’chargcd.
_\dowbray, Richard must take control of the situation for his best “advantage, thus
makmg the cercmony merely cmptv show. Having -only just embraced Bolingbroke
lovingly in his arms, the King now pronounces b@hmcnt with a display of ‘rhctorical
sp!t‘:ndour: "The hcpeless word of 'never to return' | Breathe I against thee, upon pain
of life" (I i 152-3). Mowbrav's response, in turn, acknowledges the strength in the
"word” of a King's pronouncement: “What is thy sentence then but speechless death,
Which robs my tongue fro‘m\brcathing native breath?" (L. iii. 172-3). Bolingbroke, too,

gives voice to his grief in terms of the effects of language:

How long a time lies in one little word!
Four lagging winters and four wanton springs

End in a word: such is the breath of kings. (1. iii. 213-15)

-Richard has proved a far superior orator, partly because.the flourish of his words came

from a prepared script. He continues in thc posture of the public kmc dcnouncmz a

ritual ban.shmcnt in formal rhetoric:

Return again, and take an oath with thee.

Lay on cur roval sword vour banish'd hands,
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Swear by the duty that you owe to God ~

Cur pén therein we banish with yourselves --

To keep the Gath that we administer . . . . (I. iii. 178-82)
By this proclamation of benishment, ‘the King takes a share in altcring*the roles

of others. Richard’s "part” in the duty he now absolves Mowbray and Bolingbroke from

k-c_cping. severs the subject's role from his sovércign_. Even in the shortening of

'Bolingbrokc's banishment, Richard seeks a display of -royal, public magnanimity, towards .

Gaunt's distress., In his crxchan‘gct:A with Gaunt, the cfnpha.sis falls again on words and

role-playing: . . ' ’

-

Gaunt Phy word is current with him for my death,
But dead, thy kingdom cannot buy my breath..
" Richard Thy son is banish'd upon good advice,
Whereto thy tongue a party-verdict gave:
Why at our justice seem'st thou then to lour?
Gaunt Things sweet to taste prove in digestion sour.
You urg'd me ds a judge, but I bad rather
You would have bid me argue like a father. (1. iii. 231-8)
The scene has been an exercise in ihe power and control of .words, and their
effectivencss in the roles that cach character must play and adjust according to the
dictates of the chief plaver. Even after Richard leaves the stage, the.parting between
Bolingbreke and his father takes the form of a discussion on the words Bolingbroke

has faied to say -- a prefigurement of the role of the future "silent king":

Gaunt O, to what purpose dost thou hoard thy words,
That thou returnest no greeting to‘lhy friends?
Bolingbroke 1 have too few to take my lcave of you,
> When the tongue’s office should be prodigal
l To breathe the abundant dolour of the heart. (1. i 253-7)

Scene iv shows the audience a different Richard. No longer in the public eve.

he is nonetheless concerned with the i:hportancc that outward appearances can have,
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.'Hc secks to know the manner in which Bolingbrokc-mgdc his, departure: "And say, what,
store of paru'lxﬁg tears were shed?” (L iv. 5); "What said our cousin when you p'arr:cci
- with him?" (L. iv. 10). More of Richard's motives for banishing Bolingbroke are gij:cri
as Richard reveals his fear of Bolingbroke's increased popularity. * It is a popult;rity
_achieved by the Duke's own capabilities for public display, and by the affection he is
able to show for the "common pcoplé", 8 talemt which - Richard recognises as a
' __‘.d'z‘u'zgcrous threat to his own sovereignty:
Curself and Bushy
Observd b.lS courtship to the common people, -
How he did seem to dive into their hearts
“With humble and familiar courtesy;
lWhat‘rc'vcrcncc he did throw away on slaves,
Wooing poor craftsmen with the craft of smiles
And patient underbearing of his fortune,
As 'twere to banish their affccts with him. f
. Off goes his !;onnct toan oystcr-wcnch:.
A brace of draymen bid God speed him well,
And had the tribute of his supple knee, *
With "Thanks, my countrvmen, my loving fricnds” --
As were our England in reversion his,
v ) And he our subjects’ next degree in hope. (L. iv. 23.36)%
4 . _
The more of Richard's character iy revealed in_this scene the morc he is
prcsc'ntcd as an inept king, who throug?i “liberal largess” of past cxtravagances secks

now to “"farm” the realm. He prays Jfor Gaunts immediate death; his wealth and

" 2The details of Bolingbroke's popularity with the people which Shakespeare found
in his sources is poignantly reversed in this passage. "A wonder it was 10 sec what
number of people ran after him in ecuerie towne and street where he came, before he
tooke the sea, lamenting and bewailing his departure, as who would saie, that when he
departed, the onlic shicld, defense and comfort of the commonwezlth was vaded and
gone", Holinshed, Chronicles, 495. As Pster Ure. in his Arden edition of Richard /]
points out, "Froissart {like Holinshed and Daniel} describes how the people behaved to
Bolingbroke; this speech describes how Bolingbroke behaves to the people”, sec note to
this passage. By describing Bolingbroke's behaviour, Shakespeare siresses  the
significance of the theme of roval displav and role-plaving, so important in the piay as
it pertains to the performance of kingship both bv Richard 2nd Bolingbroke.
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possessions will line the coffers of the state to suit Richard's- purposes. Richard’s
_abuse of his office, by his refusal to play its roles appropriately, is the focus of the
next scene in which his uncles, York and Gaunt, confront him with their charges that
he is misappropriating the king's prerogative. '

The dying Gaunt's Iamc_ﬁf describes the sufferings of a realm whosc king is an
"‘unstaid youth", preferring the "flattering sounds” of vanity to the advice of sage
counsel3 The-"this blessed plot” speech is ‘at once a celebration of an England which
is "this teeming womb of royal kings", and a dies irge of the country’s downfall at the

kands of onc of its sovereign sons. Richard plays at being the concermned nephew but

the sentiment does not last beyond his first line. Though Richard affirms -he is in

health, Gaunt deseribes the King's sickly countenance as it symbolically appears. The
King‘.-; body, like the dying Gaunt himself, is sick and cannot use the anointed balm of

. its sanctity to cure Richard's diseased crown:

‘ Now He that made me knows I see thee ill,
['in niyscl.f 0 see, and in thee, sceing il
Thy d®th-bed is no @cs'scr than thy lard,
Wherein thou liest in reputaticn sick.
And thou, too careless patient as thou art, ‘ -
Commit'st thy dnointed body to the cure

Of thosc physicians that first wounded thee: (1L, . 93.9) |

The crown is an animated court where a "thousand flatterers sit", influencing
the negative aspects of Richard's rule: a theme which will recur in the play when
Richard himself perceives the crown as a theatre where Death the “antic sits”.

Richard's misbehaviour has, 'sa_\s Gaunt, cast him in a new role, no longer England's

“The danger of flattery in a personal monarchy is a well-trodden subject, which
does not need iteration here. But the danger of flattery in the theatre ("vou were
marvellous, darling™ is equally obvious. In a very real sense, 2 roval flatterer does

the king and his body politic the same disscnigc that a claque does a principal -actor
and his company.

D'J
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King but its "landiord", who leases. out .thc land* As Gaunt both logically and
prophetically warns, the implication of Rmha:ds un!o...gly actions is scn‘-dcposmon 1f
Richard undermines ‘the ideological structures upon which monarchy rests, hc makes
himself vulnerable. This stress on the King's failings and' misdeeds helps. to ‘kccpk
atténtion, through contrast, upon -the kinds of actions appropnmc 1o a ruler. But 1o
Gaunt's diatribe, Richard can only mpond with.2 stubborn roval posture, as he invokes

the superficial power of his kingship, a favourite aspect of his rhetoric:

Darest with thy frozen admomuon '
~ Make pale our cheek, chasmg the roval blood

With fury from his native residence.
Now by my seat's right royal majesty, -

" Wert thou not brother to great Edward's son,
This tongue that runs so roundly in thy head

Should run thy head from thy unreverent shoulders. (IL i. 117-23)

*

As usha-l, Richard’s concern is with reverence, the external appropriateness expected in
a spbject’s bchaviour and address. He forgets, however, that a king's rclgtionship with
a subject also has its appropriatc due. Gaunt's last speech is addressed, not 1o
Richard as King but to him as "my brother Edward's son” (IL i 124), a rhetorical

device which begins the process of distancing Richard from the name of king.

When Richard announces the scizure of Gaunt'’s revenues, it becomes York's
tun to admonish the King for a new crime against royal action and against feudal
ideology. The patient York, whose duty and allegiance are stretched to their limits by
Richatd's casualncss, denounces his behaviour from his understanding of the tradition

of royal action, into which Richard himself was born and which therefore he  must

o

[N

“The shamefulness that Gaunt perceives ig that Richard is a'cccpting monetary
compensation for land-grants, instead of the feudal ideal of reciprocal service and
benefit.  In fact, as Ure points out (I iv. 45n). Richard intended to gramt the profits
from the rovai taxes to individuals in return for immediate monecy. Gaunt, of course.
is the representative of the old-fashioned: by Elizabethan times these were normal
enough practices, and Shakespeare himself was to buv 2 half-interest in the
agricultural tithes of three of the hamlets near Stratford. .

a -
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represent. . Richard may look like a king, in that he' resembles_his father the Black
Prince, but, says York, he is unlike his father in his actions: ' '

His face thou hast, for cven so look'd he, - ’ .
Accb;“l";i.plish‘d with the number of thy hours;

But when he frown'd it was against the French, . T
And not against his friends (IL 1. 176-9) L -

That Richard should seize the royalties and rights of banished Bolingbroke is

tantamount 1o destroving his .iclicmity and role as England's king:

Take Herford's rights away, and take from time
His charters, and his customary rights;
Let not lo-morrow then ensuc to-day:

" Benot thyself. For how art thou a king

But by fair sequence and succession? (I1. 1. 195-9) .

York warns the King that by this one act. he will not only hurt Bolingbroke.
but also will- damage ordered nature itself, wounding the very body politic and
hicrarchy. at whose head Richard stands. The King's abuseé of authority plucks
"thousand dangers on his head” and makes inevitable the loss of a “thousand well-
disposcd hearts" (IL. L 205-6). Both York and Gaunt have enacted the role of loval
counsellor, in drawing their King's ‘aucntion to errors in his behaviour which he must
amend.  The role of the loval counsellor is seidom a grateful one: hért; and in King
Lear it is juxtaposed with the seif-serving but publicly vicious role. of the flatterer:
Goneril and Regan play Bushy, Bang_é‘nav_Grccnc. while Cordelia and Kent, like Gaunt
and York, find their honest advice unwelcome. Aichard’s response is nearly as
irrational as Lear's: a.'s: ‘lre prepares to leave for Ireland, he vests his authority in the
person of York (though indeed, not in Bushy, Bagot and Greene); York now must act as
England's "Governor" (IL i 220V York's new role is necessarily built upon
inconsistency and conflict: if the King's actions reveal him to be.so deficient in kingly
qualities, what kind of representative of the body poiitic can ‘&;ork. his deputy, be?
The later scenes of the play show how this conflict in a true king's identity is

retlected in York's frustrated see-saw of ailegiance between Richard and Bolingbroke:
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Both afc my kinsmen: —

Th'one is my sovereign, whom both my oath

And duty bids defend; th'other again

1s my kinsman, whom the king hath wrong'd,

Whom conscience and my kindred bids to right. (IL. iL 111.-15)
. Act I scene | concludes with the remaining Lords, \Ior_thumbcrl;xnd. Ross, and
Willoughby, discussing further how the King has failled in his office, a conversation
that indicates how soon the loss of "well-disposed hearts” makes itself fel. Richard's
. eroded identity as a king becomes a sounding note in the play, as an ccho of York's
"Be not thyself” colours Northumberland's view that "The king is not himself, but
basely led | By flatterers” (II. L 241). As éach .lord .rccounts Richards many wrongs
against the state -- for instance, unfair taxation of the commous. the fining of
nobility, daily cxactions, and so on -- the examples accumulate into a convincing
picture of a "degenerate kihg" (Il. L 262). The segments of society which Richz;rd has
- harmed have "quite lost their hearts” (IL i 247, 248), just as York had forewarned.
With Northumberland's news that Bolingbroke is returning with an army. a new
comparative perspective is -introduced into the play, through the presentation of
Bolingbroke’s new role. He is described as the new hope with which England can
"shake 'off [its] slavish yoke” (II. i 291). In Bolingbroke now rests the confidence that
majesty may re-animate itself to its former state; he will, says Northumberland,

Redeem from broking pawn the blemish'd crown,

Wipe off the dust that hides our sceptre’s gilt, |

"And make high majesty look like itself . . . . {IL i. 293.5)
Northumberiand speaks in terms of the imitation and appearance of rovalty that he

fecls has been so much maligned by a king whose role now lies ready for a more apt
performer.

’

Richard's absence from the realm is not merely .a physical departure, but s

symbolic of how cvanescent he now appears in his role as king. In her grief over her

s

"
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absent husband, the Queen is comforted by Bushy; whose speech turns on the theme of
substance and shadow, a point of general importance in the piay:

Each substance of a grief hath twenty shadows,
Which shows like grief itself, but is not so.
“For sorrow's eve, glazed with blinding tears,
Divides one thing entire to many objects,
Like perspectives, which, rightly gaz'd upon, &>
Show nbthing but confusion; ey'd awry,
Distinguish form. So your sweet Majesty,
Looking awry upon vour lord's departure,
Find shapes of gricf more than himself to wail,
Which, look'd on as it is, is nought but shadows
Of what it is not; then, thrice-gracious queen,
More than your lord's departure weep not -- more's not seen. ...
' (IL i 14-25)

The Platonic distinction between substance-and shadow contributes o an Hwareness of
thc concept of kingship itsclf. That a king who was a failure should be the shadow of
a truc one (or one of substance) is ap idea which Shakespeare repeatedly cxplorcd with
the roles of his English kings; the contrast of substance and shadow is centrally linked
with royalty and the performance of the kingly office” Bushy's speech gives rise to
some Of. the more pervasive concerns in the play: Richard is king by right and divine
authority, but he is not a king of substance; though not a king by right, Bolingbroke
is a better man of substance and a bcttcrA ruler than Richard; Richard is merely the

shadow king who holds on to the idea of power but cannot wield it properlv:

' Exjngbrokc has the power and can achieve what he wants with it. When the two

"kihgs" face cach other in the deposition scene. both Bolingbroke and Richard talk of

the "shadow" and “substance” mirrored in the looking glass in which Richard views

Amself.  The shadow and substance of Richard's inward grief cannot be reconciled with

his "external manners of lament™ (IV. i 296); his "sorrow" at the loss of his identity,

5ct. 3 Henry VT V. iv. 133.5; 2 Henrv V7 L 1L 14 2 Henry VI L Iv. 65 IV, iii. 50;
Richard I11 1V. iv. 83: King Join II. i. 498-300; I Henry [V 1. i. 99; V. iv. 30; Lear L

v, 22
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which he cannot sec.in the mirror, is the inward "substance” ‘ot' a "tortur'd soul” (IV. i
298). When he smashes the mirror he breaks his own perspective, and creates a mass
of broken glass which, as Bushy had explained to the Queen, "Divides one thing entire |
to many objects, | Like perspectives, which, rightly gaz'd upon, |'Show nothing but
confusion”. Even the Queen's own grief foretells Richard's sorrow, for as she confides
to Bushy, her "inward soul” persuades. her she .does not weep at "things imaginary" (
i 29-30). She cannot name the substantive cause of her trepidation, and in her fcar
her emotions contend between "nothing” and "something™

"Tis nothing less: conceit is still deriv'd
From some forefather gricf; mine is not so,
For nothing hath begot my something grief,
Or something hath the nothing that I grieve --
“Tis in reversion that I do possess --
But what it is that is not vet known what,
I cannot name: ‘tis nameless woe, [ wot. (1L ii. 34-40) &
Substance and shadow are th touchstones for the realty of the kingly role. As

Richard fades into thc cvanescence of a shadow king, Bolingbroke gains in substance
and power.

When Bolingbroke retumns io England h<:> arrives to find himself with :m'arm:-'.
and is encouraged by the evident allegiance and support of most of the ¢0
"substance" of his bchawour is the hallmark of a king, for hc alreadv spe ang/takes
command like one. Though the King's power rests nominally in York's person, it is at

best a feeble presence, as York himself admits: "Herc am I left to underprop his land.

The

| Who weak with age cannot support mysclf" (IL ii. 82-3); "my power is weak and all
il left" (II. HL 153). Bolingbroke, who is present in substance. confronts only the

shadow of Richard's kingship, despite the authority that in theory resides in York's
position:

Com'st thou because the anointed kir;g is hence?
Why, foolish boy, the king is left behind,
And in my loyal bosom lies his power. (IL. iii. 95-7)
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Bolingbroke comes back 1o England a changcd‘ and indeed a new man, not as
“banish'd Herford" but as Duke of Lancaster (IL iii. 112-13); the power of his authority

rests also in his ability to maintain his title and right, something which Richard was .

never able 10 do for himself. And as Bolingbroke wears down York's resistance, the

King's own power becomes weakened to & point that York finally gives up all together:

I cannot mend it, [ must needs confess,
.Because my power is weak and all ill left.
But if [ couid, byHimihat gave me life,

I would attach you all, and make vou stoop
Unto the sovereign mercy of the king;

But since I cannot, be it kndwn unto vou,
& I do remain as neuter. (IL ii. 152-8)

Bolingbroke's authority is manifest in’ his i;inst authoritative action, the execution of
Bushy and Greene, which arrogates to itself all the qualities of royal pr';c\r__t';_sgativc., " His
language is utilitarian, but decisive; in a short scene of forty-four lines, he has the
flatterers disposed of, gives instructions for the Queen's care, and sets off to fight
"with Glendor and his complices” (III. L 43-3). His adoption of a kingly manner al;o.
of course, ecntails adopting a role: significantly, he plays Pilate in decrecing the
necessity for the execution: he will wash their blood "From off [his] hands, here in
view of men" (IIl. L 5-6). Bolingbroke has lcarnc.q the value of public displav, and will

usc it again for his advantage.

York's delegated authority, itself weakened by the flaws in the king who
conferred it, fades to impotence before the inherent power and self-assurance of
Bolingbroke. This proves a portent for the way in whicf’ Richard's power, upon his
return, ‘@ibly drains away from him, and thus, from his kingdom. In the Welsh camp,
the Kings soldiers are dispersing, and losing hope. Richard's dying body politic is
“mirrored in nature itsclf, and lamented in the Wclsh'Captain's observations: to the

Captain. the King is already dead:
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"Tis thought the king is dead; we will not stay. .
The bay-trees in our country are all wither'd,
And meteors fright the fixed stars of heaven, -

Angd lean-look'd prophets whisper fearful change,

These signs forerun the death or fall of kings.

Farewell: our countrymen are gone and fled,
Ve As well assured Richard their king is dead. {IL iv. 7-17)
The co’éllapsc of Richard's power is shadowed in the hcavens, and in the withering of
the bay-trees, the .outward signs of empty and almost dead authority, - The short scene
is emblematic of ‘the way the strength of Richard's kingship disperses and decavs: the
stage begins to empty as the first words are spoken. Even th.cn. the Captain says that
it has been a hard task to keep his coﬁntrymcn together up to now .- the world is
falling apart, and the centre cannot hold. .Where the Captain perceives the King's
decline in the signs of nature, in the eve of Salisbury’s imagination, Richard becomes

but the fading glory of a place where former splendours are now only shadows:

Ah, Richard! with the eyes of heavy mind
I sec thy glory like a shooting star

Fall to the base carth from the firmament.
Thy sun sets weeping in the lowly west,

Witnessing storms to come, woe, and unrest. (II. iv. 18-22)

Upon his return from Ireland in iILii, Richard's pcrccptior; olf the performance
‘of his kinglv role entails an increase in the element of theatricalit. As in the
opening  scenes  of 'thc play, where Richard was engeged in one kind of self.
dramatization, he now proceeds to make his ¢risis into another, even more histrionic,
kind of role. As the scene muakes painfully clear, Bolingbroke has already stripped
Richard of virtually all his physical power, and what action remains i in consequence
relegated to the realm of Richard's own imagination. His landing in Wales is indicative

of the way that (as Mavnard Mack describes it} “he continues 0 interiorize and

-



261 e
imaginatively transform cverything around him".6 Richards greeting of his kingdom's
carth i3’ an individual moment of royal theatre, in which he animates the very - ground
he walks upon, an "action to whick his supporters become audience. He play; the
"long-parted . mother” reunited with "her child” (I i 8), and he continucs to.
articulate a repertory of _moves and emotions which fulfill the rple: "ears” and "smiles
in mcctmé" doing "favours" 1o the carth. with his "royal hands” (IL i 9-11). He is
carried to a level of exaltation both poetical and pitiful in this display of self-
dramatization, which even h:'s- followers sc;:m to find excessive. As the lords stand
around him, Richard asks them to "mock not [his] senseless conjuration”, for he can
command the carth to "have feeling” and the "stones| Prove armed soldiers cre her
native king | Shall fz_zltcr under foul rebellion’s arms” (III. il 23-6). While there is
every justification in theory for a kixig's making such an assertion, in practice, Richard
finds himself in a situation in which he can only cling to the name and the attributes
pertaining _to his kingship. To Aumerle's practical reminder that Bolingbroke "Grows
strong in sx;bsmnce, [my emphasis] and in power” (IIl. ii 35), Richard responds with an

expression of his belief in the sacred identity of his kingship:

" - Discomfortable cousin! know'st thou not
- That when the searching eye of heaven is hid
Behind the globe and lights the lower worl-d. O
Then thieves and robbers range abroad unscen ‘
In murthers and in outr:‘zgc boldly here: . |
But when from under this terrestrial ball
He fires the proud tops of the eastern pines. 3
And darts his light through every guiity hole,
Then murthers, treasons, and detested sins,
The cloak of night being pluck'd from off their backs,
Stand bare and naked. trembling at themselves?
So when this thief, this traitor, Bolingbroke.
Who 2all this while hath revell'd in the night,
Whilst we were wand'ring with the Antipodes,

Shall see us rising in our throne the east,

SKilling the King, 59. -
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His treasons will sit blushing in his face,
Noz able to endure the sight of day,
Butself-affrighted tremble at his sin.
Not all the water in the rough.rudc sea
. Can wash the balm off from an anointed king;
The breath of worldly men cannot dcposé
The deputy elected by the Lord:
For every man that Bolingbroke hath press'd
To lift shrewd steei against our golden crown,
God for his Richard hath in heavenly pay "
A glorious angel: then, if angels fight,
“Wedk men must fall, for heaven still guards the {ighl.
< (IIL ii. 36-62) "

Tﬁc passage i3 worth quoting in full because it shows how Richard has now
turned the ‘Christology of idhgship into the ideology of his own role. Richard becomes
prbgrcssiv;ly more engrossed in'pf.aying the part of King Richard, which he attempts to
enshroud in the ideological divinity which hedges a king. He invokes the power which
rests in the external symbols of an anointed king, whosc authority as God's elect is.
the sole remaining recourse for all the problems Richard now faces. The anointed king
of God becomes the dominant theme in Richard's portrayal henceforth in the play: but,
as Bolingbroke's successes prove, it alone is not sufficient to save Richard and his
kingdom. As Elizabethans were well aware, it wds not cnough that a king ‘could claim
his authority si.mply by divine right; he had to prove himself capable of fulfilling the
demands of his anointed office. Carlisie cxprcssés this doctrine admirablv: he comforts
Richard, declaring "that power that made vou king | Hath power to eep vou king in
spite of all, vet goes on gently but firmly to insist that "The means heaven vields
must be imbracd | And not neglected: clse heaven would, | And we will not” (IIL ii.
27-31). The .rcalin'cs of Bolingbroke's power and obvious abilities at rulc thus come in

conflict with the political ideals which Richard as a king beligves he represents.
1 -

TCf. Matthew 26:53 "Either thirkest thou. that [ can not now pray to my Father,
and he wil giuc me mo then twelve legibns of Angels?” Also. John 18:36 "My kingdome
s not of this worlde: if my kingdome.were of this worlde, my scruants wolde surely
fight, that I shulde not be delivered o the Tewes”,

-
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As the rest of the scene with its altetnations bct_wceh hope and despair makes

clear, Richard is well aware of the dangers which that conflict can bring, but. routinely

" fails to carry that perception into any kind of decisive action In his seif-

dramatization, Richard’s’is an acsthetic response to the-'crisis rather than a - pragmatic
one. The "blood of twenty thousand men” that did only mow "triumph in [his] face”
drains with the news of the soldiers’ desertion (III i 76-9). He calls attention to the
pallor of his countenance until he is urged, by -Aumerle, to "remember who you are”
(I i 82). The exhortation brings momentary relief, in Richard's recollection that he
is after all the "king", in whose very "mame" is the strength of "twenty thousand
names" (IIL ii 83-5.8 Whether in despair .or in hope, the qualities of his kingship
become, in Richard's mind, increasingly poetic and religious. No sooner does he vow
to proceed in “high thoughts" than he is brought low again in another proverbial
response to adversity; he dmmssa the loss of his kingdom: "why, 'twas my care, | And

what loss i3 it 1o be rid of care?” (IIL. ii. 95-6).

His subjects, he declares, have broken their faith to God as well as to himself
with their revolt (I i. 101). Even Scroope joins in the poecticising of Richard's
calamity by comparing the way he bears the news to "an unscasonable stormy day, |
Which makes the silver rivers drown their shores, | As if the world were all dissohvd
10 tears” (III. iL 106-8). Richard has become the observed sufferer whose endurance is
a source of poetry. With the comparison Richard makes of the three men, Bagot,
Bushy, and Greene, that he (wrongly) supposes to be traitors to him, to "threc Judases,
cach one worse than Judas!” (LI il 132), he again adopts for himself the role of
Christ.  More specifically, he plavs the betraved Christ, a role he will once more cast
tumsclf in, in the deposition scene. The crisis develops in Richard’s mind into an
outpouring of aesthetic creativity, which aims toward a fictionalizing of his role as a

self-written chronicle:

Let us talk of graves. of worms. and epitaphs,

Make dust our paper. and with rainy eves

$The importance of the king's name. remarked upon not only by Richard here, but
also by Richard I (V. iii. 12-13), has been alreadv discussed in detail in Chapter 4,
section v, "In the Name of the King”. /
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Wntc sorrow on thc bosom of the carth

Let's choosc cxccutors and talk of wills.

For God's sake let us sit upon the ground _
And tell sad storics of the death of kings . .. . (IIL . 145-56)

Tbc hollow crown is the theatre in whxch Death keeps his court, who merely
allows the king a "little scene” while scoffing at hu regality (IIL u. 160-4); an allusion
to the dance of death, and its representation in morah:y which can hardly be
accidental The theatricality of the image allows Richard 4 pew perception about the
incffi&;cy of the pomp and ceremony inherent in the roval officc. Kingship is a role
which Richard feels he has merely assumed .for a while without inheriting its
quintessential power. Cercmony and duty arc but the exterpal trappings, lacking in
substantial significance, and he tells the others shat they must adjust their behaviour
now that the show is gver and proven unsuccessful:

Cover your heads, and mock not flesh and bicod
With solemn reverence; throw away respect,
Tradition, form, and ceremonious duty;

For you have but mistook me all this while.

I live with bread like vou, fecl want,

Taste grief, need friends -- subjected thus,

How can you say to me, [ am a king? (IIL. ii. 171-7)

Richard's crises of identity are his own worst ecnemy, as Carlisle trics to tell
him: your follics fight against yourself™ (IIl. ii 182). Functioning as his own tragic
chorus, the King is the opposite of thc wise men who "ne'er sit and wail their woes”
(I ii. 178). . The solution to his situation continually draws attention to itself in
terms of action and decision, neither of which Richard f.inds himself able, to

undertake.’  When Aumerle suggests that Richard make .use of York's forces and

*The similarity between Richard’s impotence. and that of Henry VI, discussed
above, is obvious. The differences between the twe are equally deep: Hennv's
impotence derives, as has been shown. from an inheremtly passive and contemplative
mipd, trained in a tradition of saintliness. Richard. as is clear, 8 not a "good" king,
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thereby. "learn to make a body of avlimb” (I ii 187), the King finds a temporarily
"r;:ncwcd Strcngth to overcome this "aguc fit of fear” (O i 190). As Scroope "play[s] .
-the torturer by small and small | To lengthen out the worst that must be. spoken” (IIL
ii. 198-9), Richard discovers that the strength of a king's body pohuc, which he ‘had
cndowcd York wuh, has abandoned Rlchard to join with Bohngbrokc. Richard now
bamshs "comfort” both as a word o0 be spoken and as a feeling in which to indulge;
he will rather cmbmcc the “sweet way" to “dcspa.:r" his only course of acuon is to-
“pine away“ in Flint Castle (IIL. . 205-9). The word "king" i now an external
linguistic construct that Richard uses a{ if it belonged outside his own identity: he is
"4 [my cmphasis] king, woe's siave” who will "kingly woe obey' (I i 210). He .
himself sets the mood for the ensuing scene at Flint Castle, discharging his followers
‘from the "night" of his own catastrophe to scck the “fair da¥" of Bolingbroke's
triumph. ) )

The audience does not have to wait loeng to see how the bright'splcndour of
majesty has already surrounded Bolingbroke; his entrance in III. i{ii. is announced with
the pagéamry of "drum and colours". Northumberland's lack of Teverence in simpiy '
using the name "Richard”, rather than the King's full titles, is condemned by York, but
is indicative of how much of Richard's kingly rolc has already been lost. News that
the castle is "royally mann'd” takes Bolingbroke, York, and .Northumbcrland by surprise
and as .a rault their ctchangcs make an ironic commentary on the very authority of
~th:: word "king":

Percy The castle rovally is manr'd, my lord,
Against thy entrance.
Bolingbroke Rovally!
Why, it contains no k}ng?
Percy Yes, my good lord.
* It doth contain a king; King Richard lies
- Within the limits of von lime and ston=. ... (L ii. 21-6)

nor especially 2 "good” man, and his impotence is thrust upon him as a direct
consequence of his own neglect of his role.
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ch:_nicé.lly. Bolingbroke speaks truer than he knows: Flint contains no real king, and
Percy's use of "a king" rather than “the king" detracts in the same way as
Northumberland'$ previous disrespect from R:chard's status. The prcscncc of the ngq
majesty is at best a doubtful reality by this point in the play.

-

BolingBgoke - expresses his view of Nz _antidpatcd mecting with Richard in
 imaginative terms, as the signs of an external show: "and hence much of the scenc
deals with precisely what the. outward displays of ceremony and duty have come to
mean as they relate to both Bolingbroke's and Richard's roles:
’ ) []
Methinks King Richard and myself should meet ’
With no less terror Athan the elements
Of fire and water, When their thund'ring shock
'At':ncc_ting tears the cloudy checks of heaven.
Be he the fire, ITl be the yielding 'v-ra_tcr. '
The rage be his, whilst on the ‘can‘hlrain_'
My waters -- on the earth, and not onhi;n.

_— March on, and mark King Richard how he looks. (II. iii. 54-61)
Bolingbroke is the first tb-obscrvc Richard's aspect, which he deseribes entirely 1';om
the conqueror's perspective; Richard appears as the “discontented Sun" amidst the
‘clouds” that are "bent to dim his glory and stain the track | Of his bright passage to

the occident” (I iii 62-7}. In his speech, Bolingbroke speaks as the “fair dav’ 1o
“Rfchard's

description:

[}

ut York perceives somecone totally different from Bolingbroke's

Yet looks he like a king. Behold his eve,
As bright as is the cagle's, lightens forth
°-$omrclling majesty; alack, alack for woe
That any harm should stain so fair a show! (II1, {il. 68-71)
The two descriptions are obviously at odds. but in their verv discrepancies thev focus

on the crisis of the King;s identity; the Richard that York sees is still the King, but

/-
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to Bolingbroke he i ‘Si.rcédy ‘the: \:agquishcd opponent whose monarchical role

Bolingbroke has, in effect, already usurped. ' .
Ao -

in his message to the King, Northumberland is instructed to say that
Bolingbroke comes "On both his knees” to "kiss King Ricbard's hand", in an offering of

‘aliegiance and “true faith of heart | To his most roval person” (Il iit 36-8). ° But

Bolingbroke's attempt at outward cerermonial reverence is merely an empty sign, as he
had proved before in his chponsc to York's demand "Show me thy humbie heart, and
not th)li knee, | Whose duty is deceivable and false” (II i 83-4). 10 Richard's first
words 9 Northumberland concern the lack of reverence, which \p'ghumbcrlano has

shown:

[ .
] We are amaz'd, :-md thus long have we stood
~ To watch the fearful bending of thy knee,
. Because we thought ourself thy lawful king; - ' _
.~\nd if we be, how dare thy joints forget ' T

To pay their awful duty to our presence? (IIL iii. 72-6)

Il * - '
. . P

Richard is correct to link this display with the majesty of God “which is manifest in
: - S . : - :
himself and which hc now goecs on to describe. To.deny a king his due reverence in

external signs +v3s tantamount to an exhibition of sclf-ldolan'v As John Avimer

explained in 1556, - - .

e I3

-

LY

W’vlamard Mack traces the significance of the play's imagery, which develops the
relation between meaning and gesture® Throughout tht play terms. of external gesture,
"knee”, hqr%‘ “tongue”, are at odds with internal mca‘ﬁng, usudlly associated with the
word. "hearty ‘se¢ Killing the King. 68.. Sec also Robert Ornsfgin, A Kingdom for a
Stage: "More than an ‘claborate game', the ceremonies of RicMrds court froject the

_ decorums that order his kingdom /. . In such a world, height of name has a literal
= reality.” bpeause lowliness. must ‘hug the groefid, kneeling in supplication to stated
maj Mowbray {lings himself at Richard's fest in the opening scene; Mowbray and

Bolmabrokc kneol together before Richard as their joust begins. and they must swear
together an - oath of allcma:acc beferc they, depart to exile. Richard is amazed 10 see

‘(\orthumbcrland erect before him at. I-'hnt Castle, but Bolingbroke is quick to kneel
before Yark and-to stoop defore *Richard, who rms‘cs his ‘cousin up to the throne itself.

On that throne, chn later watches Aumerle, \ork and his wife knccl 10 il . in

- supplication. . The climactic moments of the play ‘are ceremonies of ascension and

declension actcdvout on thc heights and, the depths of thc plavhouse stage”, 1045,
4', *

-

+
-

o
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greate honour is- due to that estate, and thinke it no Idolatrye as some
men use to terme it, either to bare thy head or bowe thy knec to the
chiefest minister of God, yea if thou doest it not thou makest an idoll
of thy selfe, whyle thou liftest uppe thy baseness to that heighte, thet
thou wylte not stoupe, where thou oughist. nor geue honoure where
thou shouldest. What is els to make an Idoll of thy selfe, but to honour .
thy self, where thou oughtest not, and pull downe Goddes Maiesty.
Where thou shouldest not.11 )
A
-- Bolingbroke .is the first’ 10 stoop before Richard, and instructs everyone to “"show fair
duty to his Majesty" (IIL -iii- 188). But as Richard is all too painfully a{warc, outward

"shows" have simply become signs withSuw-significance, because his role as king no
longer possesses-the authority to merit them: ' .

"Fair cousin, you debase your princely knee

To make the base earth proud with kissing it.

Me rather had my heart might feel your love,

Than my unpleased eye see vour courtesy.

Up, cousin, up; your heart is up, I l&ww. .

Thus high at least. although your knce be low. (II1. i, 190-5)

‘ . _ . - ' )

Before Richard descends to the "base count” he clings to>the concept of his role
as the image of -God's anointed; Eﬁl;c is- not the lawful king, he asks Northumberland,
he demands to sec ‘the "hand of God | That hath dismissd us from our stewardship”
(IL i 77-8). He "well know[s]" that no mortal hand "Chh gripe the sacred “handie of
[nis] sceptre, | Unless he do- profane, steal, or usurp” (Il i 79-81).  Though
‘ou'twardly- it ‘may appear that the King is bereft, of “friends” and the "souls” of his
.rf.:bcllling subjects, Richard calls again on God's protective grace:

Yet know, my master, God omni]qotcnt. -
Is mustering in his ciouds, on our behalf,
Armies of ﬁcstilcncc. and they shall strike

-
A

Yy Harborowe for Faith f ul and Trewe Subiects, M3V-M4T.

1 -
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Your children yet unbérn, and unbegot, -
That lift your vassal hands against my head,
And threat the glory of my precious crown. (I11. ifi. 85-90)

Richard's public pronouncements of his royal sanctity are defensive asseverations which
belie his inward fears and lack of confidence. = Erom speaking to Northumberiand, he
turns to Aumerle and deplores how "we do debase ourselves, cousin, do we not, | To
look so poorly, and to spca.k so fair?" (I i 127-8). As if speaking to himself.
Richard struggles with the conception of a past and present identity, lamenting what

1
-he was as a king and what he must now be: *

O God! O Godl that ¢'er this tongue of mine,

That laid the sentence of dréad banishment
"On yon proud man, should take it off again

With words of soothl O that [ were as great

As is my grief, or lesser than my name!

Or that I could forget what I have becal

Or not remember what [ must be now! (111 iii. 133-9)

Because he can no longer play ate bcmg king, Richard surrenders his role to
Bangbrokc and his demands: "What must the king do now? Must he submit? | The
king shall do it" (IIL i 143-4). Rxcha::d throws himself into a new part. whatcxcr
part Bolingbroke is writing for him: and for the role of king, Richard now subsmulcs

arepertory of par t&fomplctc with accompanying props:

I'll give my jewels for a set of beads;
My gorgeous palace for a hermitage:
My gav apparel for an almsman’s gown:
My figur'd goblets for a dish of wood;
My sceptre for a palmer's walking staff:
My subjects for a pair of carved saints.

And my largc kingdom for a little grave . ... ¢IIL ifi. 147-54)

~
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" By divesting himself, one by one, of the trappings of his rovalty in favour of a
more humbie and religious life, Richard creates, and sets the tone for, his role as the
martyr-king in the deposition sceneg® He begins here to stand ouside himself, as can
be perceived from the intricatc play of the noun and pronoun; it is not "what must /
do now" but what must the "king” do now. "must he be dcpos'd?.l The king shall be
contented. Must he lose | The name of king?" (IIL iii.'l43-6)'. Richard continues to
transform the reality around him by the fictions of his imagination and his aesthetic
impulses. In his thoughts he imagines a pathetic itinerary from a "little grave, an

~obscure grave", 1o the foul weather made with “despised tears”, and the “sighs” that
will "lodge the summer corn”, to (with Aumerle) playing the* "wantons with our woes",
and back again to- an image of graves which kinsmen have dug with weeping eves (Il
153-69). Coming out of his reverie of ‘the futurc, Richard sees he "talk[s] but idlv"
(UL. #i 171),13 (Northumberland says he “speak{s] fondly like a frantic man") and
scems to awaken to the harsh political reality that has not gone away; it is 1o "his
Majesty”, "King Bolingbroke", as Richard already calls him.»tﬁai the King "must"i* now
submit (1L f6i 173).

The sclf-dramatization continues with Richard's commentary and descent into
the "basc court, where kings grow base” (III. iii. 180). His decline and fall is an
'acsthctic as well as a physical action, from the heights of kingship and from the walls
of Flint Castle (and presumably from the literal heights of the upper stage itself).
With the steps he takes downward, Richard sings his own tragic chorus and presents
his fall like "glistring Phaeton” to come "at traitors' calls, and do them grace!” (II1.
i, 178-81). He acquicsces in Bolingbroke's new-found authority and power, with the
acknowledgement that "they well deserve to have | That know the ‘strong'st and surest
way to get" (IHI i 200-1). The King willingly gives way to what "force” must have

him do. and anticipates whatever designs Bolingbroke already has in mind:

Richard For do we must what force will have us de.

12This, at least. is a role Henry V1 would have understood. !

*?Whether the oniookers “laugh at” him. as he complains, &5 a pont’ of
interpretation. Various theatrical possibilities suggest themselves.

14Cf. Tilley, M1330: "Must is for the king".
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Secton towa;rds Londen, cousin, is it so?
Bolingbroke Yea, my good lord. '
Richard Then [ must not say no. (III. ii. 207-9)

The scenes which follow provide, in their varving degrees, a commentary on the
action that has taken place so far in the play. Both the garden scene, and the scene
which finds Aumerle accused of compilicity in Gloucester's death, manifest the
l implications of Richard's decline as king.' O'-Icrru.t; with weeds, the disordered garden
provides a political allegory of Richard's mismanagement and the disorder of his realm,
and anticipates his tragedy. Richard's “waste of idie hours” (IIL iv. 66) has made him
a bad actor in the role of gardener to his kingdofn, and as the Queen's reaction to the
Gardener's views makes clear, the realm is a holy paradise in which she perceives the
Gardener as cnacting Adam's role in prccipitatiné the "second fall" of man (IIL iv. 76).
The Gardener's honest amalysis of the political situation, . which he reveals to the
Queen, is a commentary on the new roles in which both Richard and Bolingbroke find
themsecives, In thc‘balancc,s of power "both ate weighed" and in Riga;cf's ';s;ﬁlc is
nothing but himsclf™ except the few vanities which carry no authority (Il iv. 8_4-6)':
whereas Bolingbroke has the weight of power, not only of his own capabilities, but also
of "all the English peers™ (111, iv. 87-8). | )

In Westminster Hall the contentions of a disordered state are reflected in. the
atmosphere of hostility which cxists between Aumerle, Bagot and the other lords. over
whom Bolingbroke finds himself.in the role of umpire. The scene is reminiscent of the
opening of the. play: gages are thrown, challenges are issued, vaunts of hor;our and
decusations of cowardice are made, and oaths lof revenge are taken. lec Richard
before him, Bolingbroke has become not only the observer of ritualistic action, but also
must atlempt to be its controller. His pronouncements come in the form of demands

and decrecs:

€ousin, stand forth, and look upon that man. (IV. i;"f‘)

Bagot, forbear, thou shalt not take it up. (IV.i. 29)

These differences shall all rest under gage
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Till Norfolk be repeal'd - repeald he shatl be,
" And, though mine enerhy, restor'd aga'ih.
To all his lands and signories. When he's return'd,
' Against Aumerle we will inforce his trial. (IV. L 86-90)

. Lords appellants,
Your differences shall ail rest-under gﬁgc
Till we assign you to your days of trial (IV. i. 104-6)
Bolingbroke's use of the royal "we" already sounds natufal on his lips.' as he continues
to dcfinc,. apd make his own, the kingly role. ' ‘
- .

When York enters 10 give Bolingbroke news that “ptumé-pluck'd Richard" will
with “willing soul" give up his.sccptre and make Bolingbroke heir,. York ‘now finds
himself proclaiming a new king with the words of a freshly-made title: "Long. live
Henry, fourth of that na;nc!" (IV. i 108-12). Bolingbroke's first response, so typical plf
the way he masters athe ‘public rubrics of majesty, is to claim the throne "In God's
name” (IV. i 113). The Bishop of Carlisle, once again the voice of orthodoxy, checks
Bolingbroke's blasphemous enthusiasm by expounding the ideology of Ei'ngship. He
actuses Bolingbroke of transgressing the dxvzmtv which hedges Richard’s kingship, an -
action even more heinous because it is undertaken in Richard's absence: -

. . ‘-\\.
- What subject can give sentence on his king?"

And who sits here that is not Richard's subject?

And shall the figure of God's majesty,

His captain, steward, deputy elect,

Anomnted, crowned, planted many vears,

Be judgd t;y subject and inferior breath,

And he himself not presemt? © forfend it. God.
That in a Christian climate souls refin'd

Should show so heinous, black. obscene a deed! 1[V.1.121-31)

a
LY
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That "subjects” should presume -to judge their king is, as Carlisle says, a
misappropriation of carefully defined roles_which holid together the fabric of a world"
ordered by Christianity. And so Carlisle reminds the present company: "I speak to
subjects, and a' subject si:)ca}cs" (IV. i 132). He continues to express his dismay at
subjccts‘ who have forgotten to play their proper roles by usurping others: "My Lord of
Herford hcr.c. whom you .call king, | Is a foul traitor to proud Herford's king" (IV. L
134.5).  Carlisle’s speech represents vet another avowal of the divine sanctions which
continually find themselves surrounding Richard and the roval office. If Bolingbroke is
crowned, the country, predicts Carlisie, will turn into, and be called, the "field of
Golgotha and dead men's skuils" (IV. i 144). The allusion to Christ's crucifidon is
lost on the onlookers, but ‘it is one which ‘Richard himself will soon elaborate .upon in
his passionate suffcring. Carlisle’s speech intensifies the theme of disorder and the
significance inherent in the abandonment of belief in ordained roles, both of the
subject and of ti‘lc king. Should Richard be deposed and Bolingbrokc become king, the
whole world, or at least the kingdom, must fall apart. That Carlisle's prophcc_v is an
accurate “forecast of the War of the Roses does not. of course, mean anything so
si:ﬁplisu'c as that Shakespeare is making Carlisle here a mouthpicce for his own view
of history. Indeed, the irony of the situation is that in the circumstances of
Bolingbroke's usurpation, the events dismally foretold by Carlisle are only too probable:

it nceded no ghost come from the grave to tell us this. That Carlisle's exposition of

- the ideology of kingship should 50 closely match the public theory (as expounded in

. the first part Pf the thesis) ‘proves nothing more than that Shakespearc wanted his

audience to perceive the conflicts of the play in these terms. It is of course
» .

sign.ficant that by Carlisle's arrest, the voice of orthodoxy is muzzled: from the point

of view of the others on stage. Carlisle speaks “capital treason” and not allegiance (IV.,

L 151, Co

3

At the beginning of the deposition scene, Bolingbroke reveals that Re, too. is

- well aware of the potential of theatre in his new-found role: he proposes a show which

will stage-manage not cnly Richard's fall. but Bolingbroke's own advancement to the

. x
throne:

Fetch hither Richard, that in common view

He may surrender; so we shall proceed
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Without suspicion. (IV. i 155-7)
.
The emphasis is again on the outward show of the proceedings, in which evervone has
his part to piay, Richards role, of course, being the most important one. His
deposition is the most significant action in the piay, and one which i3 enacted in terms

_-of sclf-dramanmnon and theatrical procusls. the individuals on stage act as audience
to Richard's sclf—dcstrucuon. o

The scene represents the final undoing of sacred majesty, brought to
humiliation at the feet*f political expediency. As Richard enters, with the regalia
brought after him, his separation from the role of king is physicaily made manifest to
the eve. He i3 no longer allowed to lock like a king, because he ceases to ;wcar the
outward signs of the office: the crown, sceptre, robe, and so on. The scenc is ‘actually
a coromation service in a reverse order, in which Richard now finds himself the

ceremonial instrument which "undeck(s] the pompous body of a king" (IV. . 250).16 <

Richard's deposition is an anti-ritual, which has been carefully prepared ‘for by
/

a process .of anti-ritual and anti-ceremony throughout the play. Far from bguig ~what

L

1501, Q2, Q3 omit the deposition scene because, as Peter Ure points out,
“political conditions towards the .end of the century madé the dettronement of an,
English monarch a dangerous subject for public discussion™ "There are’ instances,
occurriag i some time before 1588, and 1597, of certain of Elizabeth’s courtiers
hinting a\“ogy between Richard II and the Queen, although in no disloval spirit.
The fact n the first Quarto was printed the deposition sceng was omitted (and
not restored until after Elizabeth's death) -suggests that official sensitivity about
representing the discrowning of a monarch might have been sharpened by the currency
of this apalogy", see his Arden edition of Richard II, xiv. The printer, Matthew Law,
added the scene for the first time in Q4 of 1608 whose title-page zdvertises the
_theatrical interest inherent in the deposition: "THE | Tragedic of King | Richard the
Sccond | With new additions of the Parlia- | ment Sceane, and the deposing | of King
Richard, | As it hath been lately acted by the Kinges | Maiesties seruantes, at the Globc

165ce Walter Pater, "Shakcspcarcs English Kings" in .4 ppreciarions: "In the Rumzm'
Pontifical, of which the order of Coronation is really a part, there is no form for the
inverse process, no rite of 'degradation’, such as that by which an offending priest or
bishop may be deprived. if not of the essentia] quality of ‘orders. yet one bv one, of
its outward dignitics. It is as if Shakespeare had had in mind some such inveried rite,
like thosc' old ecclesiastical or military ones. by which human hardness, or human
justice, adds ‘the last touch of unkindness to the execution of its semiences, in the
scene  where  Richard 'deposess, himself, as in' some long,  agonizing ceremony.
reflectively drawn out”, 205-6.

; ) \ ’ -
&
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many critics cali it, Shakespeare's most ceremonial play, Richard H is, on the contrary,
perhaps his most anri-ceremonial dramatic. workl7  From the very beginning of the
play. anticipated structures of ritual undercut,” themselves bcforc thcv are ever auowcd
lo complete their effects: the trial by combat between Mowbray and Bolingbroke does
not take place: it is an empty show because the end resuit has already been determined
bcforchand_. in Richard's mind; the ritual of banishment, which Mowbray accepts, is
wcakened by Richards show of leniency to Gaunt, and fails altogether upon
Bolinébrokc's return and the breaking of his oath; the ritual of a death-bed scene is
not allowed a characteristic conclusion of reconciliation because Richards intranfigence
. obliges Gaunt to go to his grave railing at the King; Bolingbroke's intended shows of
reverence and allegiance to the King at Flint Castle are not what they seem: the
Queen and her Ladies’ attcmﬁts to entertain themsclves in the garden by plaving at
bowls, or by dancing and telling tales, aré undercut by the news garnered in Their
cavesdropping; -cven the Gardeners, tending to their jobs, are interrupted by the
onlooking Queen; Aumerle and Bagot remain as appellants who never engage in their
trial by combat. In cach case in which ccremony is seen as collapsing or undercutting
itself, the result breeds, or comments upon the nature of, conflict. The ceremonics
which are attempted but never completed in Richard IT help to makc it the most
conflict-ridden  of Shakespeare's history plays, and it is the confhct of Richard's
¢ccremonial -rd/ tity as kmg which les at the hcart of all other.conflicts in the piay,
and the heart of Lhc deposition scene.  The universe of the play may be ceremonially
ordered, but it is the consequences of ccremony's collapse which are stressed, and

provide the dominant focus of Richard's dilemma.

) Ritual kingship itsclf falls apart through its own undoing, so that it becomes a
progress. as Gaunt had forewarned, of wilful self-deposing (IL i. 108). In an inverted
parallel to the process of a king's translation .and alteration info his“rolc. Richard's
deposition corﬁp_lc:cs a pré'ccss of roval translation and alteration in 2 reverse

-

direction.  Change is for Richard, as it is for Hal, a kev-note in the concept of

I"Some critics who “have stressed what they take to be its ceremonial manner are
Tillvard, Ornstein. and Van Laan,

(7
\
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majesty, but in Richard's case, only in reverse.l® Holinshed's various accounts of the f
King's predicament are telling in this respect:

* was it no hurt (thinke you) to his person to be spoiled of his roialtic,
to be deposed from his- crowne, to be translated from principalitie to
prison, & to fall from hongr into horror.1? _ R

neither was the king permitted all this while to change his apparell, but
rode still through all these townes simplic clothed in one sute of

raiment, and yet he ‘was in his time excecding sumptuous in apparcll. 20 \/ .-

the Wng being now in thc hands of his enemies, and .utterlie despairing
i
of all\gomfort, weas. easilic persusded to renounce  his crowne and
princelie precheminence, so that in hope of lifc onéﬁé, he agreed to all
5
-185h£{ﬁpcarc. of course, does not dwell upon Richard's public'“succcsscs in his
earlier days.

19Chronicles. 501. ‘ \ ' .

20rbid.  Cf. Danicl's Ciuile/Warres ;which describes Bolingbroke's triumph into
London with the degraded Richard in tow:

- -:"':-. —

Straight towards London in this heate of pride '
The Duie sets forward as they had decreed,
With whom the Caprine Kingconstraind must ride,
Most mcancly mounted on a simple steed:
Degraded of all grace and ease beside, -
Thereby neglect of all respect to breed:
For th'ouer-spreading pompe of prouder might
Must darken weaknes and debase his sight. (Stanza 66)
-Behind him all aloof came pensivgon -
The viregarded king, that drooping wemt
Alone, and but for spight scarce lookt vpon,
Iudge if he did more enuy or lament:
O what a wondrous worke this daie is done,
Which th' image of both fortunes doth present.
in th' one 10 show the best of glories face. - -
in th' other worse then worst of all disgrace. (Stanza 70)

-
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things that were of him demanded. And so . . . .he renounced and

voluntarilie was deposed from his roiall crowne and kinglie dignitie.21 -

that he for insufficiencic which he knew himselfe to be of, to occupie

so great a charge, as to gouerne the realme of England, he would gladlie

leaue of and renounce his right and title . . . and his maiestie roiall,

unto Herrie duke of Hereford. 22 '

In Holinstied, as in Shakespcare, the historical account of Richard's translation
‘is conccptu.aliizcd theatrically, as the rehearsed motions - of a role epacted to undo
royaity: ‘

And further, he desired to have a bill drawne of the said resignation,

that he might be perfect in the rehearsall thereof . . . And although he

had and might sufficiehlie haue declared his renouncement by the

reading of an other meane pcrso.n;- vet for thc"’.ylorc suertic of the

matter, and for that the said resignation should have nis full force and

1

strength, himselfe therefore read the seroll of rt:.«;ignau'on.l3

Richard's first words in the abdication scene strike the theatrical note by
acknowledging his awareness of himself as a player-king who has not learned 1o play
his new role as a court flatterer: '

Alack, why am I sent for to a king
Before ! have shook off the regal thoughts A
Wherewith [ reign'd? I hardly vet have learn'd
To in:ix’tualc. flatter, bow, ‘and bend my knee.
~ Give sorrow leave awhile to tutor me

" To this submission. (IV. i. 162-7)

2lybid. 503,
-~ 2.

N . . {
3Ibid., 503-4. ‘ . § '



278 )
sImmediately, he hearkens back to the former state of his kingship, as he recolleets the
- "favours of these men" who once owed him allegiance (IV. i 168). He throws himself
passionately into the role of the betraved Christ in the midst of His enemies, a 'Cﬁrist
whose suffering he hyperbolically conceives of as being less than his own. Not only
can he not elicit the appropriate responses due to a king, he must perform them
himself: - - . .
Did they not sometime cry "All haill” to me?
So Judas did to Christ. But he, in twelve,
Found truth in all but one; [, in twelve thousand, none.
God save the king! w;n no man say amen?
AmEI both priest and clerk? well then, amen. ) v
God save the king! although I be not he; '
And yet, amen, if heaven do think him me. (IV, i. 169-75)
It was not unusual for a betrayed king to cxpress. his outrage by this imagc.‘-"‘ The
form of prayer which was published to celebrate James's survival from an assassination
attempt ‘uses St. Matthew's account of Christ's ' betrayal as a commentarv on the

parallel situation:

When the moming was. come, all the chiefe priests and Elders of the
people held a consell against Jesus to put him to death. And when they
had bound him, thev led him awav, and delivered him- lo Ponrus Pilate

the deputic. Then Judas which had betrayved him . . 3 - "

- X

24Sec” Peter Ure's comment on this concept in his Arden edition of Richard II:
‘the comparison of the fallen monarch with Christ could have developed both from the
familiar habit of dubbing any traitor a Judas. and from the view of the king as God's
vicar and substitute, the figure of God's majesty, His captain and deputy, for whom the
angels fight, which is stressed throughout the play, and which, deriving from the Bible
and the contemporary leaders of Protestant thought, is fundamental to Tudor political
doctrine. For when this divine royal figure is betrayed. it is at least possible that the
peet could sce him in the same perspective as another betrayed Divinity®, xlviil. i

2514 Fourme of Prayer_with Thankesgiuing, 1o be vsed by all the Kings Mawgsies
louing Subiects euery veere thedfift of August: Being the dav of his Highnesse happy
deliuerance from the traiterous and bloody attempt of the Earle of Gowry ané fus
brother, with their Adherentg, F2¥. The most famous of English kings who was
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. What role must Richard perform, for what "service” is he called?
To do that office of thine own good will ' _ o
Which tired majesty did make thee offer:
The resignation of thy statc and crown
To Henry Bolingbroke. (IV. 1. 177-80) - -

This is certainly the play which Bolingbroke had in mind, and hopes will be
performed in "_‘::ommon' view”, but Richard has another drama in mind, and his own
participation makes it inevitable that there will be two plavs which contend for the

stage at the samc time. Richard's staged confession and -public abdication are what

. Bolingbroke has planned, in which his own behaviour, or role, must appear as patient,

royal, controlled and as just as possible. Everfthhxg is designed for pre-arranged
cffect: emotions, gestures, language must be carefully calculated so as not t0 allew any
spontancous c¢vents to interfere with the planned display.  Usurpation becomes an

. . . . . >~
acsthetic action which Bolingbreke tries to stage-manage, but -- unfortunately for his

considered by others, as he saw kumsc!f in the role of the betraved Christ is, of
course, Charles I see - Eikon Basiitke: "1 blesse God, I prav not so much, that this
bitter cup of a violent death may passc from Me, as that of his wrath may passe from
all those, whose hands by deserting Me, are sprinkled, or by acting and consenting to
My death are embrued with My bloud”, 260. For the theatricality inhepent in the role,
sec also J, D., The Last Counsel of a Martyred King:

This scenc was like the Passion-Tragedie,

His Saviour's Person none could Act, but he. ‘

Behold what Seribes are here, what Pharisees! \

What bands of Soldiers! What false Wirnesses! <

Here was a Priest, and that a Chief one; who

Durst strike at God, and has Vicegerent 100.

Here Bradshaw, Pilate th€re: This makes them twan.

Pilate for fear, Bradshaw condemn'd for Gain.

Wretch! could'st not thou be rich till Charles was dead?

Thou might'st have took the Crown, yet spar'd his head.

Thou’st justifi'd that Roman judg; Who stood

And washt in Warer, thou hast dipt in Blood.

And where's the Slaughter-house? Ti"irenal! must be, -
" Lately his Paradise, now his Calvane.
Great Charles, is this Thy Dving-place? And where
Thou wert our Aing, art thou our Marryr there? (stanzas 7-8)

o
~
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diréctorial ambitions -- one in which Richard refuses to speak the lines of his
predetermined script. He has his own play o act. .

- R [

‘e Richard's sclf-dramaunnon is centred on theimage of the sacrifice, dnd

suffcrmg. of an anointed and betrayed king’ who has been mampulatcd and dcgradcd.

His emotions are not disguised but real (howcvcr theatrically presented), which is more
than can be said for Bolingbroke's mercly political behaviour. Richard's language

moves from imagc to image in intricate pafterns of symbol and intense emotion; each

thought and fecling becomes material for r.hc scene, hc is acting. He is not content -

just to relinquish th: crown: on the contrary, hc wishes to present its forcea
transference, and hence the transference of royal power, as a classic drama of
betrayal, using the full imaginative force of his suffering. He too can s‘tﬁgc-managc
ctfectively, and in fact takes’ conirol. of the action and cvcn. of Bolingbfokc's own
participation: ' |
Give me the crown. Here, cousin, scife the crown.
Here, cousin, .
On this side my hand, and on that side thine. (TV. i. 181-3} e
The c;rown again becomes a symbol for a sp;;crc and quality of action; the court
where the antic sits is the now the well in which Richard sinks while Bolingbroke
‘mount[s] up on_ high" (IV. i 184-9). Much to Bolingbroke's discomfiture’ he finds he
must play the straight man, led by Richard's cues: "I thought you had ,bccn,w!illing 10

resign” (IV. i I90). In a spcech which prepares for his formal. undoing, Richard

declares, with, appropriate rhetorical patterning, -that though Bolingbroke ha.s mumphcd

in every other respect, he is still king of his griefs and mrcs - B

A

My care is loss of care, by old care doge.
Your care is gain of care, by new care won. ¢ .
The cares I dive, | have. thotgh given away, 7

N . .. ./
- They“tend the crown. yet still with me they stav. (1V. i. 196:%)

- ] -

The implications of movement m bath directions suggcstcd by "loss” and “gain”, serve
[ 3
to stress both his aiteration, m’ thc reverse du'ccuon as a king, and’ Bolmgbrokcs

. oy
:L”,::n)'
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-

translation into the ro_vni role. To Bolingbroke's persistence, "Are vou contented to
resign’the crown?" (IV. i 200), Richard's answer is "Ay, no: no. ay; for | must nothing
be” (IV. i 201), a response replete with a wealth of implications=® which reveal how
difficult it is for him to comec to terms with the crisis in his identity as a king. He
carcfully distinguishes: he will not resign the crown, but will resign himself, instead, 1o
Bolingbroke.  Having effectually divested himsclf of majesty at Flint Castle, Richard
now ritually and publicly performs the abdic;tion for ;hc benefit of the attendant
audicnce: "Now, mark me how I will undo myself” (IV. i 203). The speech is =
compressed Liber Regaiis in reverse: the crown, sceptre, kingly sway, the balm, sacred
state, dutcous oaths, pomp and majesty, and wealth of estates are all the clements of
Richard's mﬁjmt}' that. he here forgoes and undoes. Even the language is ritualistic in

. .
the tone and in the structure of the rhetoric.~*

His performance of this ant-ritual s however not enough to satisfy hus
opponents; 1o his question "What more remains”™ (IV. i 222), Northumberland replics
that there is yet more for the actor to speak: Richard must publicly confess his crimes
in order that "the souls of men | May deem that [he is] worthily deposd™ (IV. &L I1ln-
7). But once again Richard takes control of his own role, and refuses to be coached
in anv direction that does not reveal how he has been betraved as a sacred king. The
“grievous crimes” pertain’ not, 1o Richard, he declares. but to those who have *|eracked)|
the strong warraot "of an oath” an action which is "damnd in the book of heaven” (IV.
L 235-8). Two iragedies are here intertwined and enacted: around the sacred tragedy
of his rovalty Richard sees the tragedv of betraval. which charactersucally e

dramatizes in terms of hus likeness 1o Christ:

Nav, all of vou, that stand and look upon me
Whilst that my wretchedness doth bait myself,

Though some of you, with Pilate. wash vour hands.

:6“.-\_\"' and "I are pronounced alike.
nos, remarkably, very close to the lngustc structure o2 poem  Vaiesyv oo
Miservy ascribed to Charles I:
With my own power mv majesiv they wound,
In the King's name the king himself uncrowned.
50 does the dust destrov the dizmond.
As cited and explained in Kantorowicz. The Aincr Two Sacies, 41, 132
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Showing an outward pity -- vet vou Pilates
Have here deliver'd me to my sour cross,

0 " - b 2
And water cannot wash away vour sin. (IV. i 237-42)<8

To Northumberland's repeated insistence that Richard “read o'er these articles”
tIV. 1. 243), Richard repeats his refusal to comply., continuing his performance as the
Man of Sorrows. He ‘cannot read for the tears that fill his cyes. "And ver salt water
tlinds them not so much | But they can scc a somt of traitors here” (IV. i 244-6).
Turning the theme of betrayal u;on himself, Richard casts himself into vet another roie

which stresses not only his reverse transiation, but also the reverse of sovereign order:

Nay, if [ turn mine eves upon myself, N
I find myself a traitor with the rest. _ IR
For [ have given here my soul's consent

Tundeck the pompous body of a king;

Made glory base, and sovereignty a slave:

Proud majesty a subject, state a peasant. (IV. §, 247.52)

Richard’s constant attempts in the scene to recast himself into new roles spring,
nonctheless. from the very real semse of despair and suffering that he feels. - The
“nothmg” thar “Unkingd Richard” I\ i 220) must be makes him "no man's lord™.

takes away his kingiv name and title, even the name that was grven him -"at the font”

~“CiT Holinshed, Chromcles: ™he [Richard] tooke them up, and drawing the
archbishop aside from the residue. talked with him a good while, and as it was
reported. the archbishep willed him to be of good comfort. for he should be assured.
not te have anie hurt, 2 touching his pemsen: but_he prophesied not as 2 prelat, but as
a Pilar”, 801, See alse Jean Creton. Hisrorre ou Rov d'Angietere Rickard (a probable
source tor the plavi: “Then spake Dukc Hennv quite aloud to the commons of the said
aty, Fawr Sirs, behold vour king! consider what vou will do with him. And thev made
answer with a loud voice, 'We will have him eu (o Westminster.” And so he
delivered hum unte them. At this hour did he rcmmd me of Pilate. who caused our Lord
Jesus Christ 10 be scourged at the stake, and afterwards had him brought before the
multitude of the Jews, saving. Fair Sirs. behoid vour king!” Then Pilate woashed his
hands of it, saving 1 am innocent of the just dood. And so he delivered our Lord
unte them. Much in like manner did Duke Hearv, when he gave up his rightful lord o
the rabbic of London. in order that, if thev should put hum to death. he mught say, 1
am nnocent of this deed™, as cited in Peter Ure's edition of Rickerd 17, xIviil,
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(V. 1 254-6). Past and present rcalities make him wish that hc were a mo-ckcn king
of snow" who could melt into nothing "before the sun of Bolingbroke™ (IV. L.260-1).

Richard produces a brilliant climax to the scene by  his  ultimate  self- .

dramatization, his request for & mirror, “That it may show mec what a face [ have !
Since it is bankrupt of his majesty” (IV. L 265-7). No longer a king, he assumes that
his kingly countemance, 100, -must reveal how he has been translated. To
Northumberland's persistent demands that Richard read the articles of his crimes in
order 1o satisfy the commons, Richard assures him that the {ooking glass will reveal
the "very book indeed | Where all my sins are writ, and that's myself™ (IV. i 273.5)
As one of the most frequently used theatrical images in Rcmmsancc drama,=% the
mirror is at once a symbol of truth and falsitv, a means u.h:ch distinguishes bcnw:cn
substance and shadow, but onec in which Richard cannot sec the reality of his own

suffering and change reflected:

No deeper wrinkles vet? hath sorrow struck
So many blows upon this face of mine

And made no deeper wounds? O flatt'ring glass,
Like to my followers in prosperity,

Thou dost beguile me. Was this {ace the face
That every day under his houscheld roof

Did keep ten thousand men? Was this the face
That like the sun did make beholders wink?

[¢ this the face which fac'd so many follies,
That was at {ast out-fac'd by Bolingbroke?

A brittle glory shineth in this {ace:

~%One of the many apocryphal stories swrounding Queen Elizabeths death
concerns her request for a mirtor: "not leng before her death she thad a great
apprchension of her own age and declination bv seeing her face (then lean and full of
wrinkles) truly represented to her in a glass, which she a good while verv carnestly
beheld: perceiving thereby how often she had been abused by flatterers’ . . . the ponnt
of the tale . . . is that for twenty vears she had only seen herself in-u false mirror,
made to deceive her sight”, see J. E. Neal, “The Savings of Queen Elizabeth™. Hizrors,
new series, X no.39 (October 1925) 2™

e
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" As brittle as the glory is the face . . . . (IV. L 277-88)30 o P
. . -
He hoids as it were the mirror up to nature, but Richard's crisis is that something ‘
within which ' passes show. By talking to his reflection in the mirror, Richard now
becomes an audience 1o hishself. ‘ '
. <
Until "he leaves the stage. Richard’s self-dramatization brings to the forefront
the ducrcpanc:a between what he s now and the title, name, and identity of his
former role. In response 1 Bolingbroke's addressing him as “fair cousin”™ (IV. i 304),
—Ruchard is quick to satirize the irony of Bolingbroke's form of address:

Fair cousin! [ am greater than a king:
" For when [ was a king, my flatterers
Were then but subjects: being now a subject,

[ have a king here to my flatterer. (IV. L. 305-8) _ .

His last words in the scene, however, reveal the naked truth of how Richard has
viewed his decline: his is the fall of a "true king” by which others have risen to power
IV, L 318). Appropriately, Bolingbroke is the first 10 speak after Richard has left the

stage, with the announcement of his own coronation>! The Abbot's remark is a

-

ey, Epistle St. James, 1:22-4: "And be ve doers of the worde, and not hearers

onelv, decewwing vour owne selues. For if anic heare the worde, & do it not, he is like
vato 2 man, that beholdeth his natural face in a glasse. For when he hathe considered
him self, he gocth his way. & forgetteth immediatly what maner of one he was".

IBolmbbrokc had earlier ciaimed the throne in a public pronouncement: “In God's
name, [ll ascend the regal throne™(IV. i 113). Holinshed provides the description of
the very public nature of Bolingbroke's acceptance of his new role after Richard's
deposition: "Immediatelic as the sentence was in this wise passed, and that by reason
thereo! the realme stood void without head or gouernour for the time. thé duke of
Lancaster rising from the place where before he sate, and standing where all those in
the house might behold him. in reuerend manner made the signe of the crosse on his
forhead. and likewise on his breast, and after silence by an officer commanded. said
unto the people there being present. these words fcliowing:

Henrie of Lancaster claime the realme of England and the crowne, with
all the appurtenances. as | that am descended by right line of the bicod
comming from that good lord king Henrie the third, and through the

In the name of the Father, and of the Sonne. & of the Holie-ghost. [ \



285

fiting description of the deposition: the audience of staéé am.i. in the theatre have
“here beheld” a “wocful pageant” (IV. i 251), a pageant which has presented a sacred
tragedy - rovalty divested of itself, and the suddenly ambiguous nature of the - divinity
of majesty. : ' . -

Richard's dcposiu'pn has somc;hing of the ritual and sacrificial about it.  which,
together with his own histrionic superiority, helps to raise his esteem throughout the
rest of his appcarahcu in the play. His exchanges with the Queen continue this
dcvclopmcn't by showing a Richard who transforms the reality around him through an
aestheiic pand religious response to calamity. Husband and wife must learn o :hi::_k
heir “fgtmer statc a happy dream™; when "awak'd, the truth of what [they] are” shows

thel” the reality of presemt sorrow (V. i 17-20)._ Role-plaving now has become &

sccond nature to Richard: he is a "brother” to the personified "grim Necessity” with
whom he will keep a “league tll death™ (V. L 20-2). With their "holy lives”, husband
and wife “must wih a new world's crown” (V. i 2;1). But the Queen is not content
with Richard's resignation, an“d"tn's._ to cull from him a belief in his kingly identity,

" which is still, in her mind, unalterable:

What, is my Richard both in shape and mind _

Transform'd and weaken'd? hath Bolingbroke depos'd

Thine intellect? hath he been in thy heart? )
The lion dving thrusteth forth his paw

And wounds the earth, if nothing ¢lse, with rage

.To be o’'erpow'r'd, and wilt thou, pupil-like,

Take thy correction mildly, kiss the rod,

And fawn on rage with base humility,

Which art a lion and the King of beasts” (V. 1. 26-34)

It 5 now the Queen who has 2 false perception of the state of things: in thewr

'
situation, the only feasible response is that Richard makes: he returns to the fictional

4

right that God of his grace hath sent me. with the helpe of my kin. and
of my freends, to recouer the same, which was in point 0 be undocne
for defauit of good gouernance and due iustice. (Chrontcles, S05.)
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world of the tales of kings and ages “long ago betid” .told by the fireside in “winter's

tedious nights™

Tell thou the lamcntab1§ talc of me,
. Apd send the hearers weeping to their beds:
For why, the senscless brands wilksympathise
The heavy accent of thy moving tongue, ' - .
And in compassion weep the fire out,
And some will mourn in ashes, some coal-black.
For the deposing of a rightful king. (V. L 40-50

Richard’s deposition has turned him into an artifact, the mn‘m‘_chamczcr in a storvbook
tale to be read and re-read for the purpdse of vicarious sympathy., As Northumberland
enters to part them, Richard scizes the opportunity to describe thc.actiop as a double
divoree, not only between himself and the Queen. but alse berween his marriage 10 the
crown and realm which i3 another role inherent in the king's offic:.. Thus the process
of anti-ritual and "undoing” is th;:rcb}' re-stressed. In his mind, Richard constructs the
mige en scene of their departure: the wav to France is 'to be marked with "sighs™, and
the path to the Tower i3 to be counted with "groans” and paced with the steps of a
"heavy heart™ (V. i 89, @) Richard is sull the -actor-king. bur with the important
difference that his “plaving” is now a way by which the sincerity of his feelings is
expressed. rather than being merely a form of attitudinizing: his tragedv i3 real. He
now “plavs” in the same sense which Latimer asked Rudley 1o "plav the man” at the

stake,

The references to the theatricality of Richard's deposition are taken up in the
descriptions of other characters.  York.recounts how the degraded Richard rode into

London behind the "grem Boﬁngbrokc" (VoL T

As ina theatre the eves of men,

ATter a well-grac'd actor leaves the stage,
Are idlv bent on him that enters next,
Thinking his prattle to be tedious:

Even so, or with much more contempt, men's eves
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Did scowl on Richard. (V. ii. 23-8)’

By contrast, Bolingbroke's majesty is'aw‘cn'bsd in terms of the pageantry of 2 roval
- entry; the' "new-made king” (V. i 45) is also the new actor who receives the people'
adulation for his public dispiay. "Through casements” the young and old “darted their
desiring eves | Upon his visage" (V. il 14-15 Shouts"of "God save thee, Bolingbroke!”
(V. il 11) are the verbal signs of Bolingbrgke's newly achieved fcalt\ the tvamfcrcncc
of Richard's lcmgshxp 1o the next plaver of the rbic in a new plaw

Richard's prison soliloquy marks his last moment of self-dramatization in the

play, and onc which brings to a sharp focus the tmagedy of a king's identity. Shortly

beforc his death. Richard is alone for the first time in the plav. The king who has’

tried so hard to develop and maintain a conception of his rc;lc. or to persunde those
around him that he is the rightful actor of kingship in the country, now has no
audience for his pleas except for his own thoughts that "people this little world™ (V. v
®), and, of colrse, the audience sitting in the theatre. It is this soliloquy, more than
any other speech in the plav, which presents the dramatization of Richard's identity in
ragic terms.  As a king dnd no king, Richard populates his little world, which is at
onee the prison at Pomfre: Castle and the stage, with ideas of who he is now and who

he onee was”~ He plavs the actor to his own "generation of still-breeding thoughts”

.

3 His mind becomes the kmzdom over which he rules. The first forty lines of his
speech bear a remarkable resemblance to the sentiments of kingship and imaginaton
which form the basis of Sir Edward Dver's celebrated tvric, which Bvrd set as a song:

My mind to me a kingdom is:

Such perfect jov therein i find

That it excels all other bliss

That God or nature hath assigned.

Though much [ want, that most would have,
- Yet still my mind forbids to crave.

No princelv port, nor wealthy store,
No foree to win a vietory,

No wilvy wit to salve a sore,

No shape tc win 2 loving eve;

To none ofthese [ vield as thrail!
For why? my mind despise them all.

Lock what I want, my mind supplies.
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(V. v. 8) and presents t;éIor;.‘ the audience a sort of strange and dramatic schizophrenia
which involves him in furthér role-playing. "Thus play | in one person many people”
(V. v. 31) is not only thc-m_'t‘\id‘ition of the actor and the emblem of Richard's tragic
isolation, but also the condition ‘of kingshdp itself which insists that the momarch be
many things to many people. "I'tiroug.hdut the play, Richard has conceived of his role
both in divine and dfamatic terms - the great role of king which Bolingbroke hes
usurped and made his own, and which now cannot be conccived outside of Richard's
own identity. Without the crown. Richard has no part to plav because he cannot let
go cither ;f that sense of divine- quality which insists he can never be other than a

king, or of the prospect of being "nothing"™

Thus play | in one person many peopie,
And none contented. Sometimes am [ king,
Then treasons make me wish myself a bcggar
And so I am. Then crushing penury
Pcrsuadés me [ was better when a king;
Then am [ king'd again, and by and by
Think that [ am unking'd by Boli.ngbrokc. .
And straight am nothing. But whate'er [ be,
Nor [, nor any man that but man is,

 With nothing shall be pleas'd, till he be cas'd
With being nothing, (V. v, 31-41)

‘Thc specch makes an interesting comparison with the soliloquy of Richard III on
the cve of Bosworth, which also presents a crisis of identity -- in Richard II's case,
tortured by a sense of guilt and doom. He too goes through a process of rblcfpla_\'ing
between the selves of his imagination. But Richard II is not an evil man, nor is he a
bad king in thc same way Richard iII was. Richard I is guilty of wasting time,
profaning hours with the misase of his office. but he is. as his agony makes all too

Lo, thus | triumph like a king.
My mind content with any thing.

From Psalms. Sonrers. and Songs. 1588, in Lvries From™the Somg-Books of the

—

&lizaberher: Age. ed. A, H. Bullen, 78-9. Cf. Tilley. N74: "He that has Need of nobody
is a king in himself™.
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clear, still the King. His inner struggic is symptomatic of the right into which he was
born, and the very divinity with which he was consecrated; he is not "eas'd with being
nothing” because the balm cannor be washed off, the anointed is not "any man that but
man i, for the divinity of his state is in his person and cannot be altered excepl
with death. According to the prescriptions of kingship, as it was recognized in the
period, Richard is not freed from the burden of his office, though he has lost his
power, his role is as much & part of him as the blood that runs through his veins,
Therein lies the core of his agony and the tragedy of his identity.>3 The plaving of
the music which Richard quickly recognizes as the sounds of "time" {music being »
temporal art). brings him through the rest of his speech. He admits to wasting the time
that now wastes him, vet (ironically enough) the time which calculates and which kécps

35Much of the play runs paraliel to the structure of Marlowe's Edward [1: the fall
of a king who has misused his office, and the rise of a usurper (Mortimery whaose
power and influence destroys Edward's kingship. Edward, too, agonizes over his ruin
in a prison setting: ‘ 5
The griefs of private men are soon allay'd;
But not of kings.

For such outrageous passions cloy my soul,

As with the wings of rancour and disdain

Full often am [ soaring up to heaven,

To plain me 1o the gods against them both.

But when I call to mind [ am a king,

Methinks [ should revenge me of the wrongs

That Mortimer and Isabel have done.

But what are kings, when regiment is gone,

But perfect shadows in a sunshine day?

My nobles rule: I bear the name of king;

I wear the crown: but am controll'd by them (V.. i. $-29),
There is much of the clement of sacrifice in Edwards death. and it is not hard 10
believe that Shakespeare had Marlowe's play very much in mind when writing Richard
II. The main and most important difference between the tragedy of these two kings is
one which Shakespeare has stressed throughout the play. Edward is continually
unaware of the sacramental quality of his majestv, whereas Richard's tragedy revoives
around the divinity which hedges the identity of his kingship, and from which he
cannot be separated.  Sec Moelwyn Merchant, "Marlowe the Orthodox” in Mermaid
Cntical Commentaries: Chnstopher Meriowe, ed. Brian Morris. 183. Shakespeare's

treatment and emphasis of this concept makes his king a more svmpathetic figure than
Edward IL



proportion in the “music of men's lives™ (V. v, 44). is the sounding of Richard's own
voice in Shakespeare's verse. 34 )

The littie “Scene between the Groom and Richard furtﬁcrs the concept of
Richard's essential kingship. In a loyal subject's simplicity, th-c Groom remarks how
true kingship is not destroved by an act of usurpation. He hails Richard as “roval
prince” and “king” (V. N 67, 72), and speaks of his desire to "look upon my sometimes
roval master's face” (V. v. 75).  His lovaities are expressed in his account of
‘Bolingbroke's coronation, whose sight so distressed the Groom.  When the Keeper -
appears, Richard dismisses thc..Groom. anxjous for his safety: the Groom leaves, vowing
to keep within hus heart that which his "tongue dares not” sav (V. v. 97). Loyalty is )
no longer the outward show of fealty to be worn on a sleeve. but an inner reality of
tecling whose cxpression must be suppressed. This is precisely the kind of realization
about his own kingship of which Richard's struggle is symbolic.  Kingship, as he
realizes 00 late, s after all a dimension of himself, and not: merely the external role
which he acted in the earlicr half of the plav. In his behaviour and language toward
the murderers, Richard restores his belief in his kingly identit: Exton confesses lthat
Richard's death is "as Tull of valour as of roval blood" (V. v. 113). The killing of the
King 5 the separation of his physical body and his body politic, an act whose present

and future significance Richard himself verballv realizes:

That hand shall burn in never-quenching fire

That staggers thus my person. Exton, thy fierce hand
Hath with the king's blood stain'd the king's own land.
Mount. mount. my soul! thy seat is up on high,

Whilst my gross flesh sinks downward, here to die. (V. v. 108-12)

Maynard Mack traces the theatrical significance of the act of Lilling a king in

- . . < . \ ,
Shakespeare's tragic structure.®=  Richard's murder represents the demise of the actor
A

The speech recalls Marlowe's Doctor Faustus who also kept pace with a cleck,
and the poetry of his thoughts. in the final moments of his life.

38 . -y res . . . .

““See his Killing the King: the act of killing the king in Shakespearc’s piavs is
the “central act. the touchstone, that tests the reality of all the other acts and
characters”. 11.  In his analvsis of the action from Richard II to Macberh., Mack
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of Christ; the Bibles prohibition against the touching of God's anointed was a well.
worn stricture in Elizabethan religious writings. and onc whose significance is later felt
in Bolingbroke's guilt over the deed: see 2 Samuel 1:14-16; also the Homilies: “we me
not withstand nor in any wise hurt an anoynted King, which is GODS Liecutenant, Vice-
gerent, and highest Minister in that Country where he is"King . . . the violence, and
injury that i3 committed against authority, it committed against GOD"3  \The
prohidbition was not just restricted to the King's person. but to the very garmenty he
wore; sce Thomas Bilson, .4 Sermon Preached:
S - g

The inward Annoynting, which is the diffusing of heauvenly wisedome &

corage in the hearts’ of Princes, God testified by- externall Inunction.

when hee first appointed a King in [srael: And by that his Ordinance

taught s, that their persons once dedicated to his scruice, are not only

protected by hus stretched out Ame, but arc_and ought 10 be sacred &

secured from the ;Ji‘blcncc & iniurie of al mens hands, mouthes. and

hearts.  Touck not mine Anroynred. saith God by his ‘Prophet . . . Yen

the very Robes. which they weare, are sanctified. When Daurd had

privily cut but the lappe of Sauls Cloake in the Cauve. to let him see.

that he spared his life: Dauids harr did afterward stmke fum., saith the

scripture, for cutting that peece of the kings garment. S0 sacred is

cuery thing belonging to them, that no part of their apparel mav be

wronged or abused” -

On behalf of his mother, James wrote to Elizabeth 10 let her know

How much it conkerned him in i—?ﬂour, who was both a King and a Son,

if his dearest Mother. and she absclute Princess, should be put tc an

concludgs that the killing of the king becomes “increasingly a svmbolic act of drama.
almost :fe dramatic act”, 12 it is a “kind of lens in which afl-manper of palitical,
social. moral. psvchological. metaphvsical, and relipious  questions are focused”, 191;
“regicide is explored in terms of acting”, 194

s
= GHomz'fie:. T3,

STBITY,
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infamous Death by her who wa; 50 nmiy allied and engaged to her both
in Bloud and League of Amity. Whether by the Law of God there could
be :;ny just proceeding by Law against those whomrGod hath appointed
to be his supreme Ministers of Justice, whom he hath called Godg on
carth, whom he hath anointed, and once smointed hath forbidden to be
touched. 38

{

~ -~ .
Others who wrote on Mary's behalf, including Mary herseif. stressed the role of an
anointed monarch as an. "absolute™ and divine entity. In the same way, Richard's death *
marks, not the murder of a man who has transgressed through the follies of his

behaviour, but the destruction of an "absolute” k.ing.39
o

’

¢ . Bolingbroke's guilt over the deed reveals a characteristic feature of his new
kingship. Having, in effect, coverdy commissi ed Richard's death with & role-plaving

sesture toward Exton --

And, speaking it, he wishtly .look'd on me,

As who shouid say " would thou wert the man
That would divoree this terror from my heant”
Meaning the king at Pomfres. (V. iv. 1-11),

-- he laments the actual deed with the appropriate outward show:

£xror From vour own mouth, my lord, did [ this deed.
Soizngbroxe They love not peison that do poison need,
Nor do [ thee. Though I did wish him dead.
! hate the murtherer, love him murtherered.
_— The guilt of conscience take thou for thy labour,
But neither my good word ner princely favous;

With Cain go wander therough shades of night.

BSee William Camden. Tie History oF the mosr Renowned and (liciomous Prncess

-39 - g .
“7Sec OED def. § absclute: "Of degree: Comrlete. entize: in the fuliest sense”.
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And never show thy head by day nor light.
Lords, [ protest my soul is full of woe Y
Thatblood should sprinkle me to make me grow. |
Come mourn with me for what I do lament,

Andput on sullen black incontinent. (V. vi 37-18)%0

Indeed, as Bolingbroke's allusion 10 Cain suggests, there is somctt'aing of the
murdered Abel in Richard's death, which cannot be effaced by the outward seeming of
black mourning clothes, nor with the promise of a pilgrimage to the Holy Land (which
King Henry IV never finds himself able to make in the. later plays, despite his
continual attempts to do 30). The presence of the dead King in his coffin on siage is
a physical burden of the "blood” from which Bolingbroke, like Macbeth, cannot ever be
washed clean: like the balm of an anointed king, the guill of regicide cannot be
washed off with mere pronouncements.*1 =T i

o )

Bolingbrokes/ impulse to outward display does not begin here with the news of
Richard’s death; it has been made manifest throughout the course of the playv. When
he becomes the King he sqon realizes that a new play of kingship bcginsAwith tr;c
start of his reign.  His coronation procession is marked with the "painted imageny” (V.
i 10} of the decorative surroundings. which personify and proclaim the new King's

‘welcome.  York's account of the coromation procession describes a king who knows,

"O‘Solingbrokc's guilt has its religious precedent. Cf 2 Samuel 1:14-17: "And
Dauid said vote him, How wast thou not afraied, to put forthe thine hand 1o destrov
the Anovnted of the Lord? Then Dauid called one of his vong men, & said, Go nere,
and fall vpon him And he smotc him that he dved Then said Dauid vnto him. Thy
blood be vpon thine owne heade: for thine owne mouth hathe testified against thee,
saving, | haue slaine the Lords Anointed Then Dauid mourned with this lamentation
ouer Saul™  The biblical passage s quoted bv the homilist in 4n Exhoranon
Concerning good Order. and Cbecience o Rulers. T4.. Cf An Homuly  Adgainst
Disobedience and Wifuil Rebellion: "For whe can lav. his hand upeon the Lords
Ancynted, and be guiltiesse? As truelv as the Lozd liveth except that the Lord doe
smite him, or his daves shall come to die, or that Ye goe downe to warre, and be
slane 1n battel: the Lord be mercifull unte me. that | lav not my hand upen the Lords
Ancymted”, Z86.  As the Henrv IT7 plass show, the Kings reign 5 fell of unrest and
disorder as a resul: of Richards murder,

21 . c ol ; :

*As Moody Prior has observed, “The thearical ablear -- the new king 1 state
2n¢ the dead king at his feer - is an irreconcilabie disharmony between the harsh act
of pelitical necessity and its human and moral consequences”, Tie Dreme of Power, 245,
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and enjoys, the public importance of his self-display. Speaking-for the first time as
the King in the plav, he reveals concern and diéappoimmcn’t over the behaviour of his
son, whose actions he considers inappropriate to his view of what is seemly in a

prince.

The ludicrous scenc’ which sees the Duke of York trying to persuade the King
1o kill. his treasonous son.¥? while the Duches® of York begs for n;:c'. reveals the
play-like quality of Bo!jngbrokc‘: new role. Bolingbroke himself is well enough aware
of the theatricality of the situation: "Our scene is alt'red from a serious thing, | And
now chang'd to The Beggar and the King™ (V. iii 77-8). A king, as the Duchess
insists, must show mercy, for there is "No word like 'pardon’ for kings' mouths so
meet” (V. @i 116). So Bolingbroke dutifully pronounces the "pardon™ which the
Duchess has taught him to “rehearse” (V. iii. 126). The artificiality of the language
resembles that of the beginning of the play, though the new plaver in the leading role
uses it to different effect. Bolingbroke plays at his kingship because the role demands
it. But as the rebellions which initinte his reign make clear, a crown seized i a
different crown from one that is lawfully inherite He finds himself going through |
the expected motions, in the rhetoric of a require guage, in a new role which does

not seem quite to it him.

Partly, Bolingbroke remains unaware of the kind of tragedy of identity which
Richard has suffered.  The sanctity of the office and its divine dimensions of role-
playing seem never (o enter Bolingbrokes thoughts with any degree of clarity or
comprehension.  His actions have been controlled by the expediency that secures
political power, and have dcstrb_vcd the sacramentality of kingship, a condition in
which Bolingbroke can have no share. Like Lear, Richard lcamns too late about the
nature of his roval state, l.aut his final awareness brings him closer to a view of the

role than Bolingbroke ever achieves. It is an iroftic comment on the play that

*2York's behaviour is not as ludicrous as it first seems. His knecling and begging
for the death of his son is a desperate plea for the kind of order and meaning which
has been disrupted with Richard's deposition. He must believe, as he savs, in the
pledge of his “lasting fealty to the new-made king” (V. i. 45 If anvthing in
Bolingbroke's new world picture is to have any meaning, York must adhere to the same
values of sovercignty and lovalty which he tried so hard to hold on to when Richard
was king. :
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Elizabeth saw herself cast in Richard's role ("! am Richard II. know ye not that?™) and

was purported to take pride in his portrait which hung in her gallery of ancestors and
successors.+3

Richard II, more than any other play by Shakespeare, emplovs as its organizing
and dynamic principie the concepts of Jangship .commonly held as ideology in the
Renaissance.  That Richard himself fails to live up 1o the ideology, 'indccd in some
respects at first goes deliberately against it, marks this play as being (as the Quarto
Quitc rightly calls it), a tragedv, and as Richard grows painfullv into awareness of the
nature of that kingship that he had held so lightly at first, the strength of the
ideclogy is :ﬁ: oecessary basis of the tragic structure. . On another level. Bolingbroke
5 onc of Shakespeare's terrifving “expedient men”, fncn whase actions are founded on
the narrowest conceptions of their relationship to the society they despise and seck 0
rule. Bolingbroke is not as bad as Richard I, or Edmun<, but that is merely a matter
of luck: his behaviour and his moral choices. like theirs. rcflc&. only himself, cut adrift
from any contact with a system of thought that could validate his actions. His
successes arc personal, his failures likewise personal: That he is quite likable. and the
more likable as his problems begin to come home to him. is basically irrelevant, just s
Richards errors of judgemen: and misconceived actions at the beginning of the play
set him up for a wellearned peripetein.  Over both individuais stretches the conce plton
of the role of king, a conception ‘which far transcends, but which also directs

responses tewards, the individuals who attempt to play the part in practice.

*3See the memerandum made by William Lambarde in John Nichols's The
Progresses end Public Processions of Queen Elizebeth: *. . . returning to Richard Il she
demanded. ‘Whether I had seen any truc picture. or Livelv representation of his
countenance and person? 1 L. 'None but such as be in common hands. Her Magezne.
The Lord Lumicy, a lover of antiquitics, discovered it fastened on the backside of x
door of a base room: which he presented unto. me. praving, with myv good leave, that |
might put it in order with the Ancestors and Successors: ! will command Tho. Kneaverl,
Keeper of my House and Gallery at Westminster, to show it unto thee™, iII. SS3.



CONCLUSION

The continual copcern of .this thesis has been to locate Shakespeare's dramatic
treatment of his kings firmly in Renaissance political and theological ideology. Though
King John and Henry VIII have not figured prominently in the preceding chapters, they

~ —twe—offer—a-viewof the Christology of”kingshjp in various, if only minor, ways. The
important political issues explored in Xing- John arc the lovalty due to a king, the
rightful succession, the moral considerations of rebellion, and the significance of the
kingly character around which all these other issues revolve. In the very first scene

of the play the dramatic stress falls upon the contention surrounding the roval role.

John's right to rule s put into immediate question by the French Ambassador's address
to the “borrow'd majesty, of England here” (L. i 4). John "sways usurpingly” the royal
dtles which Chatillon says belong to Arthur, the “right roval sovereign”™ (L ¢ 13-15).
As John's actions in the play reveal he is a discreditable king undeserving of his
subjects’ loyalty. The discrepancy between the right to rule and the ability to rule is
focused through John's fear of Arthur's clam to the throne (the King secks to have
Arthur murdered). and the obvious potential for kingship which Faulconbridge the

Bastard shows.

'I'Hroughout the play the question which is repeatedly in evervone's niinds and
on their lips is, where does the essence of true kingship lic? Before the walls of
Angiers, John demands entrance to the city -- an act which, had Hubert acquiesced.
would have acknowledged John's rovalty. But as Hubert's responses make clear, the
citizens' lovalties rest not with John but with the man who can prove to be the true

King of England:

Huber: In brief, we are the king of England's subjects:
For him, and in his right. we hold this town.
Aing John Acknowledge then the king, and let me in.
Huberr That can we not: but he that proves the king,
To him will we prove lovak: till that time

-y

Have we ramm'd up our gates against the world. (IL. i, 267-72)
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As Hubert's rebuff makes John aware, he who wears the "crown of England” does not
automatically "prove the king" (IL i 273). Thc citizens are asked by King Philip to
speak for their true king, but again Hubert's response contradicts any notion that the

citizens instinctively know who their rightful king is. Both John and Philip put forth
their respective claims: A

King Philip Speak, citizens, for England; wha's vour king?
Hubert The king of England, when we know the king.
King Phili p Know him in us, that here hold up his right.
King John In us, that are our own grcét deputy,
And bear possession of our person here,

Lord of our presence, Angiers, and of yow. (I1. i, 362.7)

John does not by any means prow}.c: every inch 2 king: he is weak, cowardly,
cvasive, and undignified, belicving he can wicld power simply by cvoking the
appropriate facets of the  kings role. He comes to France, he savs, in the role of
the Scourge, as "God's wrathful agenmt”.” the rod which shall “correct” the “broud
contempt that beats His peace to heaven” (UI. i §7-8).1 In response 10 the demaonds
made by the Papal legate, John has recourse to wl:mt he perceives as the

unapproachable power of the “free breath of a sacred king” (Il i. 73-4), and to his

divinity:

But as we, under Ged, are supreme head,
So under Him that great supremacy.,
Where we do reign, we will alone uphold
Without th' assistance of a mortal hand (IIL. i. §1-4)
s
Seeking to confirm Vhis title, John has himself re-crowned in a second coronativn,
which to the onlookers, presents merely an empty show. By this performance, rovalty

has been made no more than a matter of putting on new clothes. in an effort to “pild”

ICf. Holinshed, Chronicles: “for the king was but the rod of the Lords wrath.
and to this end a prince was ordeined, that he might rule the people with a rod of
iron. and breake them as an earthen vessell, to chaine the Mighty in fetiers, & the
noble men in iron manacles”, 173.
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already “refined gold” (IV. ii 11). Salisbury's comments about this "once again”
crowning reveal much of the way John thinks of his kingship:
N
In this the antique and well-noted face
Of plain old form is much disfigured;
And, like a shifted wind unto a sail,
It mnkcs the course of thoughts to fetch about,

Startles and frights consideration, |

|

Makes sound opinicn sick and truth suspected, R \)

For putting on so new a fashion'd robe. (IV. i 21-7)

John readily vields his crown to the Papal legate in cxchange for the Pope's
help and protection. In an act which shows the King submitting to, and acknowledging
the “sovercign greatness and authority” of the Pope, John relinquishes any real power
he professes to have (V. i 1-4);,the crown which is rcturned to him is merely an
cmpty ornament. John is merely 2 king of show, incpt in manifesting ‘‘he ities of
a king: he i3 not a king who held the "indued" qualitics of a prince. Helinshed
describes the fall of King John, ‘which need not have happened "had he beene indued
with such prudence and prowesse as is requisit to be planted in one that bearcth rule

. whereas by meanes of defects in the contrairie, he bare ‘100 low a saile, in that
he would be so foolified as being a king, to suffer usurped supremasic to be caruer of
his kingdomc".: —

[n contrast, the Bastard is a man who is presented as more than able to fill the
requirements of the roval role. Though not a man who can act with the authority of
natural right, he is nonectheless a kingly figure. In much the same way as Talbot was
presented as better suited to the kingly roie in I Henry V"I, the Bastard is a man of
action who knows how to rise to the demands of the occasion. As the son of "King
Richard Coeur-de-lion" (L i 253), the Bastard is a prince among men in John's court.
and proud of the charac:t_cristics inherent in his nobie stock. References to the lion
continually colour his language. and remind the audience of his princely heritage. He

instinctively knows how a king should behave, and what actions a monarch must take.

:Chrom'cles, 191,
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— Both John and the French king are "ruled” by the Bastard's advice to join their forees
in taking over Angiers:

By heaven, these scroyles of Angiers flout you. kings,
And stand securely on their battlements,
As in a theatre, whence they gape and point

At your industrious scenes and acts of death.

Your royal presences be ruld by me . ... (I L 373-7)

Where Philip and John merely "act” in scenes of roval authority, the Bastard
proves he can command rcal authority in effect. When John shows himself weak. the
Bastaré:,l relics on his own strength and 'knowledge to teach the King not only what he

must do, but also how he must look:

But wherefore do you droop? why look vou sad?
Be great in act, as you have been in thought;
Let not the world see fear and sad distrust

- 1

Govern the motion of a kingly eve! : ' :
Away, and gligtcr like the god of war
When hclimcndcth to become the field:
Show boldness and aspiring confidence!
" What, shall they seck the lion in his den,
And fright him there? and make him tremble there?
O, let it not be said: forage, and run
To mee: displeasure farther from the doors,
And grapple with him ere he come so nigh! (V. 1. 4461 )
John cvidently lacks” the wherewithal to show a kingly countenance. but it is indjcative
of the Bastard's character that he knows the, ingportance and effect of such a quality;
very likely the Bastard reveals such a kingly countenance in his own actions and
speech. When he appears before the Papal legate and fBe Dziuphin. e speaks with the
vested authority of the English King: "Now hear our English king, | For thus his

toyalty doth speak in me" (V. il 128.9). The twenty-nine lines which make up his
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formal address reveal his kingly qualities: by his sense of confidence, control, and the
mastery of his patriotic strength, he spcalé more like a king than John himself could
It is not the authority of King John which speaks, but the Bastard's inherent royalty.
If the Bastard acts and speaks morc like a king than John does, his function is to
show how much is lackin‘g in John'ls performance of kingship. As John Danby has
pointed out, the sanctity of the king's role is not ecnough to pull John out of his

troubles: "kings will have to prove themselves men as good as the Bastard."

Henry VIII is Shakcspear?'s last presentation of an English king on the stage.$
In Henry VIIT Shakespearc offers his audience a different kind of play from his earlier
hifiorics. Before, he -had shown them such scenes as the field of Bosworth and the
sprawling battle of Agincourt, and scenes which move from the cou.rt to the lively
action of the streets and villages throughout England, with characters as diversified as
Falstaff, Richard III, Jack Cade and Prince Hal In his last history play, Shakespeare
defines political intrigue more by intellectunl dynamics rather than by dvnamic action.
Dramatic action is confined to Henry's court, a backstairs environment sciting, in
which powcf control, gossip about who's in or out of favour, and tﬁg activitics of
those in lesser degrees of authority are the main events. Unlike the earlier history
plays, this does not focus primarily on the monarch: Henry himself is curiously not a
main plot interest, though he is the catalyst for all the othef actions in the play. He
appears to be always in control, vet remains largely in the background. He speaks
onlv some 400 of the play's 2800-odd lines, and is never on smgc' long enough to be
the plav's dominar_:t figure -- except that of course he is; he is the central sun around

which all the planets of the plot revolve,

To be a member of Henry's court in this play means to perform onc's assigned
part. to flatter and to sue for favour umtil circumstances call a halt to the
performance. The concern of the play, in part, is with the surface appearance of
cvemts:  claborate stage directions, descriptions of courtly spectacle. attention to
pageantry and ceremony reveal the ritual decorums of “play’ in Henrv's court.  As

Robert Ornstein has observed:

*Shakes peare’s Doctrine of Nature, 78.

‘See C hapter Three, note 2 for a discussion of the authorship of Henry V111
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Where the ritual moments of the Henry lays, of Richard III and
Richard II, engage the minds and efnotions of the audience, the
spectacles of Henry 1III merely feast t

the earlier history plays, on the deco

cye. The emphasis is not, as in
symbolized by ritual, but on
the nicetics which only a connoisscur of courtly spectacle  would
appreciate: who stands next to the King, who by his right side, who by
his left; who enters first in a procession, who last; who wears a golden
coronal and who plain circlets of gold. Such authenticity of detail is
supcrﬂuém to the representation of politics and history; it exists to give
the audience or reader the thrill of a vicarious closeness to luxury and
power -- to bring them within the charmed circle of the Court, which is
in Henry VIII a very heaven.”

This is an interesting appreciation of the play, and one that seems to have
- informed many productions of the work, which tend to read it prmarily in terms of
spectacle:®  However, rather than being “superflucus to the representation of pofitics
and history", the presentation of Henry's court is symptomatic of the world of "play”
which, as this thesis has shown, is so much a part of historv and pc:litics. If Hennys
court i3 2 "heaven”, it is so because its king is a representative of God, a worldly
player of the Divine. The idea of "play” in this last work nicely brings this study to a
re-consideration of the concept of "play” which first introduced the subjects explored

in this thesis. To be a king is to be a plaver of a divinely-conceived role, for betier

or worse.

This conception is not by any means confined to the history p!a_\s.' It is
manifested  significantly in Shakespearc’s other plays, and in works by his
contemporaries. It is not my intention in this thesis to cxplore the use of the concept
in other dramas in any detail, but a few notes mav indicate its pervasiveness, and

suggest ways in which it can be applied even to plays of a scemingly a-political

54 Kingdom for ¢ Stage, 205.

~ %s0. perhaps, may the King's Men have perceived it. if the stage- d[I‘CC’lOﬂS and
the contemporary accounts of its extravagance are anything to go by.
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character. Not to act like a king, whether by choice or through folly, is tantamount
to an abdication of the proper performance of the role. This has obvious application
10 nf;éasure for Measure, 2 play which has routinely divided critical opinion on the
gquestion of the morality and wisdom of the Duke's bchaviou:. The first scene of
Measure for Mecasure concerns the Duke's decision to decline his princely role, ﬁaving

"impos'd the office” on Angelo (1. i 40):

we have with sp;:cial soul
Elected him our absence to supply;
Lent him our terror, drest him with our love,
And given his deputation all the organs
Of our power. (L. 1. 17-21)

The right of a ruler to delegate authority was of course part of his function in
& hierarchic power-structure. That is' not exactly what happens here, where Angelo
finds himself cast into the Duke's role: "be thou at full ourself” (I i 43). Mcantime
the Duke disappecars from his country, taking thc‘ princely countenance with him, and
leaving only its pale reflection in the person of Angelo, who promptly reveals his
ineptitude to the role, and the office, thus thrust willy-nilly upon him. He is but a
‘man . . . Dress'd in a little brief authority” (Il ii. 118-19), bad coinage of the Duke's
“figure” (L. i. 16). Though he believes he can perform the role to perfection, better
than the Duke himself in poinmt of morality, he finds he cannot. To pufsue the
theatrical metaphor, he is a bit player thrust into the leading role. for which he lacks

both the training and the principal's quakties,

Nor is he ever really the Duke's deputy. Throughout the play the Duke never’
relinquishes control of the action, and the dispensing of _justice. - Thesz are, to be
sure, kingly actions. but in this play thev are undertaken surrcp'titiougly. tﬁ}bugh the
Duke's role-plaving as Friar Lodowick. As Friar. Thomas points out. the Duke's scheme

to have Angelo revive the laws is a clear indication of his neglect of his roval duties:

It rested in vour Grace
To unioose this tied up justice when vou pleas'd:

And it in you more dreadful would have seem'd

f\
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Than in Lord Angelo. (L iii 31-4)

The Duke's response is uniarinccly: he reveals that he prefers to sustain his " public
image as a lenient ruler, allowing Angelo to bear the brunt of unpopularity:
. :
I have on Angelo impos'd the office;
Who may in th' ambush of my name strike home,
And yet xx;.y nature never in the fight
To do in slander. (1. iii. 40-3)

As all treatments of the role of the prince agreed, it was a roval function to balance
wisely the peed for severity and the gift of mercy. Thc Duke evades this function,
and in his evasion engenders much of the distress to his subjects that the play
presents. '

It is an incongruous feature of the Duke's role-plaving that he seeks to
exchange his essentinily religious role as prince for another religious part in the guise
of Friar Lodowick. As a friar, the Duke is still a divine role-player: all-knowing,
beneficent, merciful, and just. In the concluding scene of the play, he neatly
"resolves” all conflicts, H.ispcnsing justice measurc for measure to all concerned "like a
power divine" (V. i 367). However, this neat tying of threads leaves the initial
discomfort caused by the Duke's behaviour untouched. One of the problems which this
‘problem” piay insists upon is the wav the Duke secks resolutions to Vienna's troubles
through craft and role-playing. The audience is invited to ‘trust him in his
proclamation, that he does not "[change] heart with habit” (V. i 382) in his concerns
for his subjects: that their frar is now their prince (V. i 380). But the doubts
Pcrsist. and. some of the causes of Measure for Measure's being still considered a(f'
problem play can now be located in the Duke's evident disregard for the roles of his
office, which has the effect of making the ending of the play secem merelv contrapted,

and unsound. -

Though not a religious role-plaver like the Duke. King Ferdinand of Navarre in
Love’s Labour's Lost is preoccupied with the id€a of plav. Not only the King, but his .

whole court as well, engage in being something that they arc not. The first scene of
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the play shows the King abdicating the duties attached to his royal role in favour of

isolation, stern fasting, and schoiarly pursuits:

Navarre shall be the wonder of the world:
Qur court shall be a little academe, N
Still and contemplative in living art. (L L 12-14). ‘

The King and his courtiers play at words, play at making oaths (which they know they
cannot keep). play at being book-men, the writers of sonnets, and lovers who come
disguised as Muscovites to the Princess and her ladies. Navarre is seen in all sorts ‘of
roles, but not in the role of King. The theme of play has its appropriate setting in
the King of Navarre's park; the action never moves into the world of the court proper,..
nor does the audience scc Navarre in the sphere of his political status, Retirement
from the world gives way to license in the park, but-as the sombre ending of the play
indicates, cveryone must resume his or hef respective responsibilities in their proper
roles. The pagcz.i.nt of the Nine Worthies provides the appropriate metaphor for the
discrepancics in the "worthy" pursuits that the King and his Lords have failed to play
themselves. They arc at best inept role-plavers, and the love which they have plaved
{alscly must now be carned with sterner and more truthful endeavours. With the news
of her fathers death, the Prinbess is the first to recognize that her inherent
responsibility as a new Queen must take precedence over the merriment of the plav's
events. The King must learn 10 be the true metal of his words and oaths, and so,
appropriately, the Princess instructs him to maintain the life of isolatiqn he first

proposed himself in the beginning -f ine play.

The pattern in the comedies and romances is alwavs 2 restorative one: the king
who abdicates from his role usually returns to it bv the end of the play. Prospero,
once "Duke of Milan, and | A prince of power” (L . 54-5) gives the "government” to
“his brother in order to pursue "the liberal Aris" and "secret studies” in contemplative
retirement (I & 73-5). Unlike Navarre, whose academy was at best a diversion.
Prospero is a true intellectual, whose role as man of learning, however, seduces him
too from his duty. He formerly found that his librarv was a "dukedom large enough”
(I & 110) but the end of the play sces him abjure his magic, give up the role of

magus, in order to re-assume the role of Duke of Milan.
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The restorative pattern is one obviously not explored in the tragedies. Once a
king ceases to perform his role, the results arc disastrous for himself and the whole
realm. Lear thinks he can simply relieve himself of his foyany by dividing the crown
and the realm between his children, and still "retain | The name and all th' addition 1o

a king" (I i 134.5). The jolt this gives to nature is felt by ¢vervone, as discord,

madness, and suffering pervade the world of the play with Lear's first pronouncement’

of his "darker purpose”. When Lear abdicates his kingship, and when others do not
treat him like the king, he loses all sense of identity: "Who is it that can tell me who
[ am?" (I iv. 227). The Fool can see Lear for \..vhat he has become as a result of his
foll; Lear is but the "shadow” (L. iv. 228) of a king, a man who attempts to intimidate
Goneril, threatening that he will "resume the shape which thou dost think | | have cast
oft; for ever” (I iwv. 307&}. But Lear never resumes the "shape™ or the role of his
former kingship -- a punishment perhaps in direct proportion for giving it up in the
- first place. The division of the kingdom, the image of horror, is the division within
the crown, and within the person who bears the office. lthn Lear destrovs his
kingdom with his abdication. he destrovs his roie as king and, therefore, himself. If
Lear believes ultimately that he is “every inch a king". then he learns 00 late about

the royal state which no amount of self-proclamation can retrieve.

It is clear that it is possible to usc the concepts of divine kingship explored in
this thesis as a critical tool with which to examine any Renaissance tragedies and
comedies in which kings, governors, dukes and other authority-figures are presented as
diverging from their roles, or who choose 10 adopt other roles. However, the maost
concentrated treatment of the ideology of a kings role is found in Shakespeare's
history plays.  What ‘the preceding chapters have shown is how the plavs lend
themselves to revaluation from the point of view of their principal actors. The world
of political action in the history plavs focuses on the ability (or inability) of the king
to pcrf?rm the requirements of his ordained office, and on the mimetic and’ religious
principles which are inextricably linked in his_role. In the atmosphere of the roval
court, which is appropriately a playv-like world, the king ;1nd the divinitv which hedges
his person are presented as the central mimetic construct of a holv ideal.  The
outward and visible signs of his role, first manifested in his coronation and part of his

life thenceforward, are reflected in his countenance, in the repertory of roval moves
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and gestures, and -in the dignity of his language. The outward performance must
adhere to the ! inherent divinity of his person: in the extraordinary nature of his
-.calling, the qualities of a king, his multiple identities. the significance of his two
bodies, .and in the very name of king that he bears. All these aspects of the
Christology of kingship help to inform the king's role as a special kind of actor in the
history plays, as a figure who finds himself performing in @ world ordered and
governed by providence. The actor who plays the king imitates the ideal, but he can,
at the end of his performance, return his crown. with the rest of his propertics to the
tiring house. The real king is afforded no such luxury for he is ordaimed to imitate
God in the daily performance of his rgle.  What Shoakespeare's history plays and the
political world of the Renaissance share, i5 the awareness that mimesis is essentially a

religious endeavour of art reflected in the mirrors of all Christian kings.

} x
[
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